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X147 Journey to Yushan

2007

KEBRE | BBEREERNRUEHEARELZE Inkand colors on paper
42.8 x 2533.8 cm

FLAMGE, Private collection

In September of 2006, Lee Yih-hong and his wife summited the North Peak of Mt. Jade,
in the company of friends and students. He had trained for this challenge for two years
by climbing hills closer to home. He had also read books and documents, and before
the journey, he painted a large-scale picture in advance, Daybreak on Yushan (2006).

After he returned home, Lee spent nearly a year completing the 25-meter scroll Journey
to Yushan (2007) and other works on the same theme.

This scroll follows the general sequence and route of the trek, beginning with the sacred
trees of Tataka, which stand side by side like hushand and wife, in the northwestern
section of Yushan National Park. The scroll then moves forward, following the sights that
Lee saw: peaks soaring one after another, the elevation constantly rising, the climate
shifting from mildly temperate to frigid, replete with every landscape one might hope
for—seas of clouds, mountains, forests, and a wide variety of changing ecosystems.

In the latter section of the scroll, the artist gazes upon the North Peak, and then the
snow-covered majesty of the main peak of Mt. Jade comes into view. After that, we see a
whole mountainside of alpine rhododendron in full bloom. Lee Yih-hong made special
mention that in fact, his trip had not taken place during rhododendron season, and
that he had invented the scene, making the flowers blossom earlier than in real life. The
flowers abound with vitality, adding color and beauty to the work. The painting’s ending
follows immediately, with an orange-red sunrise filling the sky.
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My field is ink art. | began with traditional
painting and moved into contemporary,

just as naturally as a person grows and
evolves over time.

—— Z=%%35)\ Lee Yih-hong
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Introduction

Lee Yih-hong (b. 1941) is an artist working in ink painting, one of the first generation of
artists who grew up in Taiwan following World War II. As a child he developed a fondness for
brush and ink. In junior-high and high school, he twice won first prize in southern Taiwan’s
region-wide ink painting competition. From 1963 to 1966 he studied at National Taiwan
Academy of Arts (today’s National Taiwan University of Arts) in the Fine Arts Department’s
Chinese painting program, formally entering the field of calligraphy and painting.

In 1967 Lee moved to Keelung, where he worked as a junior high school art teacher for ten
years. Around 1968 he began studying under the renowned ink painter Chiang Chao-shen
(1925-1996), who served at the National Palace Museum. Taiwanese ink painting of the 1960s
and 1970s centered on perpetuating the traditions of Chinese art history. Having received
the elevated title of “National Painting” in China since the 1920s, ink painting in that era was
still strongly believed to capture the essential national spirit of China.

In 1978 Lee Yih-hong moved to Taipei City and devoted himself to art full-time. Although
he painted a wide variety of subject matter, landscapes have always been the core theme
of his artistic career. Prior to the 1980s, he began creating landscapes infused with his
own imagination, based on traditional landscape archetypes. He also traveled widely all
over Taiwan, even outlying islands, collecting real-world scenes as the inspiration for

his personal landscapes. Moreover, as early as the 1960s Lee became passionate about
photography, even setting up a darkroom in his home. He always carried a camera with
him, perpetually on the lookout for the perfect scene. He used photography as an aid in
conceiving the subject matter of his painted landscapes.

Achieving a balance between traditional and realist landscapes, Lee Yih-hong blended
imagination and representation, developing a fresh, dual-path approach in which fabricated
scenes and real-world scenes harmonized and complemented one another. In the late
1980s as Taiwanese society became more democratic and open, Lee Yih-hong had more
opportunities to travel abroad and visit famous scenic locations, seeking out and painting
intriguing topographies. In 1986 and 1987, he twice traveled to historic Buddhist locales in
South Asia and completed Himalayan-themed landscapes based on these journeys. After
1987 Taiwan allowed sightseeing in China, and Lee Yih-hong's travels extended far and
wide across the Chinese mainland. By 2001, he had visited the Yellow Mountains five times,
creating several large painting albums and extra-long handscroll works depicting actual
scenes of southern China and the Yellow Mountains.

In 1993 Lee Yih-hong moved to Sanzhi on Taiwan’s northern coast. As his studio grew in
size, the scale of his paintings expanded accordingly. At the turn of the century, he most
frequently painted the distinctive terrain of the northern coast, such as the wind-faceted
rocks near Sanzhi and Shimen and the boulder-strewn coastline stretching from Jinshan
to Shimen. At this time Lee’s painting began to diverge significantly from his more
descriptive, detailed style of the past. In his later years, Lee developed mountainous
images and seascapes inspired by scenes from the real world, with a three-dimensional
feeling and spatial structure, establishing a unique form of modern ink painting. In
addition to the northern coast, he often portrayed scenes from Hualian, especially the
rocky terrains of Liwu River and Shakadang Stream in Taroko National Park. In those two
major series, he consciously treated rocky coastal and riverine landscapes, especially
the dramatic contrasts formed by light.

In 2006, he summited the North Peak of Mt. Jade, for which he had trained for two
years in advance with lower-elevation climbs. Afterwards, Lee spent a year painting
the 25-meter scroll Journey to Yushan (2007). Unquestionably, this is one of the most
important works of Lee's career.

From 2009 to the present, he has elaborated on his earlier theme of the distinctive rocky
terrains of the northern coast and Taroko, continuing to explore changes in form and
style. In 2013 he began exploring an original approach, painting on full sheets of gilded
paper, moving beyond the set mentality centered on brush and ink that is inherent in
ink painting to try new innovative possibilities.

Looking back, Lee Yih-hong started with traditional landscape painting, then developed
a modern style with a more personal creative consciousness, incorporating real

scenes and terrains from nature. Based on this evolutionary process, “Lee Yih-hong:

A Retrospective” explores two main themes, “Imagined Scenes” and “Real Scenes,’

with a concentration on Lee Yih-hong's landscape paintings, observing how the two
creative orientations of invention and representation have evolved in parallel and
interpenetrated each other throughout his 55-year-long artistic life, ultimately merging
into a masterful, unique vision.
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An Ancient Temple in the Cold Mountain, 1986

A~ REIHRER

Figure Paintings, Landscapes, and Abstract Calligraphies

FHER
Early Works

FENTR ~ E >~ EEEFERYHEEME S
Southern China, the Yellow Mountains, Taiwan's Northern Coast,
and Other Landscapes

X | e WFK -~ EINEEMESRY
Literary Gatherings, Four Season Landscapes, Mt. Jade,
and Other Landscape Series

BREIEETBRRA SRS

Landscape Series—Taiwan’s Northern Coast and Hualian's Liwu River

B~ dbEE -~ TBEVBEEZR SRR
Landscape Series—Yangmingshan, Taiwan's Northern Coast,
and Hualian's Liwu River

F&®EF ) RIEREFR

“Golden Coast” Series and Related Works
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At first glance, An Ancient Temple in the
Cold Mountain (1986) intuitively suggests
associations with the monumental
landscape paintings of the Northern
Song dynasty of China. In fact, the

work depicts the Himalayan Range of
northern Nepal.

What sets it apart is that Lee Yih-hong
does not focus on the vertically jutting
majesty of a single mountain, but
shows a cluster of peaks, all covered by
gleaming white snow, not only rising up
high in a row, but vying with each other
to tower highest in the sky.

Quite distinctively, the artist uses a
montage technique to merge the iconic
Buddha-eyed stupa of Nepal with

the imagery of a cold mountain, as if
performing a mysterious transmutation.
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An Ancient Temple in the Cold Mountain

1986

7Kt | LUTAR Ink and colors on paper
135x92 cm

IR EMR Collection of the artist
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Scenes in the Countryside

1987

IKREBHRE | A

Ink and colors on paper
443 X 48 cm x12

X el e

Collection of Tsai Ko-hsin

The development of ink painting in post-war Taiwan, especially from the
1950s to the 1970s, was largely centered on passing on tradition, through
the study of classic masterpieces from Chinese art history.

Having grown up in the countryside of Tainan, Lee Yih-hong had a strong
emotional connection to Taiwanese folk culture since childhood. While
absorbing the essence of tradition, he was also deeply interested in
including real local scenes. During the 1970s and 1980s, he often traveled
throughout Taiwan and its offshore islands in search of scenes to paint.

Scenes in the Countryside (1987) is a collection of brocade paintings by Lee
Yih-hong on the theme of the Taiwanese countryside. While depicting real
scenes, he incorporated traditional landscape-painting techniques, giving

the works a poetic feeling as if they were imagined spaces.
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ShA[E Visiting a Friend

Even though he had graduated from National Taiwan

LR ET L AL L
:L;.: : I X iltr E EE %EE:}E; a :‘E . Academy of Arts (today's National Taiwan University
: 4;1::;# # o j H :t:} nd !t"; 1 £ a! A of Arts), Lee Yih-hong felt dissatisfied with his level of
1?;:&51&:4£2ti§§:£'§% | attainment. Thus, after 1968 he began studying under
wtiaul tﬂ‘.ﬁfﬁﬂﬁﬁﬁ : Chiang Chao-shen (1925-1996), who at the time worked
e E. ERE ﬂﬁ&.'{'l_i..‘i_; }ﬁ at the National Palace Museum.
4 Chiang had fled to Taiwan in his youth along with
; the Chinese Nationalist government, and had once
£ studied under Puru (1896-1963), a member of the royal
] family in the last generation of the Qing dynasty. After
; being accepted as Chiang's student, Lee Yih-hong
:} gained a new understanding of traditional calligraphy
i and painting, exploring their deeper mysteries.

The scenery and human figures in Visiting a Friend
(1976) are arranged mainly in a diagonal line on the
lower left side. This manner of composition, along with
the “axe-cut” texturing method and pine tree structure
used to depict the mountains and rocks, all originated
from the Southern Song dynasty academic painting
tradition represented by Ma Yuan (ca. 1160-1225) and
Xia Gui (fl. 1195-1224).

Z=®¥LEF Tainan Confucius Temple

1976 1978
JKERRE | #EA Ink and colors on paper JKBRE | EETTNA Ink and colors on paper
53.5x40.5cm 62 x 95.6 cm

BRE B e
Collection of Eugene Chen

HEEANBESM N HES W
Collection of Chang Foundation
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1970 X > TRRERE ) AR EAVAIB A - REB(ICUEERA AL
MRERH - "ML XRES), BiE - B FMRE —R RS rIZE -

BAE 1970 FHRRHY > FHRABERMRIRER(FE - (ZFILE) (1978)
MEERAMBEAALEER « BB LHRL - LORERSRNER - #EHZ
HIBHIRIES - X EEEP AR ZFEEFEESD -

Since the 1950s the Taiwanese art community had long adhered exclusively to the “National
Painting” tradition. The early 1960s, when Lee Yih-hong embarked on formal academic
painting studies, was the era when “National Painting” was considered to “capture the
essence of the nation."

In the 1970s the position of the Republic of China in the international community became
imperiled, but this conversely intensified a consciousness of self-reflection centered on
Taiwan. With the rise of the Native Soil Literature Movement, the art world too became
swept up in a passion for returning to the countryside.

By the late 1970s Lee Yih-hong had come to base his paintings on real-world scenes as a
permanent approach. Tainan Confucius Temple (1978) highlighted the building’s red brick
walls stretching out horizontally, the black-tiled sloping rooftop, and the lofty, shady old
tree. While dwelling on a feeling of nostalgia, he also deliberately inserted figures with
modern clothes into the painting.
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Depicting Li Bai’s Poem “Feast in a Garden of
Peach and Plum Blossoms on a Spring Night”
1983

KRR [ #8A Ink and colors on paper
60 x 334 cm

ERBE (BT

Depicting Ouyang Xiu's Poem “Old Tippler's
Pavilion”

1983

KB [ #8K Ink and colors on paper
66 x33.2cm

ERGE (RBE)

Depicting Ouyang Xiu's Poem “Ode to the
Sound of Autumn”

1983

KRR | #8A Ink and colors on paper
65.7x33.3 cm

BEE (%H)
Depicting Han Wo's Poem “Winter Day”

1983
KB E [ 48 Ink and colors on paper
65.7x33.3 cm

FLAMUE Private collection
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Expressing the changing seasons of the natural world is a common practice in traditional
landscape painting, and Lee Yih-hong is also fond of this theme. For inspiration for his
compositions, he consults Chinese art history, while also browsing the poetry of ancient literati
for narrative themes to enhance the ambiance of his paintings.

For example, the three sets of “four season landscapes” in this exhibition clearly reveal a deep
connection with art history. On these paintings, the artist has inscribed lines from classic works
related to the seasons, by poets from several different dynasties, including Tao Yuanming (365-
427), Li Bai (701-762), Han Wo (844-923), and Ouyang Xiu (1007-1072). Clearly, classical literature
has been an important resource for Lee Yih-hong in shaping his landscapes.

NEFE—EFH (FREKFER)
The Four Seasons Sonnets - Depicting Li Bai's
Poem “Feast in a Garden of Peach and Plum
Blossoms on a Spring Night”

MESFE—EIRE (FAMET)
The Four Seasons Sonnets - Depicting Wang
Yucheng'’s Poem “The Bamboo Pavilion in
Huanggang”

NEFE—ERBE (BEF)
The Four Seasons Sonnets - Depicting Ouyang
Xiu's Poem “Old Tippler's Pavilion”

mEFE—ERME (KBRS
The Four Seasons Sonnets - Depicting Tao
Yuanming’s Poem “The Peach Blossom Spring”

1995

KERE | BASEH

Ink and colors on golden paper
213 X108 cm x4

LA Private collection
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An Ancient Village in the Mountain

1986

KB | L7 Ink and colors on paper

86 x93 cm

{EEBASEA WU Collection of Fu Chuan-ming

SR LEEEM
The Himalayas and the God of Wisdom

1986

7K | S4E Ink and colors on paper
1425 x 366.3 cm

FBEARSAEUTE Collection of Lai Yi-sen
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HEHBEMMRNELRE  UATBENESURLRESR - REX Y FH
3k 1986 R FIRIFRIRVOERE »

“Traveling abroad provides the chance to learn anew and gain new understanding,”
Lee Yih-hong has written.

In January 1986 he visited India, Kashmir, and Nepal for over a month. After returning to
Taiwan, he developed the series “Northern India Travels”. He also published an article
on Nepal in the journal Lion Art, sharing his observations and photographs.

The famed historical sites he saw and the grand snowy vistas of the Himalayas became
the core theme of Lee’s art in 1986.
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“Preface to the Poems Composed at the Orchid Pavilion,” the
renowned poem by the calligrapher of the Eastern Jin dynasty Wang
Xizhi (303-361), documented a gathering where he and his friends
imbibed in wine by a clear stream in a remote mountain forest. From
then on, this “feast by a winding brook” became a major inspiration
for gatherings of literati and artists and a classical theme in the
history of Chinese painting.

During the 1980s and 1990s, Lee Yih-hong used this theme several
times, in such major works as Lofty Scholars in the Shade of Pines
(1985), Waiting for the Floating Cup by a Winding Stream (1986, 1994
& 1999) and Roaming the Garden (1995).

Most historical pictures of literary gatherings tended to be in the
form of handscrolls, which were more appealing for private perusal.
Unlike those gentleman officials who wished to avoid the impression
of factionalism, Lee Yih-hong's paintings made in imitation of
antique forms are both large-scale and high-profile, commemorating
and paying tribute to the classic tradition.

HH7K R AS
Waiting for the Floating Cup by a Winding Stream

1986

JKE:&® | SLZUTAR Ink and colors on paper
142 x 373 cm

FLAULHE, Private collection

#E @ Roaming the Garden

1995

IKZBFREE | 4K Ink and colors on paper
193 x 490 cm

W EDE AR R R AT

Collection of Nankunshen Daitian Temple
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Imageries of Mountains and Rivers
1990

KEHZE | ERE

Ink and colors on paper

33.6 x 34 cm x12

FALAUFE Private collection

[ B e e ol e s+

In 1987 Taiwan lifted martial law, and people were gradually
allowed to go to mainland China to visit or sightsee. For an ink
artist, experiencing the actual scenes that inspired countless
classic landscapes in historical Chinese paintings, and verifying
from oneself what one had learned, was a great enticement.

In late summer of 1988, Lee Yih-hong traveled to China for the
first time, visiting both the north and south of the country. In early
1990 he went there again, visiting such destinations as Guilin

in Guangxi, Kunming in Yunnan, the Yellow Mountains of Anhui,
Suzhou in Jiangsu, and Hangzhou in Zhejiang.

Imageries of Mountains and Rivers (1990) is a collection of his
impressions from his journey through southern China. Capturing
scenery from boat rides on rivers and lakes, Lee Yih-hong
employed the technique of gradual shading to depict boulders
and peaks. He also left considerable blank space in the picture
to create a visual sense of water and sky, calling attention to the
contrasting effects of ink wash.

1987 FF - EEMSRE - RRRARERBSRE - LEHHFRK - $K
SBMRME - EBTEELATRAVEEIIARFAE - siiEERA
RES > BEBE > HHRRFANA -

1988 FFE R » HRIAEEHEFEFEFIL 5 1990 F£4) » B REE - &
SHETIEM » ERER 0 UIRLHEIL  TTERERIN AN o

CLSTEHE) (1990) FRAERARESZIRNENRESR « IR LAY
hIRAEE SHIUSRTE - SRIEEE - AF - EEEA
BEH  BEAR—CWREN  AEXBHRENR -
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Mist and Rain in the Yellow Mountains
1991

KEXE | RS

Ink and colors on paper

33.8x32.8 cm x12

FAULHE, Private collection

Lee Yih-hong traveled to the Yellow Mountains in January 1991.
Returning to Taiwan, he completed two major works: Mist and Rain
in the Yellow Mountains (1991) and The Spectacle of Rain in the
Yellow Mountains (1992).

The Yellow Mountains have been a major theme throughout Chinese
art history, first seen in the Xin'an School in the 17th century (late
Ming and early Qing dynasties). Its early pioneer was Hong Ren
(1610-1664; style name Jian Jiang). The Xin'an School emphasized

a linear style of brushwork, focusing on the flying contours of the
peaks and rock structures of the Yellow Mountains.

In contrast, Lee Yih-hong was partial to the area's shifting clouds
and rains. The misty fluidity of the ink, combined with a lush blue-
and-green coloring, endows Lee’s paintings with a powerfully
intriguing abstraction.

YNF1R > FHRABEEL - BRE - itk (FHIWER) (1991)
M (EILRE)Y (1992) MRIABEELE -

EFREL L SIIRAEETE  BERN 7L (BXRED) 895
2K 5 M (1610-1664 5 SEFTL ) RESEER - MLIKAAEERIAR IR
1% BEEILRIBHILT RS AEE -

BZT  FHRILHNEBBAINMABRENEL - THERE - KEEM
MENRVERR » BAAENBAER  FHRLEPHIMRBIRER
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From August to September of 1993, the “Chiang Chao-shen Solo Exhibition” was held first at
the National Art Museum of China in Beijing and then the Huangshan City Museum in Anhui
Province. Lee Yih-hong accompanied Chiang, visiting his mentor's childhood home in Anhui,
as well the Yellow Mountains. In May of the following year, they traveled to Baiyun Creek in
the Yellow Mountains, Suzhou and Lake Tai.

Light Rain on Shixin Peak (1995) captures a drizzly scene in the Yellow Mountains, reflecting
Lee Yih-hong's aesthetic preferences.

Lee’s inscription on Looking Back at Baiyun Creek (1995) indicates that he traveled to the
Yellow Mountains three times, and he visited Baiyun Creek on his first trip there with his
teacher. He employed a vertical composition to recreate the towering, majestic mountainous
scenery. The texture strokes used to depict hard mountain rocks typical of the Chiang school
can clearly be seen. This picture depicting mentor and pupil traveling together overflows
with commemorative significance.

HRIIAISIE Light Rain on Shixin Peak

1995

IKBEHRE | BAZFRERFA Ink and colors on paper
62.5x101 cm

A AULHE Private collection

193 E 8 AE9I P » LRMHE
EMERLTHE R LUTIEYES
BB TTREER, o F
FOABERETER - —REHRE
BB - WHRE L o fRF
5P MEBEERLE  sidEL
EE - BRINEHELR -

(RRgAEIED) (1995) AT
HIEFNSER  RRFELN
KRRET ©

fthiE (BZZEZE) (1995) H9
BEREEY  BEEE L=
HEZZHEZMAL - HXAE
o FRILISENES - BR
SINEENRIBALS s TTRERN
BRIELIEMERERE  IVEITA]
8o hEREMmERECS » 42
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EZ[EE Looking Back at Baiyun Creek
1995
KEHZE | EEAES Inkand colors on paper
136.5x69.7 cm
FLAUFE Private collection
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From late January to early February of 2001, Lee Yih-hong traveled to southern China together
with many fellow enthusiasts, visiting Shanghai, Suzhou, Hangzhou, Shaoxing, Qiandao Lake,
Hongcun, and the Yellow Mountains.

Journey to Jiangsu, Zhejiang and Anhui (2001) depicts the views he encountered along the way,
supplemented by detailed inscriptions. It thus serves as a travel journal, as well as a heartfelt
dialogue between the painter and art history.

The entire scroll unfolds in chronological order. The first section centers on garden scenes—Yu
Garden in Shanghai, the historical town of Zhouzhuang, and the Humble Administrator's Garden
in Suzhou. The middle section shows the twilight of the West Lake in Hangzhou during a season
of light rain in early spring. The more lengthy final section portrays the stretch of country from
Fuyang to Tonglu, with its running ridge of mountains and Tianmu River. In his inscription, Lee
Yih-hong notes that the scene reminded him of the works of Dong Yuan and Juran from the Five
dynasties period (10th century) and that his brushwork had unconsciously acquired a certain
similarity. In fact, this landscape painting also evokes associations with Dwelling in the Fuchun
Mountains by the famed Yuan-dynasty painter Huang Gongwang (1269-1354).
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FEXBEEUNSFHNINFREES - BRUBRENRER  #8=%
FRE—T 2P RER USEREZRE ) = EEEPEL
RS EGEMBE AN (101H4e) ERMERZ/E  AAOAEZHE - £
EREFHRSL c BB FHRAAMEMNERILK  HEARSITRA
REAZE (1269-1354) 19 (B&ELEE) -

SHSTHE (B)

Journey to Jiangsu, Zhejiang and Anhui (details)
2001

KERE | BREBRANUPHEHRENE

Ink and colors on paper

30x2133 ¢cm

FLAMLE, Private collection

25




26

In his notes for Qianxie and Aoyu Peak in the Yellow Mountains (2001), Lee Yih-hong states that

he “climbed the Yellow Mountains five times,” visiting Qianxie on his first trip. According to his
description, Aoyu Peak “has a simple shape, alternately dark and light, quite different from the many
other peaks with their peculiarly gnarled crags.” This handscroll begins with a straightforward view of
the mountain, with a faithful reproduction of the giant rock, which looks just like Aoyu, the dragon-
headed carp of Chinese mythology. Then, in the “light rain and mist," he follows the stepped path up
the mountain, walks across the “line through the sky,” ascends the “hundred-step staircase into the
clouds,” and finally reaches the Yupinglou Hotel shrouded in dense fog.

“Intriguing pines” are one of the “Four Wonders of the Yellow Mountains,” along with strangely
shaped rocks, seas of clouds, and hot springs. Drawn to the theme of trees since his youth, Lee found
the unusually shaped pine trees of the Yellow Mountains particularly appealing.

The pines of this region were not only famed from history, but many of them had even been

given their own names long ago. In his scroll Clouds and Pines in the Yellow Mountains (2001), Lee
referenced ten renowned pines, adding several others of his own selection. In all, he depicted over 15
locations with spectacular images of pines, including whole forests.
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Qianxie and Aoyu Peak in the Yellow Mountains (detail)
2001

JKEBRE | 7 Ink and colors on paper

37.5x5825cm

ZEE(FSEEMUE Collection of Lee Yi-lung
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Clouds and Pines in the Yellow Mountains (detail)

2001

JKEBRE | AR Ink and colors on paper
24.3x1160.2 cm

RSB SE AW Collection of Eugene Chen
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BN, Lofty Mountains
2001

KEBRE | BET

Ink and colors on paper
43.5x33 cm x12

FLAULHE Private collection

The two albums Lofty Mountains (2001) and Fresh Rain in the Deep Mountains
(2001) were both painted by Lee Yih-hong after he returned from his hiking
excursion in the Yellow Mountains during the Chinese New Year holiday of 2001.

In the inscription on the last leaf of the album Lofty Mountains, Lee Yih-hong
wrote: “The constantly shifting clouds and rain of the Yellow Mountains truly
cannot be captured in a single sketch.” To achieve the multi-layered visual

effect of clustered peaks drenched in clouds, rain and mist, he developed the
ingenious method of using two semi-transparent sheets of rice paper and having
them play off each other. The sheets had two sides, and by putting two sheets
together, the artist could “paint on two, three, or four sides.” He then mounted
the two sheets of paper together, combining them into a complete work. In this
way, Lee Yih-hong hoped to create “a completely new realm.’

Leafing through Lofty Mountains, with its alpine scenery shrouded in a dense
atmosphere, one readily senses a particularly delicate relationship between
color and form. The sense of distance or depth of field in the spaces is also
especially layered and variable.
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In 1993 Lee Yih-hong moved to Sanzhi on Taiwan's northern coast. With the turn of the new century,
he took to frequently painting the distinctive wind-faceted rocks along the northern coast near

Sanzhi and Shimen, as well as the boulder-strewn coastal terrain stretching from Jinshan to Shimen.

My View of Wind-faceted Rocks (2002) was one of Lee’s first works on this subject, for which he
began his study in 2000, completing it over the following two years. The painting seems to include
not only stones etched by wind, but also several imagined elements, especially small bridges, stone
steps, sparse forests, and country folk.

In contrast, Receding Tide at Linshanbi Cape (2002) is much more concrete, directing the viewer's
attention to a scene of the ebbing tide at Linshanbi Cape. The coast is full of rocks with numerous
corners and distinct facets. Lee first observed marvelous sights created by nature, then used them
to open up new vistas of painting.

BREAZIKE My View of Wind-faceted Rocks
2002

JKEBRE [ (1982) NFRUBKES Inkand colors on paper
97 x 177 cm

A AULHE Private collection
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HRMBELE Receding Tide at Linshanbi Cape

2002

IKBRE | ARESH Inkand colors on paper
171.5x 93 cm

R AU, Private collection
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Lee Yih-hong began teaching at the Department of Fine Arts, National Institute of the Arts (today's
Taipei National University of the Arts) in 1984 and continued until his retirement in 2007. After
1993 he had to undertake a long commute back and forth from Sanzhi to the campus in Guandu.

The beginning section of Fish Hut in Guandu (2002) centers on an unremarkable seafood
restaurant, depicting the little shack packed with customers and the cook hard at work. Leaving
out the cluttered details of the real world, the picture travels downstream along the Tamsui River,
through its mangrove swamp to Guandu. Along the way, the artist offers only a few landmarks as
geographical references, such as the Guandu Bridge and Guandu Temple.

For a while, the view of the river is blocked by mountains and houses nestled in the woods.
Then at the end, it looks out over the broad Guandu plain from the higher elevation of the
university campus. The high-rise buildings of the city come into view, and the Grand Hotel on a
hillside in the distance seems half-hidden but clearly catches the viewer's eye.
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BEEE (BER) Fish Hut in Guandu (details)

2002

KEBHRE | BRAEBENRFHEAREME
Ink and colors on paper

24.7 X 12615 cm

FLAULHE, Private collection
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Glittering Liwu Stream
2004

KEBHRE | BARREBIRMAL
Ink and colors on paper

270 x 210 cm

FLAULHE, Private collection
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The Liwu River

2009

KEHRE | B

Ink and colors on canvas
479 x 235 cm
RIS A W
Collection of Lee Mao-lin
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Several works in this exhibition portray the same subject—the spectacular rock-strewn streams
and steep cliffs of Taroko Gorge in Hualian County: Glittering Liwu Stream (2004), The Liwu River
(2009), White Rocks at the Cliff along the Liwu River (2011), and White Rocks in the Shakadang
Stream (2011-2018).

Ever since the 1970s, Lee Yih-hong took frequent trips along the Central Cross-Island Highway,
leaving behind many paintings and sketches of its scenic spots. Travels in Hualian, painted by
Chiang Chao-shen in 1968, was also a model that Lee carefully perused. Taroko National Park, with
its unique topography, views and geology, became a destination he revisited time and time again.

The alluvial topography of Hualian’s Liwu River and the banks of the Shakadang Stream piled with
boulders, contrasting so starkly with the northern coast and its terrain eroded by sea and wind,
became a theme that Lee captured to profound effect in his later period.

UBEEAA WRIEZEA

White Rocks at the Cliff along the Liwu River White Rocks in the Shakadang Stream
20m 20112018

KB | FINEAL Ink and colors on paper JKE:&® | 6 Ink and colors on canvas
103 x 103 cm 200 x 200 cm

MERFAWGE Collection of Lin Jin-tu FLAMGE Private collection
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The steep, vertical rock walls of the valley tower above the river, as dazzling light splashes
down from the gap of sky between the mountaintops, deepening the contrasting effect of the
mountain walls, rocky shore, stones immersed in water, and light on the surface of the river. Lee
often makes Taroko's distinctive white stones a highlight of his paintings, vividly contrasting
with the darker color of rocks seen in streams or after heavy rains.

The steep mountain walls elude the direct sunshine, appearing secluded, and forming a
dramatic chiaroscuro with the light reflecting off the river's surface. In The Liwu River, for
example, the cliff face lingers in the shadow of the valley, and the sunlight only scatters faintly
across it. Instead, the ruggedness of the giant rock stands out. At the same time, the Liwu River
rolls along, with surging might and ceaseless sound.
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FP9EFEA Wind-faceted Rocks in Shimen

2009

KERE | BARE N RFAERAR

Ink and colors on paper

187 x 96 cm

BRIERMSEAE UL Collection of Chen Juei-bin

From 2009 to today, Lee Yih-hong has elaborated
upon his earlier theme of the rocky topography
of Taiwan's northern coast and the Taroko area,
continuing to explore changes in form and style.

Wind-faceted Rocks in Shimen (2009) seems to
be exactly the same scene as the earlier Receding
Tide at Linshanbi Cape. What is different is that
the artist has introduced more sunlight, with a
quite powerful effect of reflection on the surface
of the water. An enchanting silvery sheen across
the entire picture is suggestive of grayscale
photography.

During ebb tide, the eroded rocks originally
hidden at high tide are exposed on the beach.
Lee Yih-hong also seems to have intentionally
populated the painting with the maximum
possible number of wind-faceted rocks, testing
the upper limits of his abilities in spatial
arrangement and expression.

In the two major series of works “Story of Rocks”
and “Stone Age”, he adopted a modular painting
method, lining up and combining several square
sections of landscape, each with stream rocks
or sea rocks. At the same time, he heightened
the contrast between darkness and lightness to
increase the appealing abstract quality of the
picture’s structure.

FTBYEE IV Story of Rocks IV
2014

KERE | FREE

Ink and colors on paper

251x232 cm

R EMR Collection of the artist
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The book Nature and Pictorial Idea,
published by Lee Yih-hong in 1985, begins
with a discussion of trees. He writes: “For
a landscape painter, the first thing to
paint is either the positioning of the rocks
or the trees”

An Old Tree (1988); Intriguing Pines (1990);
The Erzihping Trail, Yangmingshan National
Park (1997); Junipers for Ages (2004); and
Yushan Junipers | (2007) are all works with
trees as their subject matter.

Extending the meaning of the unique
appearances of plants and endowing
them with the values of character and
integrity is a hallmark of the Chinese
literary and artistic tradition. For example,
“a conifer tree standing unwithered in
the wintry cold” is a metaphor for the
indomitable spirit of a noble person.

Nevertheless, Lee Yih-hong's depiction
of the distinctive shapes of trees seems
to arise more from curiosity and respect
for the extraordinary artistry of nature,
and not so much from any moralistic
implication.
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The Erziping Trail, Yangminshan National Park Yushan Junipers |

1997 2007

7K | L/NUEAR Ink and colors on paper KEHRE | BAZAARGHSAEE
498 x189.5 cm Ink and colors on golden paper

EilhvaE Y B 5 183 x 189 cm

Collection of National Taiwan Museum of Fine Arts FLAUGEL Private collection
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In 2013 Lee Yih-hong began exploring new possibilities of innovation by painting on full sheets
of gilded paper. Due to the very high concentration of gold, when his brush transported ink
across the gilded surface, the ink did not readily penetrate into the interior of the paper, until
after the water molecules evaporated in the air. This forced him to move beyond the fixed
mentality of conventional brush and ink painting.

The structure of the wind-faceted rocks formed by the accumulation of ink, each with a different
degree of thickness, appeared with a metallic texture on the gilded paper. The contrast between
light and dark was also very distinct, making objects appear more three-dimensional.

Lee also included coral stones form the coast of Kaohsiung in his paintings. In Coral Stones of
Sizihwan Bay (2017), he created a visual form with a shifting spatial balance between solidity
and emptiness and rich variation in shape and structure, fully rivaling the Taihu rocks favored
by Chinese literati since ancient times.
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ToF/EmELA Coral Stones of Sizihwan Bay

2017

KBHKE | SEFELE Inkand colors on golden gloss paper
99.3 x 1443 cm

FLAME Private collection

JESERER Low Tide at the Coast on a Bright Sunny Day

IKERE [ 8B¥LZ Inkand colors on golden matte paper

FLAULHE, Private collection
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March 2022, Lee Yih-hong with his new work, Stone Jumping Coast.
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Taiwan's northern coast from Jinshan to Shimen is covered by volcanic rock and fallen boulders from
landslides. In the early days, before the development of the coastal highway, people could only pick
their way on foot among the boulders at the foot of the mountains and along the shore, jumping
from one rock to the next. Hence, the area earned the popular nickname the “Stone Jumping Coast”

Living in Sanzhi for nearly 30 years, Lee Yih-hong often traveled along the northern coastal highway.
In his major work of 2013 Stone Jumping Coast, two types of rocks are mixed together—those with
sharp edges and corners and those with slightly rounded shapes. Although expressed in ink, the
bearing of the sea rocks is striking and dazzling to the eyes.

The 2022 painting Stone Jumping Coast is the latest work on the same theme. Combining real and
imagined scenery, he deliberately attempts to evoke the appearance of the “Stone Jumping Coast”
before the arrival of the highway.

In his later years Lee Yih-hong developed vistas of mountains and seas with a sense of three-
dimensionality and spatial structure, establishing a one-of-a-kind form of modern ink art.

PREEE Stone Jumping Coast

2013

KB | REERA | BRNER

Ink and colors on paper / mounted on canvas
199.5 x 600 cm

FLAULHE, Private collection
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