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Huang Chih-Yang’s curiously transformed images are actually not far off from things that can be
observed in nature, and the peculiar world he creates with brush and ink is the embodiment of
his constant development of a unique visual vocabulary. Through the accumulation and repetition
of symbols, he has established his own distinctive style of painting. For his 1988 Morphological
Ecology series, Huang started by observing plants and animals, and then continuously layered fuzzy
brushstrokes to depict plant forms. He also used these continuous lines to form structures resembling
various arthropods or spike proteins on microorganisms. After putting aside the expressive modes
of traditional brushwork, Huang explored new possibilities in ink painting. In his Buddhist Preaching
series of the same period, he started from classical paintings used for Buddhist teaching and
developed brushwork to create vine-like lines that twist together to form images of the Buddha or
Lohans that resemble wood-block print illustrations. These continuous strokes prompted the gradual
formation of his later brushwork, a transition that art critic Huang Hai-Ming regarded as the beginning
of Huang Chih-Yang’s use of symbolic elements as visual units to form the foundations of his painting
language.

The hair-like quality of his brushwork in his three 1992 series Maternity Room, Not Flower, and Phallic
Worshippers gradually started to form what appear to be linear spike, lotus petal, and feather-like
patterns, which were new manifestations of his language elements generated by his method of
continuous linear brushwork. In 1996, he started using these fixed units to develop his two series
Man and Woman and Zoon, where he created seemingly figurative depictions by mixing and mutating
human forms and organs with animal, plant and insect parts. With these freely changing and mixing
hyperplastic visual-language elements, Huang was trying to uncover the duplicity and perversity of
people arising from the oppressive society of the time. In around 2000, his use of these elements
began to develop in an opposite, more minimalist direction, as he converged on the use of single
elements, a change which was apparent in the two series Lover’s Library and Three Marks. In the former
series, he used a single element to compose human figures, and in the latter, to create repeating
patterns. From the depiction of eccentric, hybrid humanoid creatures to the creation of pseudo-
landscapes with changing patterns that fill entire picture planes, Huang’s brushwork had fully evolved.

In 2006, Huang moved to Beijing, where he started developing his Zoon—Beijing Bio and Zoon—
Dreamscape series. In contrast to works of his Taiwan period, paintings in these two series are much
wider and taller, such that viewers need to step back and look up to appreciate them. These works are
therefore more awe inspiring and imposing than previous works, but retain his single and multiple
panel formats from before.

The word zoon in Huang’s titles is a Greek word adopted by the field of biology to mean “any one of the
perfectly developed individuals of a compound animal.” He began using it for his titles around the time
of his 1996 solo exhibition at the Museum Ludwig in Cologne, Germany. His work Zoon—Beijing Bio
No, 07-09 is composed of three panels, but easily identifiable biological forms are no longer the focus
here. Instead, he presents an expression arising from fully dynamic lines that continuously lead the
viewer’s gaze around the work, which he made by starting with language elements he had previously
developed and then wildly splashing them with ink. These new features create formidable tension
suggesting flying sparks and dancing fireworks, as well as the feeling that the entire universe and
every form of existence, including humans, microorganisms, animals, and plants are one. Huang once
said, “My works are intuitive reflections of changes in the environment and people. | search for the
order and balance between people and between people and nature in spatial systems.” It can be seen
that after moving to Beijing, Huang shifted from depicting groups of figures to constructing abstract
environmental atmospheres in his new series. (Agiluf CHEN)
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