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And there’s nothing I can do



Su Xiaobai Solo Exhibition at Hyogo Prefectural Museum of Art
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We are delighted and honored to host the first exhibition in Japan,
and at the Hyogo Prefectural Museum of Art — designed by world-
renowned architect Tadao Ando — of the work of Su Xiaobai (b. 1949),
a contemporary artist with a burgeoning profile both in his native China

and on the international stage.

Su Xiaobai was born and raised in the vast metropolis of Wuhan, in
Hubei Province on the Yangtze River, well-known as an ancient center
for lacquer production. Subsequent encounters with Konrad Klapheck
and other giants of contemporary art during an exchange in Germany
had an immeasurable influence on him, and it would be no exaggeration
to say that the great stimulus of Su’s time in Germany resulted in a new

departure for his art.

On returning to China, Su then had a fateful encounter with the
traditional lacquer of his homeland. His works consisting of layer upon
layer of lacquer filling large canvases speak to viewers, inviting them
into a realm of profound tranquility and contemplation. We confidently
anticipate Su Xiaobai will continue to carve out new aesthetic territory,
producing challenging works of extraordinary impact in lacquer, a

material superbly symbolic of Eastern culture.

Yutaka Mino

Director, Hyogo Prefectural Museum of Art

English translation by Pamela Miki
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True Sequester Lies in the Madding Crowd,
True Pleasure Lies Within the Work
— The Art of Su Xiaobai

Gao Minglu

Su Xiaobai received early training in academic realism in China, and was subsequently influenced
by modernism and contemporary art at Kunstakademie Diisseldorf in Germany. His art is
understated and elegant, with an aesthetic that combines the East and West. However, this aesthetic
is not Su Xiaobai’s primary concern, but rather an individual aura. In the past few decades, he has
consistently lived in relative seclusion like a modern-day hermit, whether in China or in Europe.
What sets him apart from the hermits of old is that Su Xiaobai is not a wandering eremite; on the
contrary, he has poured all his societal contemplation, his practice, his entire life, into his studio.

That’s why Su Xiaobai says, “An artist should be judged not by his painting, but by his studio.”
Su Xiaobai’s practice is not the painting of paintings, but the study of painting.

The way Su Xiaobai sees painting is similar to the way a philosopher sees the world; hence his
making of paintings is an act of study and not of expression. The process of creating a painting is
also the contemplation and comprehension of a certain essence, not an imparting of concepts, nor

an expression of personal emotions, and certainly not a superficial manifestation of specific forms.

What Su Xiaobai wishes to explore is the quality of a work of art. This quality is a cultural
connotation. But this cultural connotation is not a theme or meaning that the artist willfully
attaches to a physical object. The manifestation of this cultural connotation (or a certain spiritual
nuance) should occur in synchrony with a study of materiality. And the artist is to acquire
imagination and inspiration through a dialogue between materials. In other words, Su Xiaobai has
always been concerned with ways of transforming physical qualities into rich cultural connotations.
He is concerned with how to excavate the imagery intrinsic to materials, and not with simply

endowing materials with a subjective ideology.

Su Xiaobai is attentive to the imagery of his work; not as a spontaneous expression of romanticism
or poetics, but as qualities achieved through constant cultivation, day after day. The crystallization of
such cultivation is a visible physicality; it is also an insight cultivated through the artist’s daily practice.

For Su Xiaobai, the combination of physicality and Zen is a quality essential to any work of art.

Su Xiaobai's artistic practice has progressed through different stages. In his early oil paintings
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from the 1990s, a sense of Zen was incorporated within his act of “portraying a thing.” The artist
considered “object” as a meditative state rather than a practical object to paint. Su Xiaobai adopted
a poetic metaphorical approach. For instance, in his work Belle Aglow ( Bt i& 41 5 ), a mirrored
vanity case is placed on a vintage flower stand with a white silk scarf laid out beneath. Su Xiaobai
regarded this as a portrait of a lissome ingénue, reminiscent of the “joyously thriving spring
mountains.” In the work A Legendary Tale (—BX{2{31 ), he paints a folding screen and a foot stool;
it’s as if the stool listens attentively to the sounds of forests and brooks through the screen, or hears
an ancient tale told by the screen. The stool and screen are no longer objects in a still life, but are

transformed into friends and confidants.

Elements of realism gradually fell away from his oil and ink wash works between 1997 and
2002. The ostensibly abstract composition in these works did not actually come from any
abstract concepts. Su Xiaobai used layers that were rich in texture and without concrete form
to metaphorize the semiosis of cultural relics, such as antique jade, ancient books, and ancient
texts. The works no longer depended on the concrete form of these symbols, but rather they
metaphorized the intrinsic cultural quality of ancient books and texts through subtle shifts in
texture, layers, and color. Hence, rather than depicting ancient books, Su Xiaobai portrayed a
cultural existence and its historical significance within the imagination. Books and texts were

merely ersatz symbols here.

But more importantly, with the “portraiture” of cultural discernment rather than of objects in
mind, Su Xiaobai began his departure from the “painting” of paintings whether painting an object
or limning a realm. He began to enter into a stage of “craft,” similar to artisanship. He chose
lacquer as his main medium in painting. This unveiled his explorations in “lacquer discernment” or

“tasting the essence of lacquer” in 2003.

Turning his attention to lacquer craft is a critical juncture in Su Xiaobai’s artistic career. Lacquer
became a perfect vehicle for revealing the existence and beauty of objects. Su Xiaobai’s lacquer
craft is not handicraft, nor is it lacquer painting, but rather an expression of lacquer quality or
the discernment of lacquer. Thus, he began to layer lacquer onto linen, polishing each layer until

he arrived at a satisfying lacquer quality. This process could also be called “tasting the essence of

lacquer.” The geometric forms of circles, squares, or rectangles have nothing to do with abstract art,

but rather simply provide contrast between different colors and qualities of lacquer.

Su Xiaobai believes that lacquer quality is similar to literary quality. It is magnificent and is rich in
heritage. Therefore, he named these works: Jade Ceramics, The Complete Library in Four Sections,
Imperial Encyclopaedia, Rare Books, Imperial Books, Rubbing, Literary Mind (Carving of Dragons),
Rough Draft, Oracle Script, Chu Palace, Insignia, Stele, or Magic Mirror. Lacquer quality is a
conceptual beauty that is profound and imaginative, so Su Xiaobai titled these Emperors Arrival,
Riverflow, Boundless, Expanse. Lacquer quality is the beauty of colors, uncomplicated but never
lacking in intensity, hence the titles: Ochre, Alabaster, Verdant Green, Crescent Noir, or Dark Red.
Lacquer quality is also the strength of character, refined and righteous, like the Four Gentlemen of

plum, orchid, bamboo, and chrysanthemum.

For Su Xiaobai, tasting the essence of lacquer is “tasting the essence of objects;” it is the process of
experiencing and understanding an event or object. In this process, Su Xiaobai endured a lengthy
procedure of production: of molding and correcting, of discovering lacquer character, followed
by repeated samplings, to finalizing the work and naming it. Su Xiaobai often repeats dozens of
iterations in the process of creating one work, making observations of changes or effects daily or
even by the hour; for instance, noting the tension in the linen, the cohesion of the glue, the changes

in the lacquer texture, and documenting these observations in a diary.

This “craftsman-like” production process gave Su Xiaobai a sense of fulfillment and delight with
each unexpected result in the allure of lacquer quality. This allure is not an image preconceived by
the artist, but a natural presentation in the process of his repeated labor. Creativity and daily life are
connected as one to enable a dialogue between the quality of lacquer and the cultivation of culture.
This is a philosophy of “Adjustment of Controversies.” It is the root of existence for all beings.
Zhuangzi’s Adjustment of Controversies and Heidegger's Existentialism have areas of similarity, but
they differ in that Heidegger regarded beings as a subjective existence for philosophical observation
and Zhuangzi considered being as a poetic sensory realization of the boundless world, while Su
Xiaobai returns objects to their true nature through the process of craft and labor. Philosophers use

the imagination to contemplate, while artists materialize the imagination into being.
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Su Xiaobai’s work has entered another stage since 2013. He has abandoned the metaphorical forms
of the past, with or without external shape, and has discarded the abstract compositional forms of
circles and squares. Su Xiaobai has allowed all visual elements that trigger human association to
disappear. What follows is a square canvas that has no structure, no content, and is without poetics
or a frame. Calling it a painting would have unavoidable implications; it is more like a square stone

with soft edges.

Su Xiaobai continues to layer lacquer on a customized frame, polishing each layer; however, lacquer
is no longer used to express or metaphorize any other object but to return completely to lacquer
itself. Su Xiaobai has discovered that lacquer is like raw jade. Hence, by eliminating all superfluity,
washing away all embellishments, its original essence is restored. Su Xiaobai has increasingly gleaned

an ordinary, joyful peace of mind within this process.

Su Xiaobai’s art is the story of an anchoret. This story is not a narrative but a portrayal of the

anchoret’s cultural interest.

One’s interests might reveal their sense of discernment. It is also a certain cultural refinement.
Individual tastes vary, but cultural refinement often embodies an accumulation of cultural heritage
and history. A cultural tradition and the history of a people cannot be without refinement. Cultural

accumulation cannot be without elements of interest and discernment.

Perhaps some believe that elements of interest belong to classical art. Elements of interest no
longer apply to contemporary art because contemporary art no longer necessitates discernment,
but only requires visual impact or viewer interpretation. Popular contemporary visual culture
critiques and emphasizes the political significance of the cultural vocabulary, but not cultural

interest.

It seems that cultural interest is destined for marginalization in modern industrial society. In this
age of globalization, elements of interest seem like an excessive extravagance because elements of
interest require time to comprehend, perceive, and nurture. It is set apart from the ultimate time-

saving goal of industrialization, mass production, and instrumental rationalization. Hence, cultural

interest has become an ideal beyond reach. In reality, elements of interest signify fudility, they signify

individualization and intimacy, and are incompatible with mass popularity.

However, as contemporary art becomes increasingly utilitarian, and increasingly superficial, direct,
and pedantic, people have come to anticipate the discovery of true artistic interest. This cannot
simply be read as a return to aesthetics. On the contrary, it is a necessary phenomenon resulting
from globalization and post-industrialization. Society is bound to create anchorets and hermits
who are detached from the stream of pedestrian culture. They are not the ancient recluses out
in the wilderness. They live within the city and work within the city, like everyone else; but they
maintain an individual and peaceful state of mind, solitary and sagacious. They find tranquility in
the bustling city. This is what the ancients described as “true sequester lies in the madding crowd.”
A true anchoret can maintain quietude within the secular world while cultivating the sentiments;
they can achieve perfection in individual character through experiencing the existing essence of
materiality. This cultivation differs from the philosophy of “internal sainthood, external regality,” a
method of self-cultivation to govern the nation among ancient gentlemen. The “true sequester” in

contemporary world is the independent spirit of intellectuals living within modern public society.

Most importantly, Su Xiaobai has convincingly amalgamated an independent spirit and cultural

discernment within his work of art.

Gao Minglu is a distinguished scholar of Chinese contemporary art and, notably, the curator of ChinalAvant-Garde, National Art Museum
of China, Beijing (1989), which was the first contemporary Chinese art exhibition mounted in China. Professor Gao brought the first
landmark exhibition of Chinese contemporary art to the U.S. with Inside Out: New Chinese Art, which was first shown at the Asia Society
Galleries and MoMA PS1 in New York (1998). Gao received his Ph.D. from Harvard University. His recent major publications include
Total Modernity and the Avant-Garde in Tiwentieth Century Chinese Art (MIT Press, 2011). Currently, he is a research professor in the
Department of the History of Art and Architecture at the University of Pittsburgh.

English translation by Yvonne Kennedy
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Su Xiaobai —
What Matters

1S

Matter Itself

Benjamin Alexander

A visit to Su Xiaobai’s airy factory of an art studio located on the very outskirts of Shanghai
is an experience not easily forgotten. The gargantuan artworks, seen at once at the entrance,
some measuring several meters tall, shine like slabs of marble under a lambent light that filters
through tilted windows high under the roof. Other objects appear still more titillating to the
eye. These are simply resting against the walls, surreptitiously covered by starkly white linen,
like some mysterious dowry waiting to be unveiled on a wedding night, just after it darkens. On
the ground, on a floor which decades ago hosted a true factory, tiny snippets and minute rolls
of canvas scatter around higgledy-piggledy with cutting tools and traditional Chinese roof tiles
painted in lacquer. Yet such objects are not merely foundlings; not far away, snippets and rolls can
be seen skillfully attached to a large substrate, which, in time, after layers of polishing, hewing,
rubbing, and refinishing — a process taking ordinarily at least several months — will turn into

the shiny, marbled artworks seen earlier at the entrance.

The most intriguing part of the visit, however, comes after making a complete turn around the
artworks, whether on proud display or in mid-process, to arrive at the back of the hall. It is here
that, with some luck, the viewer can discover the substrates themselves. Those are gently hidden
in a separate, much smaller room, connected to the main studio by a narrow door. Here, the
scenery changes. One can locate the artist’s desk, an antique Ming chair, a few sketchbooks,
and an open diary which the artist duly keeps every day. Then there are the wavy, oddly-shaped
sculptural substrates, appearing quite sunken and ghostly. Windows are far and few between in
this area. A web-like shadow covers everything. Uniform in color, the substrates line up densely
along the wall and resemble complex relief chiseled into a cliff. Standing in front of this cliff, the
viewer may be a little more than surprised: The material from which nearly all of Su Xiaobai’s
artworks derive are in fact giant chunks of rough matter, appearing toxically pinkish, layered
against each other in a shady space; the source of the elegant marble and jade is an unnamable (at

least by the writer of this article), hardened chemical substance with a highly unpleasant color.

Much of Su Xiaobai’s genius is the transformation of matter. At major exhibitions or in private
galleries, beholding his artworks which change from angle to angle, lighting to lighting, like some
masked actors in ancient theatre, imbibing the visual pleasure generated by their sheen, the viewer

would rarely suspect that the same objects had such opposing beginnings. But it is precisely this



transformation that gives them a strong intellectual foundation. One note of caution ought to
be exercised, however. The transformation we speak of has nothing to do with his use of lacquer.
Although Su Xiaobai has been frequently lauded for his lacquer works, elevating a material
traditionally reserved only for artisans to great aesthetic effects, he has come to resent such praise.
“My work is not at all about lacquer,” he quips. “They’re not even primarily about color or about

painting. Those are just incidental features.”

What is Su Xiaobai’s transformation really about? Two striking features of the genesis of his works
are effort and time, to which one must add, in no small part, the role of trial. This is because
many of the techniques Su Xiaobai uses to produce his intricate effects are uncontrollable,
and only through repeated trial and error can the artist transmute the material according to
his personal aesthetics, so as to obtain a “desirable” condition on the substrate. During this
labyrinthine and, in his own words, veritably painful process, the artist does not think about
anything conceptual. Specifically, he does not consider what it is that he does or what it means.
The many fissures which unexpectedly open up, only to be methodically buried again under
layers of lacquered canvas, then rubbed off, re-polished, re-finished, and intentionally destroyed;
all those processes are not subordinate to anything but the goal of engendering, in that statistical
fluke of a once-in-a-blink-of-an-eye moment, a unique effect that is captured on the substrate
material. There are no narratives, grand or little; there are no “isms.” There is no text on the
outside or inside. Perhaps, then, through the constant dedication to the transformational
procedure and the resulting, near-complete neglect of everything else, these quiet paintings are
part of a movement that instigates a long-awaited rebellion against the linguistics-dominated

conceptual art of our times.

In a highly perceptive essay on Su Xiaobai’s art, “Tasting the Thingness,” (S Xiaobai, Skira,
2016) the critic Gao Minglu writes, “Modernism, post-Modernism, and Conceptualism since
the 20" century, have departed from visual perfectionism, turning toward a history of opposition
between the textual and the visual, word and image. While contemporary art places its focus
on conceptual metaphor above and beyond visual perfection, there is increasing pushback and
accusations of the conceptual leanings of contemporary art as a descent into ‘cultural-political

linguistics.” Art has paid a price for the division and extremism between the visual and the textual

by becoming subordinate to ideology and political language, which is partly to blame for the
surge of “The End Theory’ since the 1960s (The End of Art, The End of Art History, end of

painting, end of man, and so on.)”

Without a doubt, in the anything-goes postmodern environment, it becomes harder and harder
for artists to innovate. After more than half a century of living on the edge, their ideas seem
to have run dry, and their clownish tricks of irony, parody, self-reference, simulation, fakery,
language-games, hyper-realism and a host of related illusions appear almost old-school, stale, and
begging usurpation. Hence, the avenue chosen by artists like Su Xiaobai is not a step back. Far
from it. By purposefully not pursuing the conceptual, the political, and the referential, they put
every effort toward maximizing visual perfection, which is after all a result that can only spring
from adventurous explorations of material transformations (this also includes transformations of
light). In particular, by attempting to push craft and time to new extremes, Su Xiaobai seeks to
achieve a level of dedication to the transformational process which may be heretofore unseen. In
his mind, the effort applied to each of his artworks should be the maximum amount necessary to
bring about a certain effect, refashioning his unremarkable raw matter into the astonishment of

his viewers. In essence, his art makes as its centerpiece the painstaking process of creation.

In “Tasting the Thingness,” after the section that I quoted above, Gao Minglu adds another
important comment, one which sounds more personal and more like a sincere warning.
He opines: “I believe that an escape from the ‘end’ of contemporary art lies in seeking and
establishing equilibrium between visual perfectionism and conceptual metaphor.” Whether
such an equilibrium can be reached, or is even desirable, remains an open question. Should not
something entirely new take place instead? Yet what appears indubitable, however, is that our
current course of action has fallen into a decisive trap. After the American presidential election
of 2016, as the entire world watched a reality-TV star with no governing experience stumble into
the White House, the meaning of “authentic fake” has taken a new turn. All the fakery which
postmodern artists have been yearning to proudly re-create suddenly pales in comparison. What
games are there left to play? Can we still be clowns of our worst pulp fictions? Assuredly, time

alone can and will tell.



036

On the outskirts of Shanghai, in his large but plainly decorated studio, Su Xiaobai usually sits
alone, very quietly, on his Ming chair with a cup of tea in front of him. The solitude of the
space is broken merely on some occasions by the distant hum of the machinery outside, which
processes his materials. From time to time, he executes a few careful drawings in a little hand-
made notebook. Then he walks out, carrying various tools in his hands, to resume the next round

of artistic experimentation which will take perhaps several more months to complete.

Dr. Benjamin Alexander is an art critic and philosopher. He is the editor of Su Xiaobai, Skira, 2016.
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and wood

174 X 172 X 12cm
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Ocean Blue -1
2018

Oil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm
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Ocean Blue -2
2018

Oil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm

254
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Ocean Blue - 3
2018

Olil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm
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Ocean Blue - 4
2018

Oil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm

262
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Ocean Blue -5
2018

Oil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm

264
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Ocean Blue - 6
2018

Oil, lacquer, linen, emulsion,
and wood

160 X 154 X 17 cm
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Buried Blue -1
2017

Oil, lacquer, linen, emulsion,
and wood

170 X 158 X 17 cm

270
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Buried Blue - 2
2017

Oil, lacquer, linen, emulsion,
and wood

170 X 158 X 17 cm

272
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Whirled Blue
2018

Oil, lacquer, linen, emulsion,
and wood

168 X 164 X 20 cm
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Gone in the Wind - 4
2017

Oil, lacquer, linen, emulsion,
and wood

178 X 170 X 17 cm

280
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Conveyance -2
2017

Oil, lacquer, linen, emulsion,
and wood

190 X 180 X 18 cm
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7« 7T AY A +2018), [The world is yours, as well as ours| (White Cube Mason's Yard * @ v F v - 4 ¥Y & -
2016), fEE [#7%H1]) (Tina Keng Gallery + 5k + 54 - 2016/2014/2012) [H#RZEAT © #x0H & f77E ] (Pearl Lam
Galleries * &# + 2014), [BRZAMI Su Xiaobai| (Almine Rech Gallery « ~¥V « 7 7 v % - 2014), [ KEEI—HREM
ik (ENZAEEMEE - A - B - 2013), [The Dynasty of Colours—Xiaobai Su Solo Exhibition] (Langen
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Su Xiaobai

Born in 1949 in Wuhan, China
Lives and works in Shanghai, China

Su Xiaobai studied painting at the Wuhan School of Arts and Crafts,
the Wuhan Institute of Painting, and the Hubei Institute of Fine Arts
before attending the Beijing Central Academy of Fine Arts, where he
studied traditional painting and honed his expressive techniques. He
was later awarded a German Cultural and Art scholarship to participate
in the graduate program offered by the Diisseldorf Academy of Fine
Arts in Germany in 1987. Under the guidance of Konrad Klapheck,
Gerhard Richter, and Markus Lupertz, he strived to break away from
the skills he mastered in Beijing, and developed a visual language rich

in personal experience, life observation, and abstract symbols.

Immersion in Western culture and separation from his homeland
led to Su Xiaobai's artistic rebirth, consequently fostering a deeper
understanding of his surroundings, the ability to rediscover the
duality between art and object, as well as a renewed perspective
towards the traditional culture of his ancestry. Upon his return to
China in 2002, Su became inspired by lacquer— a thousand-year-old
plant material and a symbol of Oriental culture. He began to paint
lacquer on linen and bricks, later experimenting with oils, sackcloth,
clay, vines, and wood as a substitute for oil on canvas. The artist
paints layers of vibrantly colored lacquer in a purely structural and

balanced composition, rendering a three-dimensional momentum

and vitality. The thick, imposing texture stimulates a curiosity within
the viewer, while the integration of cultural and historical heritage
permeates the expressively colored abstracts. The seemingly arbitrary,
yet meticulously deliberate handling of visual forms reveal the artist’s
pursuit of aesthetic depth and quality. Standing at the cross-cultural
convergence of Eastern and Western civilizations, the artist embodies
the reciprocal philosophies and assimilation of the new globalized

world, at the same time maintaining his personal sense of reinvention.

Su Xiaobai has exhibited internationally, including And theres nothing
I can do, Hyogo Prefectural Museum of Art, Kobe City, Japan (2018);
The Armory Show, Piers 92 & 94, New York, U.S.A. (2018); Infinite
Blue, Brooklyn Museum, New York, U.S.A. (2018); The world is yours,
as well as ours, White Cube Mason’s Yard, London, U.K. (2016); S«
Xiaobai, Tina Keng Gallery, Taipei, Taiwan (2016, 2014, 2012); Su
Xiaobai: Painting and Being, Pearl Lam Galleries, Hong Kong, China
(2014); Su Xiaobai, Almine Rech Gallery, Paris, France (2014); The
Dynasty of Colours, Langen Foundation, Neuss, Germany (2009);
Transforming Pictures: A Contemporary (Re)presenting of Traditional
Thoughts, National Art Museum of China, Beijing, China (2009);
Intangible Greats, Shanghai Art Museum, Shanghai, China (2007);

and First Beijing International Art Biennale, Beijing, China (2003).
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* Born in Wuhan, China.
* Studied at the Wuhan School of Arts and Crafts.
* The Cultural Revolution broke out in 1966. Assigned to a gong factory as worker in Wuhan in 1970 upon graduation from art school. Transferred to the art

workshop of the Urban Cultural Center, Wuhan in 1972, and to the Jewelry Workshop of Wuhan in 1974 until the Cultural Revolution ended in 1976.

* Joined the Withan Association of Artists.
* Joined the China Artists Association.
* Winner of Bronze Award for the oil painting Da Niang Jia at the 6" National Exhibition of Fine Arts. The work is housed in the collection of the National Art

Museum of China, Beijing.

* Worked as a professional artist in the Department of Oil Painting, Hubei Institute of Fine Arts.
* Enrolled in the graduate program of the Department of Oil Painting, Central Academy of Fine Arts, Beijing.
* Received a scholarship from Kunststiftung NRW and began graduate studies at Kunstakademie Diisseldorf (Diisseldorf Academy of Fine Arts). Graduated from

the Academy with a master’s degree in 1992.

* First solo exhibition took place at the Galerie Ursus-Presse, Diisseldorf, Germany. Multiple solo exhibitions took place at the gallery in 1990, 1993, and 1994.

* Won the annual award of the Diisseldorf Art Academy during school, and went to the German Artist Workshop in la Cité des Arts, Paris.

* Visited the Art Institute of Ohio, U.S.A.

* Visited China with Professor Konrad Klapheck.

* Visited the Central Academy of Fine Arts, Beijing and held an exhibition at the Academy’s museum.

* Purchased the Linderan Manor in the mountains in Weidingen, Eifel, western Germany, where he resided and practiced art making.

* Joined the Diisseldorf Artists Association.

* Solo exhibition took place at Galerie Peter Tedden, Diisseldotf, Germany. Multiple solo exhibitions took place at the gallery in 1997, 1999, and 2000. (exh. cat.).
* Visited China with Professor Konrad Klapheck, and delivered lectures at the China Artists Association, the China Central Academy of Fine Arts and the Goethe

Institut, Beijing. Visited Dunhuang.

* Solo exhibition 7he Most of the Least took place at Galerie Albrecht, Munich, Germany. Multiple solo exhibitions took place at the gallery in 2000 and 2002.
* Visited China with a delegation of artists from North Rhine-Westphalia of Germany.
* Visited the China Artists Association and held an exhibition at the Yanhuang Art Gallery, Beijing.

* Joined the 1" International Sculpting Camp in Hude, Germany.

2000

2001

2002

2003

2004

2005

2006

2007

2008

* Visited Fuzhou, south of China and came to know Chinese raw lacquer.

* Organized a symposium supported by the Rheinland-Pfalz Cultural Creation Foundation at the Linderan Manor for artists from China, Germany, France, and the

United States. In the same year, curated a group exhibition at the Beda Museum, Bitburg, Germany.

» Went to Beijing for the Exhibition of Chinese Oil Paintings in the 20% Century, held by the National Arc Museum of China, Beijing,

» The Exhibition of Xiaobai Sus Art took place at the Museum Baden, Solingen, Germany.

* Won the Award of the Diisseldorf Artists Association and worked at the Max Ernst Studio in la Cité des Arts, Paris for 3 months.

* Solo exhibition took place at the Galerie Beethovenstrasse, Diisseldorf, Germany. Multiple solo exhibitions took place at the gallery in 2003 and 2006.
» The Exhibition of Xiaobai Sus Art took place at Landtag Rheinland-Pfalz, Landtag, Mainz, Germany.

* Visited Tibet with a delegation of artists from Diisseldorf on the invitation of the China Artists Association.

* Taught as visiting professor at the Hubei Institute of Fine Arts, and delivered lectures with Jerry Zeniuk, professor from Akademie der Bildenden Kiinste Miinchen.
* Joined the 2™ International Sculpting Camp in Hude, Germany.

* Lectured at the Fuzhou University on the invitation of the University. Completed the first batch of mixed-media paintings in lacquer.

* Participated in the Abstract Art Exhibition, Shanghai Art Museum, Shanghai, China and Art Cologne, Cologne, Germany.

* Moved from Weidingen, where he resided for 12 years, back to Diisseldorf, Germany.

* Hosted “Wyishan Interactive Art Practice — Chinese Artists vis-a-vis German Artists.”

* Finished the draft of the autobiographical catalogue, Xiaobai Su 2005.

* Established the Shanghai studio.

* A Symposium on Xiaobai Su’s art was held among 25 art critics in Xiaobai Su’s Shanghai Studio.

» The interview article “An Interview with Xiaobai Su — Artworks are the Entire Life of the Artist” by Baixi was first published in the winter 2006 edition of Zoday

(Jintian), a literary magazine.

* Solo exhibition fntangible Greats took place at the Shanghai Art Museum, Shanghai, China (exh. cat.).

* Attended the Seminar on Chinese Abstract Art of 30 Years in Beijing.

* The work 300 Leafs was exhibited at the Bi-City Biennale of Urbanism and Architecture, Shenzhen, China.

+ Kao Gong Ji — Xiaobai Su Solo Exhibition, curated by Gao Minglu, took place at the Today Art Museum, Beijing, China (exh. cat.).

+ Clarify My Mind to View the World: A Solo Exhibition of Xiaobai Su took place at the Lin & Keng Gallery, Taipei, Taiwan and Beijing, China (exh. cat.).
+ Yi Pai: Thirty Years of Chinese Abstraction took place at the Wall Art Museum, Beijing, China; La Caixa Forum, Palma de Mallorca, Barcelona, and Madrid, Spain (exh. cat.).
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* The Dynasty of Colours — Xiaobai Su Solo Exhibition took place at German National Television ZDE Mainz, Germany.

* The film crew of German National Television ZDF went to Xiaobai Su’s Shanghai studio for an in-depth feature coverage.

* The Dynasty of Colours — Xiaobai Su Solo Exhibition took place at the Langen Foundation, Neuss, Germany (exh. cat.).

* Black on Red — The Art of Xiaobai Su took place at the Tina Keng Gallery, Taipei, Taiwan (exh. cat.).

* Accepted the close-up interview of journalist Yan Li-Zhong from Life Magazine. The article “The Dynasty of Colours — Leaving

and Returning” was published in the April issue of Life Magazine in 2012.

* Worked in the Poligrafa Printing Studio, Barcelona, Spain.

* Xiaobai Su 2010-2012 took place at the Tina Keng Gallery, Taipei, Taiwan (exh. cat.).

* Worked in the Poligrafa Printing Studio, Barcelona, Spain.

* Grand Immensity — the Art of Xiaobai Su took place at the National Taiwan Museum of Fine Arts, Taichung, Taiwan (exh. cat.).

Interviewed by author Lee Wei-Jing.

+ Exhibited at Art Basel, Basel, Switzerland.

* Su Xiaobai: Painting and Being, curated by Paul Moorhouse, took place at the Pearl Lam Galleries, Hong Kong, China (exh. cat.).
* Solo exhibition Su Xiaobai took place at the Almine Rech Gallery, Paris, France.

* Xiaobai Su 2012-2014 took place at the Tina Keng Gallery, Taipei, Taiwan (exh. cat.).

* Worked in the Poligrafa Printing Studio, Barcelona, Spain.

* Monograph Su Xiaobai was published by Skira, Italy.

* Luminescence, curated by C. M. Schneider, took place at the Pear] Lam Galleries, Singapore.

* Su Xiaobai 2014-2016 took place at the Tina Keng Gallery, Taipei, Taiwan.

* Exhibited at the TEFAE Maastricht, Netherlands

* Founded art organization W3 in Diisseldorf, Germany.

+ Exhibited at the TEFAE, Maastricht, Netherlands.

* Exhibited at the Armory Show, New York, U.S.A.

* Exhibited at [nfinite Blue, Brooklyn Museum, New York, U.S.A.

* Exhibited at Art Diisseldorf, Diisseldorf, Germany.

* And theres nothing I can do took place at the Hyogo Prefectural Museum of Art, Kobe City, Japan (exh. cat.).
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