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Preface

In color theory, color is made up of hue and light. Warm and cold hues create different
feelings and atmosphere, thus generating a sense of space; moving light further injects into this
space the hidden concept of time. color is actually a quality of "matter" - it reflects light,
triggering different visual reactions in viewers and conveys emotions or cultural association,
making colors in our daily lives deeply interpretive: economy uses colors for different indications;
traffic signals notify allowance for passage; the fashion industry dictates essential colors for
different seasons; overtime, society imposes onto colors a variety of symbolic meanings
and/or practical purposes that more or less numb our feelings towards them. Color has
become, under conventions, a contraint symbol. Over centuries, artists strived to step outside
of this, rebelling against such constricted thinking and trying to liberate the singular nature of
color. Under the dominance of amademia, however, subjects such as religion, myths, history,
still life and portraiture continued to limit the applications of color, and it was not until the late
1900s when impressionist painters experimented with light that colors had been given a breath
of fresh air.  Artists of the 20th century furthermore/resumed to take colors to the next level
and actualized/realized all sorts of ground breaking possibilities.

a seriouly trained painter can distinguish at least 70 different shades of red; adding to that the
difference in hues, a single color can have over 700 variations. Combining that with other
colors, what can happen on a canvas is not merely a matter of possibilities. In 1666. Issac
Newton (1642-1727) seperated sunight with a prism, discovering the red, orange, yellow, green,
blue, indigo and purple lights that compose it. in 1790, disapproving poet Johann Wolfgang
von Goethe (1749-1832) started his dedicated research on color and published Theory of Colors
(Zur Farbenlehre) , believing color to be originated(generated) from the opposition of light and
darkness. Goethe further noted the subjective experience of the retina, including viewers'
perceptions into his system of color. Impressionists followed the changes of natural light in the
19th centuries and faithfully recorded what was witnessed. Fauvism(French for "the wild
beasts") emphasized the use of pure colors, constructing with singular tones to get unlimited
extention from limited space on the canvas. Inthe 1950's, Yves Klein's (1928-1962)



International Klein Blue (IKB) made us stare and got us lost in his intense monochrome;
simultaneously, complementary colors appeared on Mark Rothko's (1903-1970) canvas; two
dimensional space again became unfathomable where color and color blended/mixed, where
space spread and time froze. His 15 feet high pieces pull viewers involuntarily into the
correspondance of complementary colors in an attempt to shadow the color differences
captured by the retina, allowing viewers into the river of time to sink and drown. The work of
these two embodied what Paul Cezanne (1839-1906) suggested : " form is most complete when
colors most saturated." They agree that the balancing push and pull of colors on a painting
help (break the picture up to create sections, maximize and bring forth resonance of space; full
colors produce highly dramatic tension; time resides where visual memories were born, at the
merging of colors. As boudaries get fuzzier, obscure visuals will cause stronger senses of time
and space.

Colors shock and move people, accomplishing communications between art and man. Visitors
to the Rothko Chapel in Houston can appreciate this - the church guestbook recorded countless
experiences of inspired tears; the apparent emotions evoked by colors are so heavy that rational
viewers are moved at instant as if a switch was flipped deep within their psyche. Shivers of this
kind are pure and flawless, beyond life and death. In the works of Lucio Fontana (1899-1968),
colors, in addition to being an element of space, are associated with memories. A few random
strokes by the artist tansform the blank plane from flat to 3 dimensional; but the yellow or blue
laying quiet and still on the canvas carry with them the sun or the ocean in the mind/heart of
the artist; and colors suddenly became an embodiment of time.  Because of this, a painting is
no longer merely a painting - it is a demonstration of a four dimensional world when time is
injected.

From immitating nature to utilizing the strength of colors themselves, to connecting time and
space from the most basic of geometry, artists gave up the concept of arranging compositions
and decided to let scenary, time and space interact themselves. Gerhard Richter's "abstract
paintings" from 1985 to 1995 allowed time and space random and fresh dialogue by casually
scraping on/over the canvas surface, creating overlapping and flowing colors. He seized fleeting
fragments with images, a step up(breakthrough) from the not yet adequate space-time
presentations of the 50s' Color field paintings.

As an artist, Ming Chun reconstructed his personal color theory through figures, still life and
landscape, attempting to let the public through the curtains of standarized format of colors to
further grasp the actual visual experience, appreciating the all inclusive Chi in the divergent,
everchanging colors surrounding us. Min Jun in his color platform combined western science
and the concepts of Chinese Ink paintings.  Ultimately, the complex theories can be
summarized by a quote by Lao Tzu: "The Tao begins as one, then comes two, then three,
then all things."  The chaos of "Chi" arises from Dao ( the "one"); the two extremes of "ying"
and "yang" arise from "Chi" (the two); ying and yang cross(interact) and form the "three", a
state of unity, which results in all things. In other words, all things are composed of ying and
yang, the combination of the two polar, which co-exists in the chi. Grasping the essence of



things (that is, the Chi and Tao) and seeking the "atmosphere" outside of the "appearance" has
always been fundamental of Chinese aesthetics. The "Five shades of Ink" by Yan-Yuan Chang
also inherits Lao Tzu's idea, reflecting not on the relationship between hues and saturation, nor
going after "transating realism" - the likeness in appearances, but a way of creating that
emphasizes on using the original body (ink) to capture "Tao" and the world. From his works
and commentaries, we can see that Min wishes to relieve the average person from the habit of
seeing only appearances, categories and symbolic meanings, and intents to render the realness
he sees by revealing the nature of things directly through colors.

it is comforting to see a book on color written by an artist who understands and knows how to
apply color. Having the honor to preface it, i anticipate readers' comprehension of his
dedication and sincerity towards color, thus acknowledging the writer's attempt at his proposed
theory.



