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The Wilderness of Being

Text,/Wang Jiang

After a three—year hiatus, Huang Liang once again solemnly brings the cherished objects into our view. Everyday items in the mundane world
convey a perennial spirituality. We are invited to enter the wilderness of will, to quiet down and contemplate the simple and unadorned objects.
The symphony of light and darkness ultimately merges into "gray." Hidden within the continuously layered brushstrokes lies vitality, rendering
this substantial "gray" no longer dim. Huang Liang persistently shapes the "form" of objects, as they stand quietly in space, embodying marks
of conscious exploration into the depths of spirituality. Small objects, thought—provoking forms, and interconnected situations together consti—

tute a spiritual wilderness. This wilderness is not elsewhere but right within life itself.

01 The Gray of the Wilderness

Gazing lightly upon Huang Liang's paintings, one immediately captures the essence of "gray." It is not only the tone of light but also the dust in
the air, the tranquility after the colorful hues merge, and the entirety of the universe contained within each speck of subdued dust. Huang Liang's
"gray" saturates the gaps between brushstrokes, gradually settling. Much like the swirl of dust particles when one vigorously waves their hand
into the air under the slanting sun, but soon succumbing to gravity's pull. Thoughts gently tremble with the "gray" and cease with the "gray."
Gray takes on another layer of meaning, becoming a realm. This realm first transforms into the dark gray soil of the northeastern earth. Let us
momentarily zoom out and return to the "decisive moment" of early 1980s contemporary art in China. The "Northern Art Group" pursued the
sublime along a rational path, conceiving of a "Northern Culture" with metaphysical and humanistic colors. The cold sensation of the body
infiltrated the mind, as the new paradigm of "Cold Zone—Post" culture viewed rationality as icy. Here, coldness does not equate to indifference;
it fervently confronts the morbid, submissive, whining, and hysterical decline. The song of ice and fire was the melody of spiritual self-rescue
for that generation of youth. At that time, Huang Liang had just been born in this land. He was carried along by the aftermath of the avant-garde.
However, the decline of heavy industry in the Northeast and economic downturn swiftly followed. Workers who had fallen from glory and the

massive machines that had come to a standstill amidst the roar of industry were now covered in thick rust.

Gray, with its strong sense of reality, tore apart the filter of collectivist illusions. Born in 1986, Shen Yang writer Ban Yu experienced the "long"
of "gray." He wrote: "Snap your fingers, he said / We snap resonating fingers / Distant things will be shattered / People in front are still unaware
at this moment" Now, the sound of snapping fingers echoes on the plains of the Liao River. At the opening of the exhibition, the winter cold has
not yet dissipated, but greenery has quietly begun to flourish. The cycle of life and death constitutes the microcosm in Huang Liang's new works.
Gray expands into the wilderness of life and death. This wilderness may refer to vast plains, desolate, uninhabited areas, or open and arid lands.
In Jewish—Christian culture, it originally symbolized God's punishment of humanity. However, once "His punishment" transforms into "introspec—
tion," the negative connotation of the wilderness is immediately washed away. It is in the wilderness that people can contemplate, fast, practice,
and pray without distraction. In the silence, the wilderness exudes a serene beauty. Yet, it is also an extremely harsh place, where the specter
of extinction always looms over the solitary wanderer. The sharpness of reality is discomforting and even life—threatening. But without the
composure to disregard extinction, survival loses its support and dignity. The wilderness dispels illusions and exposes the solid texture of life

before humanity's eyes.
02 The Concealment of Heartfelt Connections

Huang Liang is akin to a pilgrim on a plateau, a recluse in the wilderness. He silently contemplates all encountered in daily life, uncovering their
mysteries. Throughout history, the real wilderness has provided space for such spirituality. From the late 3rd to the early 7th century, a group
of monks withdrew from society and entered the deserts of Egypt and Syria. These desert fathers secluded themselves in the wilderness, and
though they were not theologians or philosophers, their asceticism cultivated true wisdom. The experience of faith and the contemplation of
life's highest ideals and purposes have never ceased in Huang Liang's artistic creation. His work is born in the spiritual wilderness, originating
from a thought or contemplation within the "wilderness" that precedes creative actions in the material world. Such creative will is "heartfelt
connection"—this term from Yogacara Buddhism is appropriate within Huang Liang's context. Heartfelt connection perceives all phenomena,
much like a spring in the wilderness nourishing those dwelling within it. Although heartfelt connection has not yet reached the realm of "true
suchness," if it were to reach true suchness, there would be no need for artists to create images. Heartfelt connection is derived from contem—

plation, its process involving the repeated chewing of "forms."




Like a jade carver, Huang Liang continues to "seek form through form." The former "form" is heartfelt connection, a "starting thought" about
form. After picking up the brush, the hazy thought retreats to the depths. Heartfelt connection moves in the dark, untraceable. The eyes observe
repeatedly, leaving delicate traces with each stroke of the brush. Huang Liang's observation is far from sketching; the object of observation is
not confined to the external form of objects. He oscillates between continuity and discontinuity: the mind, eyes, and hands continuously consider
and calculate, as an indescribable "spirit" surges in the painting. Discontinuity refers, on one hand, to time: the spontaneous changes of heartfelt
connection prompt the subject to reobserve and readjust the shape. The future is unknown, so Huang Liang contemplates the imminent disap—
pearance of the present. On the other hand, discontinuity implies emerging from the self-set shelter. What is seen becomes an attachment; if
not relinquished, one will fall into delusion. Observation is both a tempering and a transformation. The scrutiny of the eyes and hands continu—
ously returns to heartfelt connection. In the infinite possibilities of form, Huang Liang patiently and impartially confirms the shape of objects. He
maintains reverence for what art or language cannot reach, and diligently seeks accuracy in painting. Huang Liang judges by "getting the form
right"—"form" is the intermediary between subjectivity and objectivity, and "right" is the measure of the relationship between the subject and
the form. Visually, the edges of the form are blurred, and the object seems rough, its existence ephemeral. However, spiritually, heartfelt
connection is clearer than ever. This is the mystery of the wilderness, a dialectic of clarity and obscurity, projected onto those objects that have
undergone "rumination." Objects mature naturally, lingering freely in the wilderness. They are signs of heartfelt connection, not evidence of the

artist's intentions.

03 The Spirit of Objects

The objects depicted in the painting are some that we are very familiar with: miscellaneous items like a palette are filled with individual memo—
ries; deliberately blank notes seem to have much to say, yet remain silent—they are objects of sentiment. Other objects in the painting have
special shapes, such as the square contour of an oil lamp's casing, which exudes a timeless monumental feel; the skull made of paper clay, a
material so light, reminiscent of the skull ritual object, the Kapala bowl, in Tibetan Buddhism. When the soul leaves the perishable body, the
bones become instruments. The Kapala bowl is used in rituals to obtain esoteric teachings, wisdom, and cleanse sins. It signifies the abandon—
ment of attachments and the attainment of liberation. There's also the conch shell, a symbol of auspiciousness, sculpted by Huang Liang himself.
Its surface, although not dazzlingly white, evokes an ultimate sense of purity. Even the most common bread loaves are thickly coated with plaster
by Huang Liang, while the telescope in the painting is merely a model made of mud and paper. Here, the original details of the objects are lost,
but this allows their forms to be fully manifested. These objects, whether mundane or ceremonial, shine with a halo of spirit. Their weight has
nothing to do with their material density; they are all dense bodies of spirit. These objects bear witness to time, but Huang Liang's obsession is
not with the time and space that exist within collected objects, already past. He is enamored with the form of objects, their ephemeral yet endur—
ing form. He seems to repetitively depict the same form. But each new thought, each new piece, is a re—experience, a correction of the previous
observation. He continually "challenges" himself, waiting in this challenge, waiting for the brush to bring forth a form that corresponds to the

heartfelt connection of the moment.

Under Huang Liang's brush, the objects form a system of entities. However, this system of entities is not what Jean Baudrillard would call a
system of desire projection. The protagonists in his paintings are not objects to be possessed as objective objects; they are rather a series of
spiritual traces, manifestations of the soul. Although the objects in the painting may seem mundane, they are decidedly different from the
objects we encounter in the consumer society. Consumer goods are symbols circulated in the process of economic exchange, a way of social
differentiation. They are merely empty names. However, the objects chosen by Huang Liang have specific functions and considerable symbolic
value. Human imagination is poured into them, awakening the spirits of physical objects. The subject of this "system of entities" is the emer—
gence of a new relationship between humans and objects: humans no longer control objects, but instead merge with them. In his recent works,
Huang Liang's visual habits of observing objects are changing. In the gaps of painting, he continues to maintain his interest in handcraft. He
uses both a magnifying glass and the naked eye to carefully savor the subtle changes in form caused by the passage of time and space. The
alternation of observation methods is manifested in the painting as a switch between near and far, part and whole, micro and macro. Distances
and perspectives change, but compared to Huang Liang's previous works, what remains unchanged is the "unshielded" gaze, that is, the sincere
and unreserved exploration of the heart's connection. Materiality will eventually vanish, but the form of the heart's connection will attain immortal
eternity. Huang Liang has bridged the gap between spirit and matter, allowing the objects under scrutiny to break free from the fleeting shadows
of the materialistic world. The objects thus become intermediaries between humans and the spiritual world, speaking of themselves with the

qualities of poverty and restraint.




04 The Flexibility of Cultivation

Each title of the artwork extends a geographical system of objects. The vocabulary marks reference points along the path of observation. The
names of the objects are listed with commas, indicating the relationships between them. In addition to the names of the objects, the titles also
contain some difficult—to—classify general statements. They may express the elements of composition, describe alternative techniques, or define
specific ranges of observation. In short, concise language, Huang Liang describes the process of adjusting and perfecting the forms. Commas
are points on the timeline, delineating the intervals of observation. It is precisely these interruptions that create the natural relaxation of the
texture on the surface of the painting. This texture can be found in the corresponding symbolism of the objects in the painting—a mixture of
textures in the mud and sand, smoothness and roughness. As the paint soaks into the canvas, its drying process is like dehydrating wet mud.
Brushstrokes pile up, layers of paint accumulate. The canvas Huang Liang uses is not brand new, and the original folds still exist. The alternating
moistness and dryness of the oil paint on it bring about a play of looseness and tightness, dissolving the stress applied to the canvas by the
frame. At the overlap of the lines of sight, the constantly passing moment in time is translated into subtle contrasts of light and shadow. Will is
hidden in the darkness, and painting becomes Huang Liang's secret practice. Everyday and microscopic objects emit a quiet breath. There is
no grand narrative here; he feels safe and trusted, enjoying everything about painting, without worrying about interruption. The artist's will is like
the tabletop mirror beside the skull in the painting, reflecting the limits of body and mind accurately. Huang Liang in his practice is highly vigilant

against the fleeting pleasures, for they arise from the restlessness of the soul behind the illusion.

Observers often mention Huang Liang's early life experiences. A frail body, misdiagnosed with cancer, struggling with death—hardship and
illness may be the catalyst for awakening to life. In this context, art is often seen as a pathway to release from suffering, understanding imper—
manence, and finding solace. Discomfort is like a hard stone, and comfort is like a soft bed. However, the Latin prefix "com" in comfort means
"together," and "fortis" means strength or power. It was not until the 17th century that the word in English came to mean the feeling of physical
relaxation that we understand today. Huang Liang's art is not a modern semantic solution to resolving pain; it returns to the original meaning of
comfort, seeking common strength. Traveling with time, Huang Liang has no time to endlessly question the source of suffering. He does not
avoid it, nor does he deliberately seek a way out or forgetfulness. He faces the deep pain calmly and fearlessly, penetrating it and digesting it
to the marrow. This is the depth of Huang Liang's cultivation as a practitioner. For him, art begins with life and is also a matter of devout under—
standing of practice. Life, practice, and creation are one. He defines the spiritual experience in life and practice from the perspective of life,
constructing what Agamben calls a life closely related to form, namely "form—of-life." What we see now are the traces of the forms of life, which

contain quiet wisdom. That wisdom does not see the past or the future. It is a spiritual presence, a co—presence here and now.

The wilderness of objects is not desolate; all burdens have been transformed into a weightlessness beyond everything. The resilient will sings a
song of transcendence. Ban Yu's "long" poem still echoes persistently:

Chunky flow, concrete light, Behind it are distant things.
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Huang Liang, born in 1982 in Fushun, Liaoning Province, graduated from the Qil Painting Department of Luxun Academy of Fine Arts in 2008,
and currently lives and works in Shenyang. In recent years, Huang Liang has repeatedly observed and depicted a series of objects. Whether
ordinary objects in the mundane world or ritual objects in religious culture, they all shine with a halo of spirituality. The weight they manifest has
nothing to do with their material density; they are all dense bodies of spirit, conveying a spirituality that transcends the mundane. In his works,
delicate and relaxed brushstrokes, along with the quiet and steady gray tones, capture the forms of objects, which resonate with the mind's eye,
guiding viewers into the wilderness of will. Important solo exhibitions include: "The Wilderness of Being" (Platform China, 2024), " The Easeful
Life Time " (Platform China, 2020), " Huang Liang’s Painting Exhibition " (Platform China, 2014), " Settle the Life " (Platform China, 2009).

FAbout Criticy

Wang Jiang is an independent curator and art critic active in Beijing and Shanghai. His research, writing, and curation explore the various possi—

bilities presented by "New Chinese Painting."

FAbout Platform Chinaj

Platform China Contemporary Art Institute was established in 2005 in the Caochangdi Art District of Beijing. Initially founded as a non-profit
art experimental space driven by audacity and ideals, it aimed to create a platform for artistic communication and dialogue between China and
the international community. In late 2015, it relocated to D07, 2nd Street, 798 Art Zone. As a participant and promoter of Chinese contemporary
art, Platform China is dedicated to constructing the Chinese art ecosystem. It serves as a comprehensive art institution for the exchange,

research, collection, and management of contemporary art.




