英國詩人歐瑞利訪問黃朝湖

無形之形
黃朝湖結合中國水墨與壓克力色彩，融合

傳統主題與強烈抽象風格

歐瑞利

英國詩人

    黃朝湖是一個知名於台灣和海外的水墨畫家，他曾在亞洲、歐洲與美國展覽，曾經擔任美術教學的他，也寫了一些關於中國美術的著作。

　　他的畫以其勁力而著名，他擅長主題及色調的處理，尤其是黑色，他作畫的風格獨特而創新，他的作品對觀賞者具有完全的吸引力，在傳統中國水墨及廿世紀現代西方美術的同時影響下，他正嘗試著為現代中國畫尋找一新的方向和地位。

　　從與他的談話中，他的誠懇和溫和的個性留下了深刻的印象，瘦削的身材，慣有的笑容，和一雙發亮的眼睛及高聳的眉毛，構成了畫家的外表特徵，然而他樂天的性格掩飾了他對藝術的強烈熱忱，談到他的畫時，他盤起腿，拱起背，以手和臂來強調他的論點。

　　他相信他所受最深的西方影響來自紐約抽象表現學派：「對他們可將感覺加以合理化，而直接表現在紙上的態度，我可以認同。」他很少在一時間內只作一張畫，靈感來時，他會不自覺地同時作三、四幅畫，一直到感覺已經將此靈感發揮無遺之前他不會停手，因此，必須看了好幾幅他的畫，才能夠體會他運用顏色和空間的完全功力。

　　首先吸引住觀賞者的是他所用黑的顏色，令人難以抗拒，但是在眼睛習慣了亮度，開始對整個景觀做評估時，此黑顏色的強度分散成不同層次的微妙組合，與半透明的壓力顏料相互點綴，整體的效果有力，令人迷惑，產生對觀賞者的知覺的一股支配力量，將他帶入畫中，加以吸收，即使背對著畫，觀賞者仍然會潛意識地感覺到它的存在，正像在深夜中獨自漫步回家的途中覺得有人跟蹤一般，但當然在意義上較令人愉快多了。

　　黃先生畫出的黑色意味著一些特性：力道、和諧、特異的規範、獨立性以及自由意志的表達。他苦心地要指出傳統中國畫家將黑色分為五個不同層次，其中第五個是白色，在傳統的繪畫中，黑是最重要的顏色，它是許多年代中所採用的唯一顏色，在古典大師筆下，它賦有非凡的活力與生命力，因此，以此顏色層次的融合，黃先生希望經由廿世紀的觀點，表現出一古典的意識。

　　在黑墨和壓克力顏料之間，存在著傳統與現代的衝突，黃先生所用的壓克力顏色是抽象表現主義的積極聲明，而黑墨則代表傳統的觀念，他本身亦存在著不同觀念之間的基本衝突，觀賞者可從他的畫中察覺到傳統中國畫家對主題的關切外貌，雖然無言而近乎潛意識的，毫無疑問，我們可看到傳統畫法的山脊、懸崖、峽谷及河流，而壓克力顏料則擁有超脫的性質，淡藍和黃色、白色、柔紅和橙色，出色而相互融洽。

　　「大多畫家同意，最好的古典畫來自唐、宋兩代，它們具有真正的格調，生動而獨特，我要嘗試的是將相同的崇高本質帶進廿世紀。」當我們在黃先生作畫方法的啟示下，細思這論點而回溯道家所謂畫家與畫為一體，這樣的畫家並不存在。

　　黃先生認為，他將半透明的壓克力顏色注入黑色的影象的目的，是要把傳統中國水墨，經一自然的發展階段，帶入現代藝術的領域，「我先佈下水墨，然後以壓克力顏色重疊於上；如此製造出黑的不同層次，或相反地以黑墨重疊壓克力顏色，而形成黑色與其他色彩的區域並列。」

　　仔細看了他的作品之後，它們似乎已如此完整，令人懷疑他這技巧會有多大發展餘地，「那要看處理空間的方法，黑墨含有許多不同的特性，使用的各種方式取決於紙張的大小和空間，同時，紙張的類型及性質，也是一重要因素，水墨，紙張和方法的交替配合，提供了眾多探索及發展的領域」，至於壓克力顏色，他坦承只有兩個方向可循：「其一，以色彩的增添，可以加強抽象的本質，而其二，若將色彩加以分散，則更近傳統的意境」，他可以把他的畫的意義概括地說為「像鋼琴的鍵，經由它們，心靈可漫步其間，探索自我的深度」。他在試圖引導嗎？「不，我只希望觀賞者知道什麼存在，我唯一給予觀者的導向是經由命名的抉擇」，那他如何界定自己與台灣廿世紀現代藝術的關係？「在台灣，同時有傳統中國藝術學派和現代學派，現代的畫家僅僅將傳統的理論和技巧以西方的形式來取代，我要做的是摻合雙方的基本要素，我以為我的觀賞者應當察覺我畫中的中國要素，應當看到我的文化傳統，以瞭解我的畫，只是我要他們經由現代抽象媒介來體會這項傳統」。

　　那他對未來又抱什麼展望？「我希望我的創作能繼續不斷地成長與發展，而有一天我能被肯定為一個具有歷史意義的畫家」。

　　黃先生的水墨顯示了一位終於趨於成熟的畫家之見識與論點，在他對黑顏色的慣常的運用當中，有各種的情感、氣態和印象，能夠向外伸展將觀賞者籠罩於內，他對空間概念的感覺能力是傳統與現代的合成體，兩者雖然根本上對立，但空間的處理充滿了平衡和諧，他卓越的水墨、壓克力與顏料的使用技巧，是他表達對世界的感知的線路。整體的效果是永恒的，他的世界並非可以肉眼輕易辨識的，他的影象也一樣，需要感性地領悟，然而，一旦領悟，則會有一深遠且持久的影響。
                                                            譯/鄭嘉霖                  
Forms of The Formless

Huang Chao-hu combines Chinese water inks with acrylic colors, infusing

traditional themes with a powerful abstract style.

 Patrick  O'riley

   The artist works silently and rapidly on three sheets of paper taped onto easels in front of him. The water ink paintings taking shape under his brushes are different yet clearly share the same overarching theme, and the artist is treating them as a single entity. He is intensely absorbed, as though his very essence were flowing onto the paper. Hours pass, and the paintings begin assuming their final form: layers of primal blackness, overlapping, merging, and flowing into each other. But the artist is not finished.

   Quickly he prepares acrylic paints—blues, yellows, whites, and greens—which glow softly on his pallet. Then with deft, confident strokes he applies the colors. Immediately the somewhat indistinct, black masses of ink take on new clarity. A moment passes, then traditional Chinese motifs of mountains, cliffs, rocks, and valleys emerge with graceful power, achieved and accentuated by the carefully integrated counterpoints of acrylic color. Contemporary paints illumine classical ink.

   Huang Chao-hu(黃朝湖) is known for skillful use of color and shades of black, and his modern interpretation of themes found in classical ink painting. His innovative paintings convey strength, demonstrating both the artist's control over his medium and a creative ability to adapt established themes from his cultural heritage in light of modern art forms. This is a conscious direction in his work, for Huang is trying to find a new identity and direction for modern Chinese painting.

   At first the pervasive blackness of Huang's paintings is overwhelming. But as the eye adjusts to the carefully modulated light within each painting, the initial intensity of the blackness diffuses into subtle shapes defined by a range of sensitively shaded hues. Concentration on Huang's paintings builds as the powerful and enigmatic effect of each work assimilates the viewer's consciousness much as the paper has absorbed the rich Chinese ink. The resulting mood so consumes the viewer that even after turning away from a painting, he nonetheless feels its enduring presence, like the sensation of being followed while walking home alone late at night—though in this case in a pleasurable sense.

   Traditional painters classified black into five major hues, the fifth being almost pure white. Chinese artists have always held that black ink possesses extraordinary energy and vitality; the aesthetic challenge for the artist is to release its inherent powers.“As most painters would agree,”Huang says,“the best classical paintings were done during the Tang and Sung Dynasties. These paintings had real spirit; they were original and vital. What I am trying to do is bring this spiritual essence into the 20th century.”

   Huang believes black can express dynamic strength, consistency of individual ethics, and independence of free will. He says:“In the 1980's I began serious study of the historical relations between Chinese thought and painting. Through this I expanded my understanding, discovering additional characteristics of water inks. I realized paintings were able to express ‘ideas’ and not just ‘forms,’ and that through the pursuit of vivid styles I could emphasize subjective thoughts.”

   Huang was born in 1939 and grew up in Taichung, central Taiwan. The people of the area led simple, rural lives with few luxuries.“We had none of the aspirations of modern youth,” Huang says.“We were content with the mountains, the forest, and the fields around us.”By age 13 he had decided to become an artist and began by copying traditional Chinese watercolors. After finishing his education, he worked as an elementary school teacher, by then experimenting regularly with different materials and painting techniques. His desire for individual expression was unfulfilled by imitating past artists, but it was not easy to change direction toward modernism. He faced considerable opposition from more traditional Chinese artists.

   “In the early 1960s, I graduated from college and immediately stepped into the field of avant-garde arts. I produced many paintings and also wrote articles to advocate modern artistic styles. Moreover, I wrote so fiercely against what I called conservative artists that journalists called me ‘the naughty boy who gives conservatives a bad headache.’”

   Nowadays, Huang rarely does one painting at a time. When he feels inspired, he likes to work on three or four, trying fully to capture his mood. He says:“I believe in eliminating the shackles of ‘form,’ emphasizing instead vivid style and tasteful mood. I abandon traditional ways of handling brushes and inks by adopting freer methods. These include splashing, sprinkling, washing, pouring, printing, copying, dyeing, pressing, rubbing and wiping. I want to express the powers of water inks in a modern sense and show their potential for abstraction and supra-realism.”

   He succeeds. Huang's understanding and use of space is especially extraordinary. Like optical illusions, the shapes in his paintings have the ability to turn in on themselves. They redirect and refocus the consciousness inwardly, and one cannot be sure if the macrocosm or the microcosm is being represented, for both are obviously present. Due to this spatial quality, Huang's works always present possibilities for new perspectives that the viewer may discover and enjoy. 

    Huang's has given considerable thought to the place of his work in the context of 20th century modern art.“I believe that vicwers of my water inks need to be aware of the traditional Chinese elements within my paintings. But to understand what I am doing, they must see that tradition through a modern abstract medium.” Huang's synthesis of ancient themes and modern techniques creates a remarkably powerful visual experience of balance and harmony, with combinations of ink and color conveying an aesthetic timelessness.

   Huang concludes an analysis of his artistic pursuits with a comment that brings classical Chinese philosophy to mind:“Originally, when I turned back to water inks from other modern art media, it was a return of thoughts as well as a personal challenge and breakthrough. I still embrace the concepts of modern art, but now in the free land of water inks I pursue artistic expression of ‘ideas’ while ignoring their ‘forms.’ Moreover, by following ‘unbounded rules’to express the beauty of the ‘non-formed form,’ I intend to establish a unique style of my own.”

   The aesthetic challenge of constructing the form of the formless through artistic expression of the “uncarved block,”which has been an integral part of Chinese thought since Lao Tzu in the sixth century B.C., has been accepted with new permutations in the modern yet traditional work of Huang Chao-hu.

