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Foreword

Born in 1960 Singapore, Oh Chai Hoo'’s practice is deeply influenced by the natural
world that surrounds him, his contemplations of mountainous forms and the natural
formations of rocks, and the local landscape became a part of the subjects he dealt
with within his paintings and ceramic sculptures. As he resides near Bukit Timah Hill,
Oh often found himself in awe of the majestic sublimity of the mountains that formed
the Bukit Timah Nature Reserve. The lush greenery that thrives within Singapore’s
equatorial climate, became a profound source of introspection for the artist. By
manipulating ink, pigments and water across the paper, Oh captures the natural
beauty of the land, drawing attention to the textures and subtleties of Singapore’s
natural landscape. His work is a testament to his belief that identity should be a
central element of one’s practice; that art should be grounded in the rhythms and
textures of his culture and surroundings.

From a young age, he displayed a passion for painting and took great pride in his
creations. In the mid-1970s, while sketching, young Oh caught the attention of Goh
Sing Hooi, a renowned watercolour master from Singapore’s ‘pioneer generation’,
who took him under his wing and brought him on numerous sketching sessions along
the Singapore River. As Oh recalls, it was a formative period for learning and growth,
as he was guided by teachers who still believed in the transformative power of art.

His fondness for painting never faltered and after completing his secondary education,
he went on to enroll at the Nanyang Academy of Fine Arts (NAFA) in 1977. There, he
honed his skills in the fundamentals of western academy-style painting, while also
immersing himself in traditional Chinese ink painting under the tutelage of See Hiang
To and Tan Tee Chie.

After graduating in 1982, Oh went on to become a full time artist, and became an active
figure in the local arts scene. He joined several art groups, including the Singapore
Sculpture Society and Nanyang Clay Group, and has showcased his works in various
solo and group exhibitions across Singapore, Malaysia, China, United States, United
Kingdom, Finland, Taiwan, Korea and Japan. Having been recognised for his artistic
skill, he went on to receive prestigious awards, such as Siew-Tao Best Artwork Award
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in 2013, Siew-Tao Achievement Award in 2009, Highly Commendable Award for
Abstract Medium in the 18th UOB Painting Competition in 1999 and Distinction in
Visual Art Creation at Nanyang Academy of Fine Arts in 1992.

The 1980s and 1990s marked a pivotal turning point within Singapore’s art scene,
as artists began to transition from an era defined by the traditional Nanyang style of
painting to a dynamic period of experimentation, characterised by the bold exploration
of diverse media and technique. In this time of change, Oh emerged as a highly
prolific artist who sought to constantly innovate his techniques to revitalise the style of
his commissions, creating semi-abstract works with the use of rice paper, metallic foil,
and sand with ink splashes. Having been commissioned by many, his works adorned
hundreds of five-star hotel rooms and suites in Marina Square and similar projects
began to pop up within the region.

Between 2002 and 2011, Oh withdrew from the art scene. Worn out by the demands
of working on multiple commissioned projects, he stepped back from creating art to
rest and recharge. The passing of his mother during this period cast a shadow over
him, preventing him from emotionally and psychologically engaging with art. These
struggles brought his creative practice to a halt, and he stopped producing works for
a decade.

In 2015, Oh visited iPreciation with some of his works. | was captivated by a body
of black and white ink prints which stood in stark contrast to the gold and coloured
commissioned works that had defined his practice for the last 20 years. These
artworks felt like hidden treasures — meditative, subtle monochromatic ink paintings.
Intrigued as to why such wonderful paintings had not been shown, | asked Oh, who
responded with characteristic candour: “no gallerists liked to show them, saying
that no one would buy this kind of black and white works as they preferred bright
colours”. Undeterred, and as a fervent admirer of ink paintings, | encouraged Oh to
explore the idea and expand the immense visual potential and | urged Oh to rekindle
his connection with ink painting. Knowing his enduring fascination with the forms
and textures of rocks, our conversation soon unfolded into an exploration of new
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possibilities. Thus, the creation of ceramic rock sculptures, installations and ceramic
seal carvings naturally became part of this exploration.

A decade in, Oh not only stepped back into the art scene with a revitalised spirit, but
he also reconnected with a medium he regarded as the truest expression of his art —
ink on rice paper. To him, ink is an honest expression of his artistic practice as each
stroke, once made, is indelible, etched permanently onto the surface of the paper.
Every brushstroke captured the intention of the artist, with each mark on the paper
serving as an enduring reflection of Oh’s presence as an artist. Similarly, his ceramic
sculptures served as quiet reflections of his artistic practice, their sinuous forms and
undulating surfaces embodying his sense of self as an artist.

In his 2016 comeback solo exhibition, Lifetime of Change, Oh unveiled a series of
works exemplifying his return to ink on paper in his favorite colour scheme, black and
white. At first glance, his works appear like monumentalised paintings of ordinary rock
formations. Upon closer inspection, it is clear that Oh’s works are far from ordinary.
The linear strokes depicting rock folds are organic and almost photographically
realistic, as though the ink itself was tracing the slow seismic shifts of tectonic plates
overtime, leaving behind textured markings on the paper. The contours and outline
of the mountainous forms in his work take shape through a unique technique Oh
invented himself. Saturating his brush in ink, Oh then applies the saturated brush onto
the rice paper, allowing the ink to pool in dark cloudy puddles. Taking a newspaper,
he pressed it into the ink pool, and with a gentle yet steady hand, he lifts and pulls the
ink across the paper in a rhythmic motion. His body sways in unison with his hand,
crafting folds and undulations that echo the anthropomorphic rock formations found
on Bukit Timah Hill. Alongside these ink paintings, Oh also showcased a series of
ceramic rock sculptures, further expanding his exploration of form and texture. These
hand-built ceramics reflect the same meditative attention to surface and textures that
Oh emphasizes within his ink paintings, translating the flowing gestures of ink into
the tactile language of clay. The undulating and asymmetric forms of his sculptures
mirror the textural uniqueness of natural rock formations. Frozen in time, his ceramic
rocks can be seen as metaphors for impermanence. Through both mediums, Oh
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captures the silent transformation of rock formations, suspending their slow, seismic
movement within the enduring imprints of ink and clay.

Moving into 2017, Oh took part in a group exhibition titted When Space Dissolves
into Luminosity; Where Flowers Bloom Amidst Rocks. The exhibition showcased the
diverse talent of 9 other young Singaporean artists; namely, Han Sai Por, Chng Seok
Tin, Lim Soo Ngee, Chiew Sien Kuan, Lynn Lim, Terence Tan, Ng Siok Hoon, Chua
Chon Hee and Yang Zhong Da. Seated against a backdrop of rapid change, the
exhibition unfolds as a meditation on authenticity. Each artwork traces the determined
journey of its artist, revealing how each artist attempts to hold on to their sense of
self amidst the overwhelming noise of change. With the slip trailer, Oh gives life to his
ceramic sculptures, transforming clay into living geology. The cracked surfaces and
swelling textures of his sculptures become testaments to the slow, patient beauty of
mineral formations as it is shaped over time. Oh’s sculptures become emblematic of
his deeper desire to explore and honour the enduring yet impermanent nature of rock
formations, revealing a profound reverence for the silent transformations that occur
within the natural world.

As time passed, Oh’s artistic practice with ink evolved, as he strived to create larger
ink paintings that are richer in narrative. While he still focused on the contours of
mountainscapes in his 2018 solo exhibition Gentle Breeze, Moving Heart, elements
of Zen philosophy ideals began to interweave itself into the visuals of his ink paintings.
In Zen philosophy, the individual is called to let go of their worldly attachments, and
meditate on mujo — the impermanence of everything. As Oh deeply resonated with
the principles of Zen philosophy, he inscribed calligraphy with phrases taken from
Zen philosophy onto the ink paintings, reintroducing the oriental literati tradition. This
fusion of visual with the literary elements allowed his works to transcend beyond
physical imagery, revealing the deeper philosophical narratives embedded within. His
ceramic sculptures likewise, embody the concept of mujo.

Zen philosophy onto the ink paintings, reintroducing the oriental literati tradition. This
fusion of visual with the literary elements allowed his works to transcend beyond
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physical imagery, revealing the deeper philosophical narratives embedded within.
His ceramic sculptures likewise, embody the concept of mujo. The porous textures,
cracked surfaces and seemingly eroded forms evoke a sense of ephemerality, as if
the ceramic sculpture itself is caught in a state of constant flux. In the tension between
the enduring solidity of clay and the fleeting nature of its appearance, Oh captures the
delicate balance between permanence and impermanence. Hence, through both ink
and clay, Oh’s works become quiet meditations on the ceaseless rhythms of change,
capturing the fleeting beauty of impermanence.

In his 2020 solo exhibition, Afar, Oh moved on from his monochrome palette and
displayed a series of ink and colour works, pairing verses by Cang Yang Jia Cuo,
the Sixth Dalai Lama, with soft earthy tones. While his paintings still focused on
depictions of rock formations, they also drew inspiration from buddhist thoughts, an
eastern philosophy he had been familiar with from a young age. The rocks, with
their weathered exteriors and undulating surfaces, became a representation of this
ancient philosophical concept: that beauty lies in imperfection and impermanence.
In addition, Oh created his works spontaneously, sometimes tearing a painting into
pieces only to collage them together to form new imageries. The empty spaces,
frayed edges and uneven textures caused by tearing and collaging invites viewers to
complete the work through their dialogue with the artwork.

In addition, Oh created his works spontaneously, sometimes tearing a painting into
pieces only to collage them together to form new imageries. The empty spaces,
frayed edges and uneven textures caused by tearing and collaging invites viewers to
complete the work through their dialogue with the artwork.

These aspects of Oh’s artistic practice echoes his beliefs from the Book of Change
which states: “Nine at the top: the dragon will have cause to repent”. In other words,
to reach the peak is the start of the fall; when things become extreme, they alternate
to the opposite. Oh’s paintings articulate a similar wisdom: that it is the transience
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and imperfections of life, that paradoxically, make it whole.

In 2021, Oh participated in another group exhibition called Flower, Not. In this
exhibition, he showcased his work alongside the likes of Song Ling, Hua Jun, Wang
Shaoqiang, Jiang Heng, Tan Seow Wei and Chui Pui-Chee. Drawing inspiration from
a poem by the celebrated poet of the Tang dynasty, Bai Juyi, while simultaneously
capturing the spirit of Magritte’s La Trahison des images, the exhibition carries an
undercurrent of subversion. Across many cultures and histories, flowers have long
served as rich vessels for metaphor and meaning, their cycles of blossoming and
decay embody the human fascination with transformation and impermanence..
These seven artists, drawing from their diverse cultural inheritances, socio-political
experiences, and generational perspectives, sought to unsettle traditional readings of
the flower motif. Together, they offered a reimagined visual vocabulary, reinvesting this
ancient motif with new layers of contemporary complexity. Similarly, Oh’s paintings
resist literal representations of nature. Instead of depicting identifiable flowers or
natural forms, he captured the visceral, energetic abstractions of elemental forces.
Swirling masses of ink sweep across the paper, their rhythmic surges represent the
unseen yet palpable movement of wind and water. His masterful play with tonality
conveys a world in flux, evoking a sense of timelessness. By abstracting nature’s
forces rather than imitating its surfaces, Oh’s works move beyond appearances and
invite deeper introspection into the natural world.

Oh revealed his near two decade exploration of clay in his 2021 solo exhibition,
Marks on Earth. In this exhibition, Oh displayed 120 ceramic seals that he had
created from 2003 to 2021, tracing his intimate dialogue with the earthly material of
clay. Traditionally carved out of soapstone, seals once served as an enduring symbol
of authority and authentication, but in the modern world, their function has largely
faded into obscurity. By using ceramic instead of the conventional materials that were
used for seal carving, Oh re-imagines the ceramic seals as a representation of his
memories, artistic practice and perspectives. The malleable and aleatoric qualities of
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clay open up the process of seal carving to a world of possibilities, From de-airing,
to modelling, drying, firing and glazing, each step demands his steady attention and
through this slow and arduous process, a intimate and exclusive bond is forged
between artist and artwork. Additionally, he thoughtfully paired 30 individual ceramic
seal creations with a calligraphic work created in 2021. For this, Oh draws inspiration
from the writings of local writer and journalist, Chow Yianping, selecting excerpts
that he then reinterprets through calligraphy. Each text is subsequently matched to
a ceramic seal that he believes resonates with its sentiment, forging an unexpected
dialogue between touch, sight, and memory. The juxtaposition of two art forms, one
visual and the other tactile, create a unique encounter between the artist, viewer
and writer. Therefore, through acts of reinterpretation and recreation, Oh’s ceramic
seal works ultimately reveal the shared universality of human emotion, coalescing
individual memory with collective feeling.

Oh went to participate in a group exhibition in 2022, titled Whisper of the Stars,
bringing together 35 pieces of important recent works by 7 prominent contemporary
artists from China and Singapore, namely Wang Dongling, Wang Jianan, Zhang
Jian-Jun, Wang Tiande, Han Sai Por, Zhuang Shengtao and himself. Much like how
the distant shimmer of the stars stands as testament to their enduring legacy in the
night sky, each artwork radiates with the unique brilliance of its artist, illuminating
their individual journeys of creativity and individuality. Thus, these groundbreaking
works embody their tireless search for originality and creativity in their thinking
process, contributing to the formation of a distinctive identity. Over the years, Oh
has demonstrated a dedication to continuously evolving his visual language, notably
through the exploration of dialogical and collaborative works. These paintings are
a testament to this exploration: the compelling juxtaposition of ink and calligraphy
coupled with the unique collage-like effect, invites the viewer into an intimate dialogue
with the artwork. Sections are deliberately torn and pieced together, with writings
scattered across the paper almost haphazardly. This spontaneous assemblage
creates a dynamic interaction between text and image as it unfolds non-linearly
across the picture plane. In doing so, Oh not only challenges traditional conventions
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of ink painting but also invites the viewer to contemplate impermanence through acts
of fragmentation and non-linearity.

Oh also delved into a specific interest in a little-known visual genre known as
Jinhuidui. The term, Jinhuidui, which reached its height in late 19th and early 20th
century China, portrays books, documents, rubbings, and paintings. As described by
writer Zheng Yimei in the 1930s, the papers were purposefully arranged to resemble
the scattered contents of an overturned wastepaper basket. Furthermore, the
fragments of the paper were curled, yellowed, soiled, or burnt at the edges, evoking
decay. Notably, Jinhuidui is also known colloquially as bapo. The genre carries an
auspicious meaning, as the number eight (ba) symbolizing prosperity, while the
word po (F, “broken”) draws from the saying bupo buli (RE§4~3Z), meaning that
renewal is impossible without destruction. Bapo paintings were believed to ward off
misfortune as their visual motifs of burnt papers offered symbolic protection against
fire when displayed at homes. internal unrest, foreign pressures, and the desire for
modernization amidst decline. Beyond paper, Jinhuidui motifs also appeared across a
range of media and drew heavily on literati traditions of antiquarianism, assemblage,
and epigraphy. Oh re-interprets this classical genre through hFrom an intellectual
perspective, however, they reflected the struggles ongoing in China, its is eyes with
a contemporary lens, merging its traditional features with modern aesthetics. In his
2023 solo exhibition, titled Timeless Present, he used acrylic gouache to achieve an
soft yet opaque finish, painted on ruled lines and blocked font to evoke the modernity
of print, and incorporated collaged fragments with scorched edges to enhance the
sense of spatial depth. The collaboration between painting and collage constructs
an intricately layered composition that is simultaneously ancient and modern, inviting
the viewer to look at the present and contemplate the past through a unique lens
constructed by tradition.

In 2024, Oh participated in Teko ZEFR/\i&(hu shuo ba dao), a group exhibition
featuring recent ceramic works of him and 7 other Singaporean artists: Han Sai
Por, Suriani Suratman, Chua Chon Hee, Ahmad ABu Bakar, Chor Mui Ling, Chua
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Choon Lims, and Loy Yan Ling. The title Teko Z£5%/\i& (hu shuo ba dao) combines
malay with chinese language, symbolising the diverse and harmonious nature of
the exhibition. Teko is malay for teapot, a utilitarian object familiar to everyday life.
The phrase =z /\i& (hu shuo ba dao) then offers a clever wordplay, substituting =
(vessel or teapot) for # in the well-known saying #7%/\i&, which means to speak
nonsense. This substitution reinterprets the expression as teapot talk. Just like the
creative wordplay in the title, the artists also attempt to embody their creativity through
the ordinary vessel of the teapot, reconstructing the teapot as a vessel for artistic
expression. In Oh’s hands, the teapot is transformed into a symbol of nature itself,
incorporating fluid, rugged, and organic textures that evoke the untamed beauty of
the natural world. His works transcend the teapot’s utilitarian roots, offering a poetic
reflection on the elements of nature, echoing his exploration of mountainscapes and
natural forms. Through these transformations, Oh invites viewers to uncover deeper
resonances within everyday objects, blurring the line between the object and nature.

Later in 2024, Oh participated in a group exhibition titled Echoes and Reverberations:
The Interconnectedness of Being and Becoming. This exhibition features over 30
artworks by Oh and 4 other artists: Milenko Prvacki, Chiew Sien Kuan, Boo Sze
Yang, and Raymond Yap. Rooted from existential philosophy — specifically Jean
Paul Sartre’s notion of absurdism — where life is meaningless and that it is up to
the individual to create their own meaning, the exhibition delves into the perpetual
search for meaning. Furthermore, the artists draw from diverse sources of inspiration
— including natural and man-made landscapes — inviting contemplation on memory,
belonging and transformation. Across their works, the artists weave a dynamic tension
between change and existence, their artistic process outlining the continuous search
for meaning in a world that is constantly in flux. In Oh’s works, he introduces an
element of disruption to his traditionally serene depictions of rock formations. While
earlier works focused on the ephemeral beauty of nature through flowing, organic
forms, this new series contrasts the organic with the artificial. Jagged, geometric
shapes disrupt the soft, continuous forms of the rockscapes, creating a vivid tension
between the angular lines and natural fluidity. Yet, amidst this visual dissonance,
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Oh masterfully unifies the sharp lines with the gentle curves. Hence, his paintings
invite viewers to contemplate the complex, intertwined relationship between human
intervention and the natural world, suggesting that beauty and meaning emerge
through the dialectics of contrasts.

From the beginning, Oh’s art draws its viewers into an intimate dialogue with nature
that is as much about feeling as it is about form. Through his distinctive gestural
brushwork and the raw, earthly tactility of his ceramic sculptures, installation and
seals, he reimagines the natural world as a space of emotional resonance rather
than faithful depiction. Yet, Oh’s exploration did not stop there, extending beyond
the visual and tactile. As his journey unfolded, Oh brought together Chinese script
with image, weaving Chinese calligraphy into his works to open up a space for
reflection and introspection. This space invites viewers to dwell upon both the natural
world and Buddhist thought. Delving even deeper, he revisited Jinhuidui, a forgotten
genre, tearing and reassembling his own paintings into layered collages, evoking
modernity through the lens of tradition. Over the years, his art has never stood still;
each exhibition of his revealing a different rhythm, a new breath. Through these ever-
shifting forms, Oh’s works become more than objects and paintings. They are living
traces of his desires and the path he walks as an artist, marking out his creative
journey through the ebb and flow of time.

13
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EHE. 2EHREANRA L, XFMERE, EENEASEEE LK
FRMMNEXEE. AL, ERNRTERBTERKENER, EBEEFARL

SIEmMREE, SIEREREEENER.
BMERNRRT —” SB&RHE” . E—BITHRHPEIIELRE20HLHE

2R, UEHE XF ARFASENBERAHREHR. MMERBIREAE
1930F R, BLERAWAEMHERBMEAFRENHBENR, RGEHzZE.
TEMBSREENRE, EEHEHZE. BREXE” N\, Hp” )\
REE” B BEEHH, T W RIRER” THAN NES —MARBREYS
REFE. R/ \MEHZEAEARAEEZY, HENNEEABRREMEIT
B, RBELEES, HMAHETRRIRS T MK P B &P 3ZHE oK HT K &
HiFZ. BEEANERNEER, EEZMANAELE, SHEZRESR.
HUERRAERSBE —HHAEN, EH2023FHNER (S5M5) &,

AABKMEEBRBEMAKREENER, BBENRMABRRERFRBERA
tH, HENBENER UIEESERRR. FERFBONRE, BEEEHS
RBNZEERHAE, BRERZAGREBNERER, BRETHRES.

20244, MAMSHER (TekoFTER/UE) , HBLX, HEDR - TR,
BEE, UMEE - WG - BFH. BXR, 28R, RERELUHMKE
(TETE:S RHMZ2AE. REZEMEBRLMEL, ” Teko” EHFRX
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BRE4C

PEAFE——E—HEHRY, HEXHE PHR/N\E” BREFTER (L7
ERPA) , HOYEBR” EHRLHE  EWEENXTFER, EHXR
FUREE—SERNAHE, EREFELENRENSS. EVHMNFH,

FEWEULBERRGNRE: RBNHE. ABENNERAROTE, R
EHMARZE. GEERBHETRENERLRE, RAHBRTRNFMLEH

R, E@ETHHBLURTEN—ERE.

BRERSEBK, ENRXBFHEEHESYDERRE
ZER R R,

3G, RUMMMRER

20245 K, MYMERER (LML FEREENZE) ZREE
RTHMEXREN - BRF. HER, RBRE. FEALAMBHRBIOKMHE
fm, UE-RE - BERFNFAEIRG24” kE” BS8RE—EBEHEKE
BEE, ERFETRAEEAE, RANFFIABHERNKRER. ERNHMAKRE
REAXSBFENER, 51%HLIE. REBEARENLT. FfabixEg=EE
BRFENSERN, UENERAYEEREEFITHENERRR. A
RAMESR, AE—EFENEEREIANBELETR. AN EHEBRRE
AHEERRBERERZENER, HETUEMNEMEERIRLANEER
B, ERIEAFEEARBETEHMAMR. R, EERRBIFHT, BHER
MR I AEREM. ELEFEFHATRALBREHENERLER
B, BrXEERERERBIG—MNEEZS,

m

HMMPNZERRME, BREBEERBERSIAN-SEBANYEP ——ESHHERH
FRA, EEHELCE. BRBAKRENNSEEME, URME, KERNES
HAEE#NER, tifERERRBRABNIGE, MEE-—SENHEE. R
M, OREHFRESHRAREABRNGEE. BERAFEENREA, ifEF

BRELC

ERHEGHE, UBERERARTEZE, BARRREEREXLHE
HE, ER—$, ER” HAME” E—ERNER, BRNRAEHEBER
REEEHE, BERZERRERE. 25K, HERRRER, 8IARE

EERAEMNIFREE. AELRENEAG, PN ERREEBRYHEE
HEE. EMERBENR O ZAENEIEERG, ERLFERBRLLAIEN
L1878
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6.30am
2016
150x68cm

Ink on Paper
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Nodding Stone
2016

150x68cm

Ink on Paper
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Traces of Wind
2016
150x68cm

Ink on Paper
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Light and Shadow
2016
150x68cm

Ink on Paper
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Real lllusion
2016
150x68cm

Ink on Paper
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Luminous Lake
2016
150x68cm

Ink on Paper
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Void Bridge
2016
192x96¢cm

Ink on Paper
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On Track
2016
192x96cm

Ink on Paper
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Brilliant
2016
192x96cm

Ink on Paper
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Forest
2016
75x137¢cm
Ink on Paper
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Movement
2016
50x136cm
Ink on Paper
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Silent Night Dance
2018
40x150cm

Ink on Paper
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Mountains and Dreams
2018
68x150cm

Ink on Paper
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Awakening
2018
68x150cm

Ink on Paper
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Mountainscape
2018

68x150cm

Ink on Paper
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Poetry of Tou Tuo - Peaks Poetry of Tou Tuo - Lone Postry of Tou Tuo - Glow Cool Breeze
EESE - HIE Journey SEPERFR - B B
PR - WIT

v

Switft Stream Waterfall ézcejn_d Encm\mter
LLifE TR o= &

t s v FA A B IR RTA-BTT B 3‘;*«:&.,’;4‘;‘#

B

2018
- B, : ; 34x34cm
\ : - é & AR ” S IiuE Sl 56x56¢cm (Framed)
Solitaire Valley Reflection of the Heart Stone Buddha Ink on Paper
%?)& ES AL Al 53
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Meaning
2019

%
i
i

55

Ink and Acrylic on Paper

138x69cm
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Wilderness Murmur

2019

=

JIL

69x138cm

#F

i)

Ink and Acrylic on Paper
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Sea of Coloured Glaze
2019
110x230cm

Ink and Acrylic on Paper
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Sand Dust B:etw?en
i EE F Bz fE

Stbe Bridge

The Ethereal Shadow of
Loneliness AFEEXKID

2020 R E =2
34x34cm

60 Ink and Acrylic on Paper 61
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Shattered Beauty
2021

6x7.5x3cm (Ceramic Seal)
49.5x45cm (Calligraphy)
Ceramic, Ink on Paper
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Desire of Life

2021

6.5x4.5x3.5cm (Ceramic Seal)

38x46¢cm (Calligraphy)
Ceramic, Ink on Paper
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The Changes

2021

6.5x5x5cm (Ceramic Seal)
46.5x34cm (Calligraphy)

Ceramic, Ink on Paper
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Patchwork of the Heart
1:# 2021
& 12x5x4.5cm (Ceramic Seal)
-] 48x20cm (Calligraphy)
ik Ceramic, Ink on Paper














































































