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Sequester in Plane

The sphere of perspective, artistic latitude and perceptual concepts of Ren Han result in a
planar logic, one which sequesters convention, operating on intrigue and illusive tactics. The
diversity of the works withstanding, a coherency of optical illusion and subversion proves

tumultuous to audiences.

While academically trained at the Tianjin Academy of Fine Art, Ren proves to be a progressive
voice in experimentation, with a particular locus upon the relational potential between “object”
and visual dilation/refraction. Essentially, the artist returns to a linear density in the vast majority
of compositions, this density proves yet elastic in the conceptual sense, as he employs pencil and
deliberations which either entirely saturate the compositions by an intense labour by hand, or, in
an ulterior fashion, operate to trace the silhouette of photo-projections of natural landscapes and
vista. The particular intent appears to re-examine the sense of accord which lies inherent
between line and animate object, a conundrum for less talented illustrators or those dispossessed

of a strong sense of graphic fiber.

The question of objectivity in relation to an installation with strong graphic visual information at
the cortex invites scepticism, in that, illustrations upon a physical plane might be seen as
decorative or mere aestheticism, whereas with Ren Han, one may speculate on a demarche which
gravitates upon visual stratification. Physical object and planar leitmotif do not necessitate a
conflictual experience, nor the previous assumption of intentions to beautify or render exquisite
the banality of objecthood in the experiential parameter. To focus on the methodology of Ren is
essential and formulative, in that, he encompasses a broad field of illustrative potential in either
elaborate or minute sensibility: technical rendering does not serve to detract from the question of
objectivity and contemporaneous directions in art. What we have is an act of enhancement,
which serves bi-polar in compliment to the dual tendency to express his artistic voice in spheres

dimensional and non-dimensional.

A seminal series of abstraction, drawn illustrations which fill the peripheral area, delineating
geometrical patterns or shadowscapes of geometry, offer the dense saturation of the line, a
topical solution to the overall composition and engrained active component in his conceptual
position as an artist. To labour over the minute sequence, sequester, of a base material and the
must rudimentary device in art, the ability to sketch, might lead to a detractive comment on his
stance as an artist whom might be errantly considered a revisionist of primal abstractionism,
reductivism or equally, absolutism. That parallels might exist in aesthetic evidence with the
aformentioned might mislead, the actual optical truth denotes an impasse: to incorporate the
linear componency to complement in the conceptual. The alternating schemata proves visually
engaging, as the corpus of the works read as both physical entity as well as evocations of the

power of simplicity.

Visual alignment and perspective is near perfected in an exemplary series which depict

“Mountainscapes”, with their associative and symbolic relational aesthetic to ancient or



traditional indigenous leitmotif unique to the Chinese tradition, yet, we have herein a non-sensual
illustration of what lies “within” the mountain, as might be ascribed to the traditional
philosophical impulse and concepts of the ancients (wherein to depict the “intrinsic spirit” rather
than “external real” was the object of intention) to another more contemporary conduit of
expression which features a myriad combination of medium and techniques. The external is not
the extemporal manifest vision of the ancients (often a pale simulacra in “contemporary”
traditional practice) but a composite whole unveiling the peripheral of the object in composition
illuminated in substraction, with the saturation of light negated in having opted for the
photographic negative reflex upon sheets of illustration. The sheets installed, we then see an
ontological description of a visual “graft” of a mountainscape, the vista of an organic origin is
visually devised and deliberated upon in a dimensional insurgence of inter-discplinary media,

ingenous configuration and essential material (or, the essentiality of material(s).

The sense of graphism contests that less fallible role predominant in current pedagogical
formation in the P.R.C., where drawing, the act of, graphic depiction and illustration are
somehow bereft of artistic integrity and viewed in the dim light of technical servitude. Rendering
belonging to those whom aspire to artistry, rather than a tool of exquisite potential within
artistry. Complexity and the hyper-multiplicity given new media experimentation and digital
technologies are not dismissed by the artist, rather, disarmingly reduced to the bare minimal in
expression, should the media opted for prove somewhere the crucial reading of a work,
theoretically in reference to MacLuhan, then we see a “naif” enactment of the componential
material in play. The line does not qualify nor subsidize the visual content, the line itself comes to
embody content itself, or, varying, as with the visual landscapes, serve to parameter contents
rendering intelligible in realistic leitmotif (equally delivered by the line)..thus made
tri-dimensional, we have the replice of the shadow of truth, wherein the concrete actual object is

yet an object, the “yet” object an imaginary replication born of artistic ingenuity.

* %k

The sense of a diligent adaptation of essential visual contexts and materials arises in a most
recent series of installations, the graphic existent yet the operative terms would be in contour,
perspective and visual ontology. The operative field of view depicts a horizon, latitudinal, of
affixed materials, organic and metallic, in relief upon the wall surface, reminscent of the found
yet also the cultivated, the hewn and manufactured co-existent. The strength of the installation
lies not only in the nuance of placement, which visually enacts power to the objects on display,
but we might accredit the artist with the success of illusion, visual phenomenae as he
distinguishes with a Duchampian aplomb the integral artifice and truth’s travestic when objects
are transformed as “art”. Void of pedestal and elitist modality, we see a conceptualism which
invigorates the causal enactment of the anti-art seminal figure, while converging with a less
ironic aesthetic intention.

Asymmetry with the symmetrical, organic in justaposition with the mechanic, we have an
extemporal comment, conscious or not, by the artist which somehow embraces conceptualism
while ridiculing the actual status quo of overly cerebral “cold” philsophical enquiries into the

potential of spatial rendering. The visual counterpoint of assymetrical and symetric encoding, (I



preceive this process of the installation as being intentional and visceral), proves invaluable in the
optical illusion in effect. Illusive rather than “elusive” (ie. random) the visual gestures inspire
meditations on the metaphysical quality of life and scientific evolution. These evolutions appear
mechanically evidentiary yet the greater scheme of the visual display proves the primordal
essence of line being akin to that of the essence of mind, a reductive mannerism which incites one
to consider, evaluate, the cognitive distinctions inherent of Chan Buddhism or expressionistic
reductive owing to the Occident of the mid-late century. Gestural yet under control, not an
abstract expressionist dilation of material and instance, rather, cultivated and mindful elocution

of material.
* kK

The aesthetic result of the non-random, or intentional conscious mastery of medium as
contingent voice in artistic creation, might offend or negate the predominance of a Eurocentric
historico-social study of the artist, but equally, annotates the existence of a contemporaneity
evidential and exclusive to the nation of China, in similar aesthete chronological context. Space in
time rather than Time/Space cliche operative, wherein the void being “full” license the visual
enquiry away from that of distraction or philsophical misnomer to an expression of an infinite
vasthood, the quality of the minute apriori to that of the finite whole, the conclusion second to

the procedure.

In light of the context of a process orientation whose root’s lie in graphic linear qualities,
whether the dense saturations upon archival paper or the contoured horizons of allegorical
polychronic aesthetics, Ren Han has embarked upon a peculiar and visually stimulating Odyssey.
The solvency of material merged with the effluvium of trans-historico aesthetics, counter to the
logistical sophism of contemporaneous practice, insists that we question origin while facing, with
humble recognition, the essential strength of humility, trans-operative in his gestures in line, in
graphite, in illustration as the chief medium and tool of execution. That the works do not
deliberate a traditional extemporal or bear withness of the innate, rather, demonstrate an astute
external visual iconography adherent to the profound within simplicity, demarcates an
remarkable wisdom for a relatively young artist caught in the drift of a global vernacular

disorder.

Technical advent is formulative while not essentially a process oriented artist, deft chiselling
affords a reverse visual punctum in his chosen material of carbon paper, the opposite relief
engaged via pencil perforations which instigate a mechanical minutiae. Equally, a further visual
cleft comes to visual life in a similar use of pencil in contour, graphite sequencing upon paper on
board sustain the latent dynamism of the individual depictions which form the installation: partial
sequences derived from the entitical whole, the pan dimensional results in an optical tenacity at
either the micro or macro reading of the creation. Advent mechanical factors combine to enhance
either symbolical gestural content and strengthen the metaphysical allegory supposed elsewhere
in non-linear historico interpretations of his works. Unorthodox, whether or mass manufacture or
common in artistic material device, we are further intrigued by the artists extended singularity on

the focal while entranced by the spatial experience.
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