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propagation of a new artistic movement that is associated with Gao Jianfu, Gao Qifeng, 
and Chen Shuren’s studies in Japan after their early tutelage under Ju Lian (1828 –  
1904).3 Lingnan literally means ‘south of the mountains’ in Chinese and has loosely 
been used to refer artists from Guangdong. However, the Gao brothers and Chen 
Shuren themselves did not want to let the term ‘Lingnan’ restrict the definition of their 
artistic practice, because they were pushing for a new ‘movement’ in Chinese art, to 
incorporate more global elements to modernise Chinese ink practice. By considering 
their political involvement in Sun Yat-sen’s revolutionary enterprise, the significance  
of their artistic breakthrough by incorporating western composition with Chinese ink 
tradition and their advocation of what they called ‘New National Painting’ (Xin Guohua) 
goes beyond the discussion of art history.4 Exemplified by Gao Jianfu’s Mountain Gates 
and River Post (1924), the hanging scroll commemorates the hardship of establishing 
the Republic by celebrating the first year of Sexagenary cycle in the Republic of China 
era. Before the painting subsequently acquired by renown Hong Kong collector Ou 
Zhen Xiong and donated to the Nanyang University, it also serviced a fundraising 
purpose in 1926, Henan, China. 

Shanghai, similar to Guangdong, was another earlier commercial port and the foreign 
trade center since the Late Qing Dynasty. Presented in the exhibition is the genealogy 
of Shanghai School that can be traced back to scholar artist Wu Changshuo (1844 –  
1927) and his influences on Wang Geyi (1897 – 1988) and Liu Haisu (1896  – 1994). 
According to Hong Kong-based scholar Jane Jian Zhang’s research, one of the major 
contributions of Shanghai School lays in ‘transplanting literati painting education from 
the private space to the public school system’,5. With Liu Haisu’s founding of The 
Shanghai Academy of Art in 1912, the notion of “the modern” was not only exemplified 
by Liu’s own stylistic reflection of Chinese literati tradition through his sojourn and 
training in France, but also signposted his modernising ambition on art pedagogy  
by schooling Chinese art in an academic environment. 

In Yeo Man Thong’s “Pre-war (1886 – 1941) Art Activities of the Chinese Community  
in Singapore through a Narrative Framework of Diasporic Bonds”, he recounts how 
artists such as Liu Haisu and Xu Beihong made their appearances in Singapore via  
the collective efforts of raising Relief Funds for China’s war against Japan.6 In other 
words, if “the Nanyang” (a phrase meaning ‘the South Seas’ from the perspective of 
Chinese mainland) represents an economically-supported political bond from the time 
Sun Yat-sen called the Overseas Chinese “the Mother of the Revolution”, to the period  
of the Second Sino-Japanese War,7 it also summons a revolutionary cosmopolitanism 
engendered from what Pheng Cheah referred as Huaqiao nationalism8—a nationalism  
in which the circulation of the Lingnan and Shanghai Schools’ artworks in Nanyang 
reveal a history of art in relation to a political self-consciousness among overseas 
Chinese merchants, and also a possible unpacking of political agency in a Chinese 
literati tradition under the colonial power and beyond. 

Being a cosmopolitan port city, Shanghai has a close tie with overseas Chinese 
communities, especially with those who reside in Singapore, and those affiliation can 
be found in both business and arts. Via the mentor-and-disciple relationship between 
Liu Haisu and Liu Kang (1911 –  2004), the literati legacy of Shanghai Art School can also 
be found in what has been referred as the Nanyang Style. The exhibition presents  
Liu Haishu’s Old Plum Blossoms (1965), created at the dawn of the Cultural Revolution. 
The pictorial depiction of old plum blossom renders the dignity of Liu’s self-projection 
through his vigour brushwork, synergising both the tree branches and calligraphy.  
On the other side of the gallery wall is A Collection of New Year Greetings (1994), 
co-created by Liu Kang, Sun Yee, Lim Mu Hue, Mou Qingbao, Huang Ming-ming,  
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Interview,” LU yaw – oral history 
Interviews – record Details 
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REEL/DISC 10 of 26, May 4,  
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archivesonline/oral_history_
interviews/record-details/ 
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0050568939ad.
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Fistful of Colours: Moments of Chinese Cosmopolitanism brings together artworks 
from the late Qing Dynasty to the present moment to explore the social history of art, 
with a particular emphasis on the situatedness of Chinese ink works amidst its political 
milieus. With reference to the concept of Chinese cosmopolitanism as proposed by 
scholar Pheng Cheah1, the exhibition connects the artistic and scholarly advocation 
embodied by the artists presented, telling a story of the social life between artists and 
society through both modern and contemporary experiences of the overseas Chinese 
intellectual and mercantile communities, their pursuits of Chinese modernity, and their 
collective cultural commitments at the dawn of globalisation.

Taking a cue from Suchen Christine Lim’s award-winning novel Fistful of Colours, the 
exhibition pays tribute to artists whose persistent pursuit of artistic identity manifested 
through their re-definitions of artistic medium and, by doing so, proactively respond  
to their respective historical milieu. As a collection-based exhibition, Fistful of Colours 
also pay close attention to the social life of the Lee Kuan Chian Collection at the NUS 
Museum. The exhibition explores artistic moments that enunciate Chineseness while 
putting these artistic practitioners at the heart of historical conjunctures. Meanwhile,  
by presenting artworks that converse with ink tradition, the exhibition deals with the 
dialectical tensions between the mercantile and intellectual considering overseas 
Chinese and their cultural identity in time of global capitalism.

Revisiting the social genesis of the Lee Kong Chian Art Museum established at 
Nanyang University in 1970, Fistful of Colours also explores the genealogy of art 
collecting practices in a modern Chinese context, and in particular, finds inspiration  
in the intersections between rich art-historical memories and the pivotal historical 
moments inhabited by the selected artworks and their journey to the Lee Kong  
Chian Collection at the NUS Museum. 

In 1980, with the merger of Nanyang University and University of Singapore to form  
the National University of Singapore, the collection was merged with the former 
University of Singapore collection. Invited by then Minister for Education and the  
first Vice-Chancellor of NUS Dr Tony Tan, Lu Yaw took up the position of consultant 
curator to administer the collection. Lu advocated the urgency to establish a university 
museum during his role as a member of Consultative Committee of the Chinese 
Department.2 In fact, Lu’s advocacy for arts and his contribution of championing  
the pedagogical relevancy resonates strongly with three constellations of artworks 
presented in Fistful of Colours—the Lingnan School, the Shanghai School, and  
artists in Nanyang. 

By featuring artworks by Ju Lian, alongside the founding trio of the Lingnan School—
Gao Jianfu (1879  – 1951), Gao Qifeng (1889  – 1933), and Chen Shuren (1884  – 1948)—the 
exhibition introduces the first proposition of Chinese Cosmopolitanism through the 
Lingnan trio’s revolution through their involvement in art and politics. Emerging from  
the early 20th Century, the establishment of Lingnan School also signalled the 
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Jiang Xi, and Liao Junhong. Created in the occasion of an “elegant gathering (Ya ji,  ꥔꥗),” a cultural practice that ties back to Chinese literati tradition, the work reflects 
how intellectual legacies were preserved and passed on among overseas Chinese. 

As Liu Kang indicated in his prose ‘Definition of an Intellectual,’ “…an intellectual must 
be a critic of the society in which he or she lives, and must also be in opposition to  
the status quo of the society.”9 This torch of intellectual responsibility of ‘Chineseness’ 
can be seen through Lim Mu Hue’s creative endeavour of documenting transition  
of Singapore a as cosmopolitan city, especially in his contemporary articulation of 
landscape works. Here, the sense of Nanyang, once again, continues Michael Sullivan’s 
reading of Chen Chong Swee’s Landscape with Palm Tress (c. 1955), in which he 
indicated “[Chen] who had studied in Shanghai, might produce charming pictures;  
but in this alien tropical world the Chinese tradition, with long-established vocabulary  
if pictorial conventions inspired by the Chinese landscape, was no guide…’.10 T. K. 
Sabapathy later advances his teacher Sullivan’s proposition and further accentuates 
the “transnational and translocal” essence regarding the aesthetic identity of Nanyang. 
In which, he states, “The Nanyang yields multiple, competing claims of artistic 
patrimony.”11 That is to say, what has been elaborated in Sullivan and Sabapathy’s 
observations concerning Nanyang is both a refusal to fixation but a quest for 
historicizing a hybridity exemplified by overseas Chinese artists beyond the 
circumscription of nationalistic associations. 

The journey of this exhibition begins with Singaporean contemporary artist Chua Chye 
Teck’s Scholar’s Rocks and ends with his photograph polyptych titled they landed  
on the damp spot and started to grow. On the one hand, in Scholar’s Rocks, Chua’s 
creative approach to his subject challenges Modernist aesthetic hierarchies of art 
versus craft, while being reminiscent of a Chinese literati tradition of contemplating  
the beauty of scholar rocks in order to cultivate their knowledge of art appreciation.  
On the other, by systematically collecting and examining these rocks that were once 
fragments of leftover cement in various construction sides in Singapore, Chua’s 
reappropriation is also a celebration of everydayness that transcends utility, in 
practicing a cultural inheritance found in Chinese art history. Similarly, in they landed  
on the damp spot and started to grow, Chua’s persistent observation of stains made  
by tropical humidity on the wood plates in his family carpentry workshop translates  
into these photographic quadruple, that evokes the Chinese four-panel scroll  
format. Chua’s photographic treatment resonates with the essence of Chinese ink 
landscape that goes beyond a poetic pictorial representation in a bid to attain the 
state of tian ren he yi (㛾☔⺬┉, a Chinese philosophical teaching of harmony  
between man and nature). The cosmic relationship between the subject and the artist, 
encapsulated in Chinese landscape tradition and recuperated via Chu’s contemporary 
intervention, sheds light on the question of cosmos in a technologically saturated 
cosmopolitan Singapore. 

From late Qing Dynasty Panyu (an ancient synonym of Guangzhou region) to the 
present-day Singapore and from Chinese cosmopolitanism to cosmopolitics of ancient 
Chinese epistemology, Fistful of Colours: Moments of Chinese Cosmopolitanism 
investigates the situatedness of Chineseness. It is neither merely an ethnic-bond 
conception within a nationalistic framework nor an indexical fixation of cultural identity. 
Here, the sociopolitical specificity of ink as a primary medium and conceptual focus 
illuminates the artistic endeavours between creative identities and political aspirations 
presented through the artists and their works.

Sullivan, Michael. Art and artists 
of twentieth-century China. Univ 
of California Press, 1996. P. 191

10

Sabapathy , T. K. “O No! Not  
the Nanyang Again! .” Lecture 
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Nanyang Artists, September  
26, 2009.
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Ju Lian
Hibiscus & Grasshoppers
1898

㷈䉷儒莌衆٬蹞亊
1898

Chinese ink and colour on silk
27.2 × 37.2 cm 
Gift of Ou Zhen Xiong
NU21058-0

Colophons

In the mid-spring of Year Wuxu1, I present  
this painting to the esteemed Mr Shi Chen, 
for his criticism.

Annotated by Ju Lian, with a pseudonym  
of Geshan Laoren (Old Man of the Divided 
Mountain)

堐陃
䡏䡑♧你╙� 溍臹⪟⩖㛻☔ꗲ塜ꣴ㸓縏☔㷈䉷⫝

Year Wuxu: Literally “the year of Earthly Dog”.1

Seal

Ancient spring (Ju Lian’s 
courtesy name, garland)
Ju Lian (Diaglyph)

ꙺⷄ
⹿媼儝
㷈䉷氫

Ju Lian
Birds & Flowers
1898

㷈䉷菊뙣
1898

Chinese ink and colour on silk
27.2 × 37.2 cm
Gift of Ou Zhen Xiong
NU21059-0

Colophons

In the mid-spring of Year Wuxu, I present  
this painting to the esteemed Mr Shi Chen, 
for his criticism.

Annotated by Ju Lian, with a pseudonym  
of Geshan Laoren (Old Man of the Divided 
Mountain)

堐陃
䡏䡑♧你╙� 溍臹⪟⩖㛻☔ꗲ塜ꣴ㸓縏☔㷈䉷⫝

Seal

Ancient spring (Ju Lian’s 
courtesy name, garland)
Ju Lian (Diaglyph)

ꙺⷄ
⹿媼儝
㷈䉷氫
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Seal

Ancient spring (Ju Lian’s 
courtesy name, garland)
Ju Lian (Diaglyph)

ꙺⷄ
⹿媼儝
㷈䉷氫

Ju Lian
Birds & Flowers
1898

㷈䉷菊뙣
1898

Chinese ink and colour on silk
27.2 × 37.2 cm
Gift of Ou Zhen Xiong
NU21059-0

Colophons

In the mid-spring of Year Wuxu, I present  
this painting to the esteemed Mr Shi Chen, 
for his criticism.

Annotated by Ju Lian, with a pseudonym  
of Geshan Laoren (Old Man of the Divided 
Mountain)

堐陃
䡏䡑♧你╙� 溍臹⪟⩖㛻☔ꗲ塜ꣴ㸓縏☔㷈䉷⫝

Seal

Ancient spring (Ju Lian’s 
courtesy name, garland)
Ju Lian (Diaglyph)

ꙺⷄ
⹿媼儝
㷈䉷氫



0908

Zhao Shao’ang
A Sea of Clouds in Mount Emei
1951

颭㵼伢㻴洅○宾
1951

Chinese ink and colour on paper
29.5 × 37 cm
Malcolm MacDonald Collection
NU92010-0

Colophons

During my sojourn in Sichuan, I stayed on 
Mount Emei for a short period. The mountain 
was thousands of feet in height. Halfway up 
the mountain, there was always a boundless 
sea of clouds veiling the realm of the human. 
Only when the clouds occasionally recede 
could one take a glimpse of the mortal world. 
Indulging in such a splendid view, I felt as  
if I were living a secluded life in the Moon 
Palace far away from Earth, and that I would 
never want to fall back into the earthliness  
of ordinary life.

In the second month of Year Xinmao2, during 
Shao’ang’s sojourn in Hong Kong.

Brother Tan Tsze Chor presented this 
painting to Mr MacDonald as a gift.

堐陃
傘㲘䄘贏㵸⛨㻴洅ն㻴㸓냕鶽┒㶸㸓ⶐ○宾鹃襞☔㴿⣒┉丆⺬㡎鈷㶇┩ն糋骰⪭ꠑ僗䇮㳷⬦㚲┘䛃ꄆ駫㶇⟁╮䚉ն鰧ⷂ◅僖� 㵼伢亸域꺜㹢ꡱ╮⮣⩖♓塝䧏颇� 뜷〱篞⩝榟

Year Xinmao: Literally  
“the year of Metal Rabbit”

2
Seal

Shao’ang (Garland)

ꙺⷄ
㵼伢儝

Gao Jianfu
Mountain Gates and River Post
1924

냕⯬撜㸓㒮姡뀣
1924

Chinese ink and colour on paper
165.2 × 48.6 cm
Gift of Ou Zhen Xiong
NU22047-0

Year Bingyin: Literally “the year of Fire Tiger”.4

Year Jiazi: Traditional Chinese calendar follows the “sexagenary cycle”. It is a cycle  
of sixty terms, each corresponding to a year. The naming of these years follows the 
Stems-and-Branches 䇕䶹 system, where there are a total of 10 heavenly stems  5 yin and 5 yang, combined with 12 earthly branches 6 yin and 6 yang, also known 
as the 12 zodiac signs. Year Jiazi is the beginning of a sixty-year cycle, it literally 
means “the year of Wooden Mouse”.

3

Colophons

How lonely they seem – 
The mountain gates, the river post.
The leisurely cloud comes and goes, 
under the gaze of this timeworn fortress.

Jianfu
Painted and annotated in the autumn of 
the first Year of Jiazi3 since the Republic 
of China (ROC) era

Postscript

In Year Bingyin4, I attended Henan 
Nanwu School’s funfair exhibition cum 
Zhixin School’s charity sale for the 
construction of its sports field. Among 
this great number of beautiful artistic 
masterpieces, Gao Jianfu’s painting, 
Mountain Gate and River Post, and 
Zhang Jingjiang’s calligraphy couplet 
were the most outstanding. I bought 
these pieces for my bureau and hung 
them in the hall for everyone’s 
appreciation.

Recorded by Deng Zeru

堐陃
㸓㒮姡뀣舅蛊树䷚㑛ꠏ○休䏡全妨㎁瑬┉榻㯸⮣熤⯬撜

餭乃
妨㎁┮㳟你鴟鵹� 䣮⟓㰢劅甄䋦鲠ⲁ㏜⡾媞⶟⶟塡㰢劅䋯崄荔㷣鈾⚡⺲☔░槆紆┘羿䷄╈僗냕⻄⯬撜㸓㒮姡뀣槆┉䆋յ䌫⻄ꪐ娡░嫎┉纭㶗╙其⭳╮⛼ն撓榺鲠糓顔䗀ⷦ◄♓❠⚛鈾ն麬嬐㞜鎾
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NU92010-0
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ꙺⷄ
㵼伢儝
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堐陃
㸓㒮姡뀣舅蛊树䷚㑛ꠏ○休䏡全妨㎁瑬┉榻㯸⮣熤⯬撜

餭乃
妨㎁┮㳟你鴟鵹� 䣮⟓㰢劅甄䋦鲠ⲁ㏜⡾媞⶟⶟塡㰢劅䋯崄荔㷣鈾⚡⺲☔░槆紆┘羿䷄╈僗냕⻄⯬撜㸓㒮姡뀣槆┉䆋յ䌫⻄ꪐ娡░嫎┉纭㶗╙其⭳╮⛼ն撓榺鲠糓顔䗀ⷦ◄♓❠⚛鈾ն麬嬐㞜鎾



1110

Gao Jianfu & Chen Shuren
Daylilies and Rocks
1923

냕⯬撜�&�ꡱ剨☔�譠㵜㎂5

1923

Chinese ink and colour on paper
104.8 × 46.3 cm
Zhong Hwa Book Store
NU22017-0

The title can also be translated as A Birthday Well-Wish Born  
by Daylilies and Lake Tai Rocks. Daylilies signify mothers in the 
Chinese culture. Rocks from Lake Tai were also known as shou 
shi (rock of longevity). Paintings of daylilies and Lake Tai Rocks  
is a genre of birthday painting specifically dedicated to mothers.

5

Seal

Gao Lun’s Seal (Diaglyph)

(Bottom Right)

Gathering in Xiong Zhai (Diaglyph)
Ou Zhenxiong’s Artistic Collection Seal (Garland)
Fanyu County, Guangdong (Garland)

ꙺⷄ
냕㽛╮ꈤ氫
	⺓┖

ꥒ之㲽꥗氫埪䨕ꥒꈶ誾ⷄ儝䇮䃸樑熇⹁儝

Colophons

In the seventh month of Year Guihai, Chen 
Shuren painted the orange daylilies, while  
I painted the rocks and wrote this paragraph, 
in celebration of Mrs Ou’s sixtieth birthday

Annotated by Gao Jianfu

堐陃
埪㜂☔⪟燔蔻㵜� 氢◭┍僖ꡱ剨☔⛼蛝蔈⛷槆溍䇛겗䑩⯬撜☷

Gao Qifeng
Mountain Village in a Morning Drizzle
1924

냕㜦㼈㸓兎侞ꦞ
1924

Chinese ink and colour on paper
38.2 × 59 cm
Gift of Lee Kah Yeow
NU22053-0

堐陃
㸓兎侞ꦞ㜦㼈냕㿰㲘媐╮⛼

Colophons

Mountain Village in a Morning Drizzle
Painted by Mr Gao Qifeng during his  
sojourn in Shanghai
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堐陃
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Colophons
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1312

Huang Junbi
Victoria Falls
1969

랉⻄梗簟㛡⮵◘恑䄭
1969

Chinese ink and colour on paper
185 × 93 cm
Gift of Huang Junbi
NU22070-0

Colophons (on the upper right-hand side)

Like snow flurries blowing against the lush 
rock cliffs; 
Like spring thunder echoing in the vast, 
verdant rainforest
I visited Victoria Falls during a tour in South 
Africa and recorded down its magnificence 
after returning home in the summertime  
of Year Jiyou6.

Annotated by Huang Junbi

堐陃⺓鱦Ꝛ堐
綴溍䗀㽕괎礮ꦣ菿冷┒㙢꧟你ꦽ崄⶟乒鈸簟㛡⮵◘恑䄭䄕鿛㛉仼䎍全䢥⛼� 랋⻄梗䇛阭

Year Jiyou: Literally “the  
year of Earthly Rooster”.

6

Seal

To cultivate in the beauty  
of nature (Garland)

ꙺⷄ
懡○❠⪳儝
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ꙺⷄ
懡○❠⪳儝



1514

Ni Mo-Geng styled himself as Mogeng.

Xia Tingzhen styled himself as Xiaogu.

Huang Shanshou styled himself as Xuchu.

7

8

9

Cheng Yaosheng, Ni Mo-Geng, Xia Tingzhen, 
Huang Shanshou, Wang Zhen, Wu Changshuo
Bird & Flower
1915 

爊桀瑅յ⡎㘟縰յ㛉䋠勭յ랋㸓㵜յ曓꧟յ⻲伷漓菊뙣
1915 

Chinese ink and colour on paper
177 × 94.4 cm
Gift of Mr Teo Chin Thong
NU21032-0

Colophons (on the upper right-hand side)

O eagle, on stone-faced cliff, a nest it makes; 
from the fruit of the plum, its hunger it sates. 
Thus cries the eagle and through its eagle 
song, in stone and plum, two friends are 
made.

In the early autumn of Year Yimao, Yaosheng 
painted the eagle; Mogeng7 added the plum 
blossoms; Xiaogu8, the rocks. The sparrow 
and the bamboos were added after the 
painting has been finished.

Annotated by Lao Fou (style name of  
Wu Changshuo).

Colophons (on the bottom left-hand side)

Xuchu9 planted the bamboos; Yiting added 
the sparrows.

堐陃┕
菿㽕⛼䄀뚴割╦╮㳷匣篾㲓뚴깨ゟ╮뚴⪭뙧湮匣溍⹘╮ն▁ⷂ⮣熤桀瑅槆뚴㘟縰辍匣㵸隴䦚溍ն椘ꥊ蔝琉겗⺴⹑辍
縏籡

堐陃┖
伅⮣熨琉┉◻辍椘ꥊ
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1716

Liu Haisu
Old Plum Blossoms 
1965

⮝宾睽縏匣㎬
1965
Chinese ink and colour on paper

146.1 × 76 cm
Gift of Dong Feng Rubber Pte Ltd
NU22003-0

Colophons (on the right hand side)

I laid out my cherished ink slab made of 
shigu and writing brush made of jade, as  
I leisurely painted the old blooming plum tree. 
What a brave flower, for it challenges the 
freezing snow with its glorious blossom; 
What a noble tree, for it cannot wait to be  
the first messenger of spring!

堐陃⺓堐
末䤿溍령杺构琾䡖╙⹿匣┉⫝洠ն┒菊丄⺸ꦣ╈⭳┉剨斻⩝㛾┖你ն宾絬⹑겗

Colophons (on the upper right-hand side)

In the tranquil mountain, through the red 
pinewood forest:
The plum blossoms – set ablaze by the 
sunset glow; 
The worn pine bark – shining as if it’s forged 
of steel.
A time-honoured rendezvous is happening, 
secretly,
between the pair of good friends,
in this season of chilly wind and snow.

Painted in the winter of Year Yisi, for  
Mr Zhentong
by the 70-year-old Liu Haisu, whose arm  
had just recovered

堐陃⺓鱦Ꝛ堐
ⶕ伺侪栁ꨏ懓
䇠縏榟ꚗꛎն㸱㳷僗⺱䑏
狜㸓颋冋冷▁䄗⫷仼�⫝╙䨕鵟⩝榟ⶤ⾩� ⮝宾睽檪膩⮣歵� 休䇗┍ⶇ

Seal

Haisu’s painting (diaglyph)
Haisu’s life of longevity (diaglyph)
Mr Liu of Wujing County (diaglyph)

Seal (Bottom Left)

A glimpse of perfection (garland)
Yihai Hall (diaglyph)

ꙺⷄ
宾睽槆ⷄ氫宾睽Ꝛ㵜氫塡鲽⮝妣氫

ꙺⷄ	䄅┖

傽篺媍宾儝荔宾㔆氫
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ꙺⷄ
宾睽槆ⷄ氫宾睽Ꝛ㵜氫塡鲽⮝妣氫

ꙺⷄ	䄅┖

傽篺媍宾儝荔宾㔆氫



1918

Lu Foting
Murmuring Brooks in a Tranquil 
Mountain
1972

⼊⛺䉀狜㸓孱姡
1972 

Chinese ink and colour on paper
108 × 33 cm
Gift of Lu Foting
NU23026-0

Colophons

The silence of this mountain is livened 
up by the murmuring of its streams.
The purest heart walks the most 
profound path.

Written in Taichung, in the spring of 
Year Renzi10

堐陃
⬘䑏䖩㟒鷹孱姡㚚狜㸓㚗㯸你⫝◇舦╈

Year Renzi: Literally “the year of  
Water Mouse”

10

Zhuang Shengtao
Field View
1972

䇸㚜寸黽俌
1972

Chinese ink and colour on paper
136.2 × 69.3 cm
S1980-0555-001-0

Colophons

I painted what I saw in the suburb  
after Vesak Day in Year Renzi. My 
brushwork and arrangement of scenic 
objects in this painting are far from 
perfect. Apart from my lack of skills, 
this is probably due to the 
shortcomings of nature sketching, too.

Also annotated by Zhuang Shengtao

堐陃
㸓兎侞ꦞ
㸱㚗㯸ⶼ㖡荣⺴⫝黽⵱䢥鈷篠鈸⪒㎂俌擻╮⹦艐琾㘟╮䬠憤㶉儔舨杼䘶♓⼁Ⱶⱱ㶉孷㛙䡝╙⫝榟╮檪█� 䇸㚜寸䇛阭ն
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Lu Foting
Murmuring Brooks in a Tranquil 
Mountain
1972

⼊⛺䉀狜㸓孱姡
1972 

Chinese ink and colour on paper
108 × 33 cm
Gift of Lu Foting
NU23026-0

Colophons

The silence of this mountain is livened 
up by the murmuring of its streams.
The purest heart walks the most 
profound path.

Written in Taichung, in the spring of 
Year Renzi10
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Liang Boyu
Observing Waterfall
1973

匛⚼鎹鈸媼㎂
1973 

Chinese ink and colour on paper
97 × 42 cm
Gift of Liang Boyu
NU23078-0

Colophons

Observing Waterfall

Painted as a memento for  
Lee Kong Chian Art Museum
Painted and donated by  
Mr Liang Shunde from Hong Kong

堐陃
鈸媼㎂
┉▆┍└䇗氢┢◐僖ⶇ◐仼╙先⩞⯥乃擻꺉㰆䒝걹䐻匛⚼鎹◇꺜娡ն

Chen Wen Hsi
Cock & Hen
1952

ꡱ乃䄹⹙뙥㎂
1952

Chinese ink and colour on paper
115.5 × 51.7 cm 
Malcom MacDonald Collection
S1955-0113-001-0
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Sun Yee
Flowers & Peacock
1960

婠ꥍ뚂迡鲛你
1960 

Watercolour & ink on cotton
175 × 87 cm
Gift of artist
S1980-0762-007-0

Colophons

After Lü Tingzhen and Lin Yishan in the 
Ming dynasty, there were a good three 
hundred years when there was no 
outstanding successor of bird-and-flower 
paintings in the Qing dynasty. Now that  
I admire this painting of Mdm Sun Yee’s, 
it is as innovative as its painter. 
Annotated by Chang Dai-Chien  
of Sichuan, with his full respect.

Luan bird welcomes spring. 
Painted by Sun Yee, Year Gengzi11

堐陃
菊뙣舅伺♓全⺾䋠䨕冷♓ャ┼㳃僗岲└氬䇗鳘仯簒縖ն☪鈸婠ꥍ㝵㚖䢥⛼┙⪭⛼縖㛙⮷깹二䙫✐僜╮舗ն贏☔䌫㛻ⶉ撓䦚겗ն
뚂迡鲛你䈝㯸� 婠ꥍ

Year Gengzi: Literally  
“the year of Metal Mouse”.

11

Seal

Chang’s personal seal (diaglyph)
A wish of a thousand years 
(garland)

ꙺⷄ
䌫撓熖ⷄ氫ⶉ熤䛃儝

See Hiang To
Birds and Mussaenda
1969

产꺜媚뚎┙曑⺗ꄋ菊
1969

Chinese ink and colour on paper
121 × 33 cm
Gift of Ng Eng Teng
N2001-0001-088-0

Colophons

Hiang To assisted in the 
creation of this painting in 
autumn, the ninth month of 
Year Jiyou12

Painted by Mr Gao Qifeng 
during his sojourn in Shanghai

堐陃
䄕鿛熤▆僖꺜媚榰⯆㜦㼈냕㿰㲘媐╮⛼

Year Jiyou: Literally  
“the year of Earthly Rooster”

12
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Tan Choon Ghee
Singapore Junks
1963

ꡱ㰆╬二ⱶ㐕媞��芷俌
1963 

Ink on paper
57.8 × 40.3 cm
S0001-0082-001-0

ꙺⷄ
䑛鱑顆ꄆ儝䄭辉☔氫冷儒⴫㰄㛻憇
⺓┖
䡘䄳鵰擻氫鲋殭㶨㞐儝

Lee Man Fong
Monkeys
1979

先傺㼈紮昱
1979

Oil on board
122.5 × 61 cm
Gift of Lee Man Fong
S1980-0843-001-0

Seal

Persist and endure (garland) 
The commoner (diaglyph)
Lim Mu Hue, style name Da Tan

(Bottom Right)

I learn from nature (diaglyph)
Just enjoy (garland)

Colophons

Sketched in 1979 in the zoo, Natura Artis 
Magistra, in Amsterdam, Netherlands. 
Man Fong

堐陃
┉▆┍▆䇗⫝蕔⪥ꡦ㡀亊鱲╘꥔螣㚖ⲁ擻㍩╮仾牭� 傺㼈
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Lim Mu Hue, Mou Qingbao, Huang Ming-ming, 
Jiang Xi, Liao Junhong, Sun Yee, Liu Kang
A Collection of New Year Greetings
1994

冷儒⴫յ籕岲㲑յ랋伺ꛃյ㡷里յ䊙➭뚃յ婠ꥍյ⮝䤺二你꥔꥗
1994 

Ink on paper
68.2 × 131.5 cm
Gift of Daniel Mui Sau Fu
S2012-0005-195-0

Colophons

During our New Year gathering, chicks  
were skipping around among the beautiful 
blooming flowers.
Annotated by Liu Kang in 1994.

Mu Hue painted the chicks; Mou Qingbao 
painted the bamboos; Ming-ming painted 
the narcissuses; Jiang Xi painted the rocks; 
Jun Hong painted the plum blossoms;  
Shen Yan (Sun Yee) drew the orchids.

堐陃
二你꥔꥗紆╜ⶕ氬菊룊䷑㵸뙥饥┉▆▆㍋䇗� ⮝䤺겗
儒⴫⫝뙥籕岲㲑⫝琉伺ꛃ⫝姡♁䇛阭㡷里⫝溍➭뚃⫝匣婠ꥍ槆⪥

Lim Mu Hue
Tanjong Rhu Shipyard 
1970 – 2005

冷儒⴫╘篽熇㵸芷㐑
1970 – 2005

Pastel & charcoal
64.8 × 86 cm 
Gift of Lim Chek Khoon
S2012-0005-068-0

Colophons

The Small Shipyard at Tanjong Rhu

What was drawn remain unchanged,  
yet the actual place looks completely 
different nowadays.

I rejoiced when I re-discovered this drawing 
a few days before the Zhongyuan Festival 
(Hungry Ghost Festival) of Year Yiyou.  
I therefore dedicated an annotation to this 
drawing.

Annotated by Mu Hue, style-named Zhengze, 
in 2002, in his too-vulgar-to-be-endured arts 
studio.

堐陃
╘篽熇㵸芷㐑㞜☪槆俌❣仾㏇⺅佭곽靎䷉▁鿛╈⩕⯥⭓仼㛃䐂塝㎂ㄎ榖攐䑩╮ն䇗儒⴫塜嬐◇䄭⪥꥔㐕⟁┘⺎縨槆㲜

ꙺⷄ
䄭辉☔氫冷儒⴫㰄㛻憇

Seal

The commoner (diaglyph)
Lim Mu Hue, style name Da Tan



2726

Lim Mu Hue, Mou Qingbao, Huang Ming-ming, 
Jiang Xi, Liao Junhong, Sun Yee, Liu Kang
A Collection of New Year Greetings
1994

冷儒⴫յ籕岲㲑յ랋伺ꛃյ㡷里յ䊙➭뚃յ婠ꥍյ⮝䤺二你꥔꥗
1994 

Ink on paper
68.2 × 131.5 cm
Gift of Daniel Mui Sau Fu
S2012-0005-195-0

Colophons

During our New Year gathering, chicks  
were skipping around among the beautiful 
blooming flowers.
Annotated by Liu Kang in 1994.

Mu Hue painted the chicks; Mou Qingbao 
painted the bamboos; Ming-ming painted 
the narcissuses; Jiang Xi painted the rocks; 
Jun Hong painted the plum blossoms;  
Shen Yan (Sun Yee) drew the orchids.

堐陃
二你꥔꥗紆╜ⶕ氬菊룊䷑㵸뙥饥┉▆▆㍋䇗� ⮝䤺겗
儒⴫⫝뙥籕岲㲑⫝琉伺ꛃ⫝姡♁䇛阭㡷里⫝溍➭뚃⫝匣婠ꥍ槆⪥

Lim Mu Hue
Tanjong Rhu Shipyard 
1970 – 2005

冷儒⴫╘篽熇㵸芷㐑
1970 – 2005

Pastel & charcoal
64.8 × 86 cm 
Gift of Lim Chek Khoon
S2012-0005-068-0

Colophons

The Small Shipyard at Tanjong Rhu

What was drawn remain unchanged,  
yet the actual place looks completely 
different nowadays.

I rejoiced when I re-discovered this drawing 
a few days before the Zhongyuan Festival 
(Hungry Ghost Festival) of Year Yiyou.  
I therefore dedicated an annotation to this 
drawing.

Annotated by Mu Hue, style-named Zhengze, 
in 2002, in his too-vulgar-to-be-endured arts 
studio.

堐陃
╘篽熇㵸芷㐑㞜☪槆俌❣仾㏇⺅佭곽靎䷉▁鿛╈⩕⯥⭓仼㛃䐂塝㎂ㄎ榖攐䑩╮ն䇗儒⴫塜嬐◇䄭⪥꥔㐕⟁┘⺎縨槆㲜

ꙺⷄ
䄭辉☔氫冷儒⴫㰄㛻憇

Seal

The commoner (diaglyph)
Lim Mu Hue, style name Da Tan



2928

Lim Mu Hue
The Changing Look of Bukit Purmei
1950 – 2005

冷儒⴫塡⺮㲑紆
1950 – 2005 

Pastel & charcoal
64.8 × 86.4 cm
Gift of Lim Chek Khoon
S2012-0005-070-0

Colophons (on the upper left-hand side)

This used to be an unfinished drawing from 
the late 50s. I was stopped halfway by heavy 
rain, and kept this drawing, thinking that  
I would finish it in another day. Who would 
have thought that I completely forgot about 
it, until it got re-discovered recently? My, my! 
Now that I look at the location I had drawn 
– the high-rises, the HDB blocks – It’s 
beyond recognition!

This hill was known as Ku-a-Sua (Little 
Tortoise Hill), located at Silat Road. The only 
things still recognizable in the picture are the 
Catholic church and the Taoist temple, Tang 
Gah Beo. 

It is hard not to let out a long sigh in the face 
of such vicissitude. I thought of completing 
this painting but finally decided to keep it 
this way.

On the first day of the seventh month of  
Year Yiyou (5 Aug 2005), I rejoiced when  
I recovered this drawing along with two 
others from an old storage box. A few words 
had to be jotted down to express my feelings.

Annotated by Mu Hue, the Seven-Year-Old 
Old Boy, in his too-vulgar-to-be-endured  
arts studio in Telok Blangah Rise.

Additional Annotation: This place is now 
renamed Bukit Purmei.

堐陃
塝㎂㛻篑◇◐ⶇ䇗♏儕僿䢥槆㶉儔㱭䡗㍔槆舗┉ⶐ䒬抅㛻ꦞ⡯沘┘䐂䄖䷄琾䷉㛾⫋㱭䡗ն⛙ⷋ㶨塝䷄誾鲂☪㡎⹑⹠朆ն㜦⿋㞜☪ꪫ泘䄖ꪜ⪒佭篯㷑냕哥湮
塝㏐륻㯸㸓⛣◇溍⺞饟㛾╚䷷㔆⽰┱䂺䈛㶉⺎鱁阡縡䄖ն媍宾勗榹♐☔〰ㇵն
儖䘶⫋簘䡗⛙㍑㜍┉䘶鲸佭⟊槳⸉槆㞐ն▁鿛䇗┍僖⮣┉仼⪜⩕◅ջջ◐䇗⪙僖◐仼◇紆㎁ⱶ䃸鲭二⺴丝杼仾畢㛃䐂塝㎂⹕⺁┼䆋仾⛼埣ㄎ┒⮆�撓攐丗陪阭╮ն
┍㸱縏걼珡儒⴫塜琾⫝◇䄭⪥꥔㐕⟁┘⺎縨槆㲜ն
朆䷉⺲塡⺮㲑紆� ⹑鎾

ꙺⷄ
䑛鱑顆ꄆ儝䄭辉☔氫冷儒⴫㰄㛻憇

	⺓┖

䡘䄳鵰擻氫鲋殭㶨㞐儝

Seal

Persist and endure (garland)
The commoner (diaglyph)
Lim Mu Hue, style name Da Tan

(Bottom Right)

I learn from nature (diaglyph)
Just enjoy (garland)
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Lim Mu Hue
Backstage double sided
Circa.1960

冷儒⴫⺴⺏⹙ꪫ冎
Circa.1960

Woodblock printing plate
20.5 × 15.2 cm
Gift of Lim Chek Khoon 
S2012-0005-051-0

Lim Mu Hue
Fortune Teller double sided
Circa.1960

冷儒⴫畀⽜♁⹙ꪫ冎
Circa.1960

Woodblock printing plate
20.5 × 15.2 cm 
Gift of Lim Chek Khoon 
S2012-0005-051-1
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Lim Mu Hue
Sketch of Rambutan Garden 2
Circa. 1964 

冷儒⴫ 䙿飮㍩蔈牭◅
1964䇗䄅⺓
Chinese ink and colour on paper
48.3 × 128.7 cm 
Gift of Wang Loke Meng
S2012-0005-198-0
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䙿飮㎥�ꈉ璛錃銶㎬
Yuqu13 Garden  The Garden of Foolish Indulgence
Pencil Sketch Design

㍩㍔阦饟�䄖┘㛃㰆
The garden no longer exists due to 
road construction.

Image Credit: Lim Chwen

Yuqu 䙿飮 literally means 
“foolish indulgence”. “Being  
a fool” is a concept celebrated 
by the Chinese people because 
they believe that “a man of  
great wisdom often seems like 
a fool 㛻保萴䙿”.

13

䙿舗獚侇亠䖩䓪飮䐍䇨㚲䐂洠䗯䗯
Only to the extreme of foolishness  
comes a man’s real nature;
Only in the most serene place hides  
one’s greatest indulgence.

鲹佭ꭧ縏舅䲴纭
This is a couplet composed by Mr Han.

㎥╈牊吣⺲熨仼ꄅ篍奓╘夶交蘓捘休䑒鹷乃䷷槡⺲㳃⹕㞐⹘全ゟ✞╘⪵⹆鈸䢥䈄誾ꢽ楁䇛纕╚☔隅諞䑏䐂
Mr Han planted a famous species of rambutan tree  
in this garden. Whenever the fruits were ripe, he would 
invite respectable personalities in the field of arts and 
education, as well as his friends, for rambutan tasting. 
He would also show the guests his antique collection 
and share his thoughts on the arts with them.

⺴㍔鲭㍑╈㎜㍩佄╚☔ꭧ縏◇⴮◹䷚㲩ⶤ擻ꢙ╚䧏⶟嬣溿狒㲜
Mr Han sold the garden and returned to China 
afterwards, to oversee the Nanyang Research  
Centre of the Palace Museum in Beijing.

樧㷀培憡☽縏⭳░䑓⹕撕⺱㰢劅⯥劅Ꝏ錉ꖈ烑⩝榟	琾⺲曥䡌٬⺲荔陁㳃
�傽䬠阫䡘全槆㍩俌┉◄➘全⭸碟
The Singaporean government wanted to publish  
a book about him. They remembered that I was once 
invited by the ex-Principal of Ai Tong School, Koh 
Cheng Foo (a famous art critic, also known by his pen 
name Marco Hsü) to paint the garden’s landscapes,  
so they dropped me a mail to ask for some paintings.

蟐錉劅Ꝏ鵹佔僿仼➘鬼䏡鵭㴴䡗┍⪙䍖
Thanks to Principal Koh, I was given a ride to the 
garden every Sunday, and indeed completed some 
seven or eight sketches.

鴟鷔ⶕ䄍⫿狯㳀焔♐┖㏇㳃㵩崡╙塝蔈牭㳝◹簄ꮑ縏㲊㜕⫋榫颋㲚槆䡗�䎷㎂╈俌擻㞜㲓⸉⛣拨䬞
The time coincided with the curfew period during  
the 1969 race riots. I stayed at home, gathered these 
drafts, and sent them to Beijing for Mr Han’s selection 
before I painted the coloured landscapes faithfully  
on rice paper.

⸉儖ꮑ縏釐䡘槆⭳└ⶇ㛡⛣⺲㳃⛙㍔休ꠑ㜀ⴏ⹑䷄꥗顫乢┘佄⺅㞐槆☽縏⽰䡘⹕⼁㜂☔◇㎂╈儔耆㞜䛃堧榖
Initially, Mr Han asked me to paint some thirty artists. 
However, due to time limitations and difficulties in the 
material collection, I could but paint down him, myself, 
and my wife. My sincerest apologies for being unable 
to fulfil his request.

㎂䡗┾鑁☽縏⹘㞐겗餭䘝㍔⛣㵸䢥♓⺅䐂丗⛣縡䄖
After the painting was completed, I invited his old 
friends to write the colophons. Space is rather restricted, 
so I only managed to get a few of them to write.

嫰��Ζ�㜀䇖㷀篰⻲⚨⺮
Note: Ζ JP Wu Weiji

☽ⴍ┖┉叭╘嘻舅㋂┉琷
He bought this rambutan tree and smiled  
in self-indulgence.

◅ջջ└䇗⪙僖╈熤⺴㴴◇⡬╵⛜⪥꥔篯㷑�냕哥⟁┘⺎縨槆㲜儒⴫�塜ⶕ
Written in my too-vulgar-to-be-endured arts studio  
in an HDB block in Telok Blangah after Mid-Autumn 
Festival in August 2003. Lim Mu Hue, style-named 
Zheng Hua.
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Chua Chye Teck 
Scholar’s Rocks 
2013 – 2018

褛顉䐻乃☔溍
2013 – 2018

Cement & wood
Found broken concrete fragments  
on hands carved tembusu wood bases
Dimension varied
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Chua Chye Teck
they landed on the damp spot  
and started to grow
2020

褛顉䐻㱙♜蛽◇䋵糋䇛䋯㡎榟Ꝛ
2020

Inkjet prints on wood
64 × 107 cm each × 4
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