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In Italo Calvino’s Invisible Cities, Leonia is a constantly
self-renewing city, its citizens starting each and every new
day with a brand new set of items while the previous day’s
continuously pile up into gigantic mountains of rubbish.
Contemporary art is like Leonia: new forms are continu-
ously constructed upon the remnants of discarded older
ones. In Jian Ce’s “Projection,” mountains are found ev-
erywhere: in Aerial, an arrangement of straight lines drawn
in marker pen form an orderly grid, and lines of different
thicknesses pad out the triangles found therein. Atop geo-
metric forms, irregular splatters of gray acrylic form the
image of a mountain range, echoing the black-and-white
landscapes of photographer Ansel Adams. Third Eye em-
ploys traditional rules of perspective: the morphing lines
of the painting extend a mountain range such that light
and shadow contrast yet together appear weightless. Both
Peak and Abyss also take mountains as their subject matter,
and the artist extends the lines of these paintings onto the
exhibition wall.

The essential pursuit of Jian Ce’s work is to disas-
semble and rearrange the rules of perspective, to modify
these rules and use discrepancies in their application to con-
struct, in the words of the artist, “autonomous imaginary
spaces.” The classical study of perspective is itself a kind of
utopian quest to connect an image on canvas to reality; the
theories of Leon Battista Alberti and Filippo Brunelleschi
have consistently been the subject of Jian’s research. Jian
takes the mountain as an object of her research because
its fundamental form resembles the radial geometric dia-
grams of traditional perspective. She here compresses the

dense material quality of the mountain, normally rendered

in three-dimensional space on the canvas, into a frail, two-
dimensional impression. In Aerial, for example, the rules
of perspective do not belong to the conventional dialectical
type, pertaining to distance and size. Instead, the space of
the image is transformed into a new form that is tall and
narrow—an experiment in dismantling and rearranging
that attempts to modify the visual qualities of the mountain.

Classical rules of perspective, as we know them today,
originated in the thinking of the Renaissance period: the
canvas is a constructed space in which both the painter and
viewer reside, and its vanishing points allude to the fact
that a viewer can only perceive a certain part of an object
in space at any one time, thus magnifying the limitations
of human experience in fitting contrast to the omniscience
and omnipotence of God. Indeed, sight was once an appro-
priate metaphor for truth, akin to the transparent gaze of
modernism. However, Jian Ce’s work confines itself neither
to the limitations of Renaissance perspective nor to the dis-
mantling and refraction of perspective found in Orphism,
the geometric offshoot of Cubism. Her paintings disturb the
relationship between sight, object, and the visible world of
classical perspective, instead responding to the current ex-
perience of the natural world.

Philosopher Paul Virilio distinguishes between two
types of sight: direct and indirect. The former pertains
to various natural and artificial sources, while the latter
pertains to television, the camera monitor, and other such
real-time representations of objects and privately exposed
forms of sight carried by electronic signals. Notions of hori-
zon and space shift alongside changes in the speed of optics
and transmission; the wormholes of real-time broadcasting
have altered traditional notions of three-dimensional space.
Classical rules of perspective permitted optical rays to travel
through transparent, passive materials such as air and glass:
these materials have now been replaced by various indirect
screens, and public space has been replaced by the public
images of electronic media. In the recent theoretical frame-
work known as accelerationism, machines frantically pro-
duce images, and a new horizon, one born of the restrictions
of physical distance, manifests itself in the limited attention
span of its viewers. The mountains in Jian Ce’s paintings
reveal this human inability to see through objects, while
the rich yet frail visible world is like Calvino’s beautiful city,
constantly renewing itself upon growing mountains of dis-
carded information. Venus Lau (Translated By Dominik

Salter Dvorak)
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