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Preface

Mountain Art Culture
and Education Foundation
Chairman

Lin Mingzhe

It has been twenty years since Mountain Art Foundation has been devoted to
China’s mainland art in 1987, from concerning about the mainland artists and
supporting their works to joining in and promoting the development of the
mainland art.

An art revolution started since the mid of 1980s, with great transformation of
conceptions and arts in China’s art filed. In the spirit of tolerance and conformity
to the times, Mountain Art Foundation supported the mainland artists and
advanced their exploratory experiment in art history and collected a large
number of precious historical paintings and documents during the big event
from 1980s to the new century. In Taiwan, it has also published more than thirty
art books related to mainland’s contemporary art, including catalogues for
artists, magazines on art, collections of art criticism, art albums, anthologies,
etc. It has hosted about eighty exhibitions related to the mainland art both
in mainland and Taiwan, conducted and hosted solo or joint exhibitions for
artists many times, and given guidance and help to new and younger art
talent. Nurturing students from academies of fine arts and caring about the
new talent in art have been regarded as the foundation’s duty for many years
and “Mountain Art Foundation: ‘Luo Zhongli Scholarship for Oil Painting” was
accordingly established. The series of activities in mainland and Taiwan is part
of the objectives that the Mountain Art Foundation has been intended to do - to
promote Chinese art abroad.



Being based on the mainland while confronted to history and looking into
the world, | believe that 21 century in China would be the period most fast-
developing, most prosperous in economy and most glorious times in art after
Han and Tang Dynasty. With the background of China’'s modernization, there
are unprecedented changes in contemporary Chinese art, mostly to be involved
in globalization, conducting a dialogue with the world. China, with its profound
and incomparable art tradition, is fully prepared to revolution in art from form
to conception. Moreover, China has the most artists and art talent in the world;
| believe that there are a large number of artists and artworks emerging with
Chinese features and characters, different from western aesthetic conception.

In recent years, with the Chinese art springing up vigorously, there are more and
more people paying attention to Chinese art and its development from all sectors
of society and all over the world. Having the honor to take this opportunity, the
Mountain Art Museum will go further with the art promotional plan — Chinese Art:
Deep Tillage in Mainland and Pushing to the World, including carrying out some
publishing plans and hosting a series of exhibitions, introducing local artists and
disseminating their artworks as well as drawing the attention and understanding
of the society and the world to contemporary Chinese art.



1F

2R ——

X BB
SARK (hik)

— At

I\




BT R EAFEFNFEE LG MIT FTES |

MEAIEEIERIX—EBTERET .

HAE , 585, B—&A, Kiz#HR
FEETENOZEZHT., BEEEH,
MNFX I ERAD, KIZEEMENEZE
PR|PURE—F , BIFSFEREXNEIEE
MIEPREHEFEAL. BMNSTHANAIE
HERENEEAFREEMRE.

BR  BEEAEEEXETEREREZI
FapBERBRAMESLRY, BERA , IHE
FEREZAORS , BEXNIBEEMRIIANS
RIEMZAORE. HXAERIRZ HEESTD
A— MR BAXEERERE , —
EABRHRBIIRERIN =8 ; &
REPHMXAKTAZEIA. FEFAIRILL
EABELIMARAPE S |, tI2IAXE
—EREE | BERANE—EREEFE.

MIREEE , JLIREEENX=MEEN
HIRHRAXAIANRE. EHEGRERTS
R BRFBNEEDRERSH, WRE—FE
B EREE RIS | aIABNEEIRIA
ZRIEDIL ERIIRES | MR Tt —F1B oA
RZEAM EARFEMEERAIOR , MILLE
BRAXARBGTARBRIERNIZASIANRE
HERIREINER.

AN TET  EBPREKEER
T BREEE LEMGRE—REBNE,
ABREEEN/N\—FST5. BAXEERR
A—HZHSEFEERNEE/NERIER
L WEERETB R IR EFFID L
B CRYERES, MbRUBBLEEE I ERAOIXIESRIL |
CEERNS R EER. RS, BBHE®KE
BRI E B RERNERERKERIE
ze, BE, RETHNEEHAEESE
WORY , BRESEAEN , BEFSERNEIR



B, MR+ =2 BRI EF
E—HFRSARTRN "WE" hREFHRA
BHIRE  BBRBERIRERE  BATHBI
R, BERMNBEERDNLINEE—H
RIBYE , IBRFHBRKAIMET , FHIE , Tl
PRE—RZEENEA.

EARMEANORBREAZEEZ DAESE
T B2, FIRERANBETIBIASEMLD
e, BRI XN CERIHIE

A A RADRERIRRA0ERE, B |

SK  HERREFEXLE, XFRIABRR
BITEFA XM EMRFLEE , BIFEA)
BEILARE ;| X TaLRER TSR
MIRBEFEERERRT. BIFE. $X,
HERNZE XTIV FR=TFHINFEH
i, EEBAIFHAEA=AYEER , i
FIRAENXMHFRONIER  tOPrIE=NT
LIRBERLTEKR. WEEMRIRESE
FRPELRIL , FEAEEHIRE—RIHES

RUEFTE , IXMER |, XFEMHERAS A=
R Z | 5w 7 RROZEDR. BRI
HERE—FE | HORERBMMAIEE |
it B CRIRSE | HIEEERILLFDX |, EBIER
HEISE,

HAXA—HEREE TR, X+XRE,
BAIFFZBINEE | TS A—EFEHH
EREEZ. BAIXEETEENIRRE L ,
PR =AM , BIEETID , RAFNET. &
INEFTERIBB—RTZY , Bl IFOMh I EBER B D
it FTERIE. IR EREEEENEX
KB+, BFShHE, BhIETS . B
REHMNECHE : §%, RTAEEZE , &
EIZE , EEAENER , FNALF R EHEK
OB E R ATIE,

BLUE |, HHERREERITEETBREA
HE. EERBEIMRERN=BRZEF UGS
MEEIERT |, XHAE , XIAGEERESIE S



NLHRKAE , BREBATE. FK—R
RIE) , bR RRRESMIIHGR , thEEE
BIEATR. it , HiREHAF R,
T, FORAEBEN AN EAERET
7

XA TIREEEE  WEE , EREXEN
BT, X THAUMILERIHKE., FLte
A, 87 FRYET , FAIXA , KEEEE AT
—iEHAAEIA, WITAXIEE T 7 RZIE
EPSR , (BB TR S SEIRRTEE.

HH, BRIFERSHIERAES, BBER—ME
NUEERIETS.  XUAEHKRIRER , R
E8HE , SURBERIFFISEITIAIRR.
Hrp— X T 5 SRR T FRISERUE |
IEFAAERLAR RRERIBR R N Z KA RS
MEE, SMHHEFAER T RKAI—ERE
B, WABMRKEEEET T TRE, E—
IRBIRSN , R EAIXEHBE.

EREHAUNRFEE , XA T NBERK
FAE A ERI—AHLHE. XHHE LA
YIAE : KEERRARLH—R2IRERE  KE
ERBSRERRN—RNM; iR XA
LEREAE AT AY—FP AU BB FLARRYTE | LUK
KEXB—ENNET — REBNDHF
ZF. BIMIENS : BERRIBF, —/ A1
MWEEF, MNRPEAERNET, JLFR
SR LEBEUNBHAERRRKFRAINE
5, XMINEFRERZE 70 FRLBTRIZRX
& (EA BRIV RN LT 21 NiE
RIS RHIEMIBRSE.  tHHh, XHAE
TR I F ORI 2 B WX AR Ef L.
MXUEIX—RSHBRTHET , (REEERIMRSZ R
ARMEERI AR B EIIEEHEATELR ; LUK
SEFEREZNEEA., EXERORF
WEITTFEthiEIE.

—AANFE A BT RAA S T



A RN 2 1 1B BB A

I
|
.
.
;
'mﬁ?x




HiRREFAMZE—EEF, #5 7 — 1%
I PRIXIRIE THEFIRERE | iRtz
B—FhEreit , XKEEE (SHT) - X8
B MORY , BO—BRIE R ERGE,

fibBEVR IR —IFAN , ILLIRYECERE: , R IRS
BEFRIRET | REBREEERNE—IE

&, ZOGRKIER TR .

JNAFRFEAKERSHR 'BR"' 5"E
(NS = eSO = Fo A R SN S VPNV
B REMMRERAIFARIRRID , 58
WENE CRER. BCERREEN T
— I — BN MR Z KT 2 RAYR T
SAFREEERESFIMERIZE RIS I
EX, FMAEN S ERAEICH , XU
HEERRR  EAREASBRYTEF SIKIE,

EERSES , FNTUEENER LIRE
EEER , —1IEEEZER. LIRS E—
MEBREATHITEE—T "TTH" 25,

SEA LRI ETD BB A8t RS2 R RY

FOBRL , WIDEAIARL: "EXNM" FEILT
RYEBIRET , FAMNBRTXEAOPEIBE— "X
BRITER" . XAR—MEZ "I /Y.
ESHE—M "HR" KENESE. BRR
HiiutE—REHR LR TE. B 7E, XIXE
SR fAIEf R _EKIZEE NHIR "Fhim” .

TEREREXUART , R RMEEX AE— M)
RIE , tEEARTRI TR "B5L" XER,
EAMEAFESE— I mSUKEREH ; it
NABTHTE "RiE" LR, FJuft
BT L EMESRIFRNG , MEREES—
"HE" B AX B, NB—RELH,
e R D ESHERGE LR "BX | "EE”
RS, NABEHEER] FE" . TR
" RIS EEREELAVRSE , fthTE
"EMM" R ZE "l o  E
R ERERII M KIE PRk, XU
ARBEASEXMEDR HKR



XA EE RSN ENEEMEIRY "BR"
e L, Ak, EEREAS "@h" m
HRERIE. EHFE X OETHANETLL
RN b IBERLH , SERMMAS A
EEANBEATRMSR. fERRETFT
BB, (ERAIREI—F "HSRRY MR
R R, BERRERE—MFE
PEIRIRE , SFER IR RmERIR
Blig. XARrEWRY "B/" tbinF1e, B,
LLIEF , EALRIE EIL AR R ZRE/ R
RY "tREE el TER T XIAE KA,
AR DINGEIS LG EFRI A
"L AHR "ENEE" BB —MEAS
EHRE——FMFERY, SCEMRY, IR T "8E
B LSMNIERERZIRSE "AriE" AR
BEGNTREEARNEMR T TIRAVEE
BJ8E. NEMENX LR, RETELENARY "5F
M "M TR I
ITF SHUEITFIERREEZARENBIRRT
RiR. BAZAE LRERERZFLUES
RBAEBEERAORIIES S, BIFIERE

FiE. XFAR— "AZRY RRE, AL
RIERRIZHM "RIESLR" RULERERT, £
BEEAUH "RE" RTEEFRISSRA, ik
MMAE R T)IIBEER "RE" ik
BCMFEERBERN g 2/, EZ—H
AEREGF—IERS I |FHEM “Eas”

IS,

EXVARREF , BAIEER—MRABTATIY
THIEERSRE , — TR AR A RERY
HRAYRES.

XU76) 1980 St A\ PO SEARZE Bre hie B 2R 52 hiR
., MFEEERETT, ERERIIZEEINIR
i, ISR RERAZ , SRR
H, B8, W%, DEFHNE, EWIEARIN
. ETEEENIIERER , BERE
iR . 1984 FOEEIMIIERFERAS "k
T, FBTFMRSETHRIN, REXE
BHENT HA TEBRXRA/NE , EBXEAN
HAUNIZITEHEER,



Pieces of Thinking upon
Liu Xun’s Paintings

By Yin Guojun

The Chinese paintings in 1980s were under the influence of
different western styles. Due to different disposition and
talents, Chinese painters in 1980s were looking for different
western styles suitable to themselves, among whom Liu Xun was
both classical and modern. He was experiencing a “romantic”
way of expression: pain of living (Schopenhauer and Nietzsche)
and looking for his own style. He was expressing himself with
subtle brushstrokes, which was like the eternity Heidegger had
felt from Van Gogh’s "Shoes": the farmer and the boundless
land. The hardship and hope that the pair of shoes carried
were the reflection of human on the earth. This is the most
beautiful feeling in painting history before modernism, so
to say, the characteristic of painting. Liu Xun lives in the
sense of eternity and poetry. The sensitive fringe outline of
Botticelli was understood by Balthus, while Gericault had full
understanding of the mysterious and fatalistic atmosphere in
Hardy'’s i1llusion space. Liu Xun appreciates the tranquility
and greatness in the masterpieces and feels the tragic destiny
in life and dramatic peaceful tranquility in nature. I could
remember that in the early 1980s, he talked with me about a
poem of the British poet Yeats describing a girl walking in
the wild with her skirt blowing in the wind. He said he had
a sense of mystery and absurdity from it, which was probably



like The Greensleeves. Liu Xun 1is a cautious and concentrated
experiencer of life. He feels every tree, the outline of
distant mountains, every shadow or light of the sky. He could
place himself in the same painting of Poussan for the whole
day, appreciating the eternal tranquility inside.

People talked a lot about “ego” and ‘“entity” in 80s and 90s.
In fact, the basic and simple condition to understand them is
to face the life genuinely. The experience towards 1life should
be surpassing all of the theories: the flesh and blood are the
gifts from the God. When people were pursing artworks and
theories of western modernism and post-modernism transferred
by wvarious media, Liu Xun went to the wild land quietly to
look for his tranquility and eternity. In his paintings,
we could see there is no distinction between virtual and
actual as well as primary and secondary, with everything is
important. He could dedicate himself in every subtle detail
and a state of anatta. When we see the outlines, fringes and
the deliberately flattened color tones from his canvas under
his keen observation, we could see the eternal tranquility in
him. Liu Xun 1s a fairly subjective painter looking for some
abstract inspiration. He'’s never tired of painting and scraping
on one canvas, and for him, it’s always the semi-finished thing
on his canvas.



It’s hard for us to categorize Liu Xun. He’s not realistic,
as he’s looking for some abstract and eternal spirit, while
he’s not among the avant-guard experimental group, since he’s
in favor of the traditional classical way of expression with
an obvious ancient humanistic spirit. In other words, the
same time he emphasizes the layers of classical technique, he
cares about the flatness; when he focuses on light, he expects
the sense of outlining; as he’s drawing objectively, he’'s
influenced by forms too; when he’s feeling the briefness of
life, he’s attracted to the eternity. Liu Xun’s been bearing
the attraction of life uneasily.

Liu Xun pay great attention to the details of “nature” he faces
during painting, thus he’s usually slow in creation. His fuss
over details could be explained as his wishes to escape from
the vulgar life or his enjoyment from immersing in the details.
He takes delight in talking about all the outlines, which are
endowed with some abstract concept. In other words, there is
some indistinct feeling of plane surface being separated, with
the plane sense of form indicating the creation of forms. The
subjects Liu Xun likes such as dried flowers, roads, hills,
trees or houses made of stones remind people the Essex of
Hardy, the British novelist. Tranquility becomes Liu Xun'’s



favorite motif. We don’t deny that we should seek and try
to re-create “formal languages” with great wvisual impact,
but there 1s another more ancient painting, which is poetic,
literary and with profound messages besides of signifcans,
showing that designatum is wvital and provides us unlimited
explanations. To some extent, the fundamental reason that some
art get into hopeless straits is that the painting is losing
its original poetry and literariness and becoming some formal
game and montage. The reason that the masterpieces 1in art
history are still with shocking vitality are probably because
of the poetry inside.

Liu Xun 1s an explorer at the fringe. In the noisy avant-guard
experimental circumstances of painting at the end of the 20th
century, he, on the contrary, escaped from the metropolis to
the wild land of Western Sichuan Plateau. He is serene in the
purity of the nature,to feel real life - the fateful connection
between himself and the mountains.

In Liu Xun'’s paintings, we could see the anxiety of content
over form; and the subtle pain in his paintings.

Liu Xun went to Sichuan Fine Arts Institute to study graphic



arts in 1980. During four years of study, his favorite was
Degas'’s sketch, Beardsley and British fine wood carving. He
was 1in favor of the paintings of Botticelli, Poussan, Corot,
Rossetti and the novels of Hardy. He loved Brahms too as he
lived in Sichuan Conservatory of Music. He was distributed
to Sichuan Song and Dance Troupe as art designer in 1984 went
to Ganzi alone the following vyear. Then he volunteered to a
migrant primary school in Tibetan area in Ganzi, following
which he was transferred to Ganzi State-owned Normal College as
a teacher of fine art.
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Listen to Your Heart

By Cheng Conglin

Liu Xun’s painting reminds me of the silk unearthed from the
mausoleum, pale, but glossy and artistic. Its flowing technique
of painting 1is slow and restraining, Jjust 1like a passing
traveler gazing upon beautiful scenery, with hills and waters
silently rather than putting it into words. The painting is
in soft color, free and natural, deep and steady, common but
exotic, with profound artistic conception.

If this kind of work 1is to place in the art scene, it will
appear isolated. The artist is very peaceful, natural, and
unworldly, Jjust like a calm but paranoid anchorite in the
downtown area. This painting is done for a reason. The natural
order between Heaven and Earth and multifarious free images
make people pure and simple. Moreover, Liu Xun is in deep love
with Bach's music. In other words, he is driven by a kind of
ancient and eternal force.

Through Liu Xun's painting, I see my desirable state: Listen to
your heart and draw up heart-warming things.

Written in Germany on June 26, 2002
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Forget-Me-Not(Sea Lavender)
85.5cmx70cm

Oil on Canvas

1990
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Dried Flowers with Mat
65cmx 56cm

Oil on Canvas

1996
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Timothy
115.6cmx 80cm
Oil on Canvas
2001
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Plain Coreopsis No.5
100cmx100cm

Oil on Canvas

2001
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Plants
114cmx*x89cm
Oil on Canvas
2002
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Black Flowers No.4
116cmx89cm

Oil on Canvas
2002
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Black Flowers
81cmx116¢cm
Oil on Canvas
2002
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Black Chrysanthemum
82.2cmx70.2cm

Oil on Canvas

2003
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Dried Flowers
116cmx116¢cm
Oil on Canvas
2003




=12
HEHE

Ears of Wheat No.2
130cmx80cm

Oil on Canvas
2003
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Black Flowers No.5
116cmx73cm

Oil on Canvas
2003
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Dried Flowers
130cmx81cm
Oil on Canvas
2004
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Plain Coreopsis
130cmx81cm
Oil on Canvas
2004
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Black Grass
135cmx95¢cm
Oil on Canvas
2004
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Reineckea
130cmx89cm
Oil on Canvas
2004
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Dried Flowers
116cmx*x89cm

Oil on Canvas
2005
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Frame and Plants
116cmx*x86cm

Oil on Canvas
2008
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Plants on the Steps
115cmx82¢cm

Oil on Canvas
2009
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Old Wood
73cmx73cm
Oil on Canvas
2010
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The Marginal Boost
and Original Graphic
Presentation of Art

By Zha Changping

The real art has always been marginal, irrelevant to the
mainstream language or diagram of any period of time.

The marginality of art is the characteristics of art, which
is the basic attribute for an artist; and the attribute is
presented in his/her artworks from time to time. It’s an
original form of presentation comparing to the other artists
at his time. The artists are nothing more than culturatis who
have created the original graphic presentations.

The original graphic presentation of the artist Liu Xun i1is a
semi-elliptical grave mound. In his series of landscape and
still life, they are all semi-elliptical no matter if it 1is the
mountain far away or the nearby trees or the flowers expressing
negative emotions towards 1life. The graphic presentation is
neither objective and realistic nor subjective and imaginary,
but between the two. It originatd from the personal experience
and religious understanding of the artist.

In the late 1980s, the artist went to Ganzi on his own, where
he experienced death from intoxication and suicide of friends
as well as people and things that could only be buried in
memories. He buried his vyearning towards his father and the



old days deep in his subconcious. As time goes by, he showed
his love towards the past which was buried in the grave with
yvearning, wishes and desire. As one of his friends said, “It’s
a career without end.”

For a drifting artist, there’s no place called home. “Where,
pray, 1s the way home? Along a string of wayside pavilions I
roam.” If he is to become a drifter, he can’t choose a grave as
his final destination. His only fate is to transfer the emotions
into the subject of art with symbolic languages. He draws
comfort from the landscape and still 1life, from which we can
feel the solemn, ordered and noble aesthetics of classical art.
In his Late Autumn in the Highland (1997), the semi-elliptical
foreground of poplars takes up the center of the painting.
The roots with tenacious vitality cast an eye-catching
shadow in the water and two incomplete quarter-elliptical
hills span in front of a distant mountain. The painter used
the non-photogenic alternating shades to give prominence
to the structural order of the painting. He restrained his
subjective impulse and the temptation of temporary effects
during painting, depicting the picture and details with subtle
brushstrokes, revealing the existence of an inner power; while
the trace of texture of the painting was left, which could



only be felt indistinctly. At that time, the artist was at
the experimental stage of the original graphic presentation.
In Landscape in Plateau he created one year later, the crowns
of trees and the forms of hills were showing obvious deformed
graphic presentation of elliptical graves shape. Under the
gentle and bright sunshine in the plateau, distant hills and
nearby trees, vyaks and houses as well as the inner structure
of the houses are clear and quiet, passing with the time,
congealing and clarifying the chaotic emotions of the artist,
as melancholy and solemn as Shostakovich’s The Fifth Symphony.

The thematic and graphic solicitude of art was put together in
Lingshan Mountain (2000), in which, the hills are shown in the
distant while the foreground is the vertical sutra streamers
and hierarches and stupas. Among the stupas and hills, there
are peaceful houses and grassland. The painting is mostly in
grey color, except the faint red seal-like grass showing a hint
of existence of life. The stupas endow meaning to the graphic
presentation: is the death of people engaged in sandhana, the
same as the death of the common people? Can it exist longer
as the hills? Meanwhile, the designatum of the meaning has an
internal connection with the other paintings of Liu Xun, which
is the sense of religion of life and death.



As a response to movement of purifying the language of oil
painting in the art community, Liu Xun has been performing his
experiments quietly. He re-makes the existent materials and
quick-drying o0il to increase the sense of transparency and
flowing as well as the constitutive character of lines of the
painting. He’s addicted to creating the subtle and rational
color texture, getting rid of the disturbance of people’s
emotions caused by lights 1in different seasons, and making
the dense points in pointillism into plane with the prepared
grey color, thus eliminating any trace left. He tries very
hard to obtain the "texture" and sense of hand-drawing on his
paintings, and weaken the contrast of depths and tones of
colors, creating the ancient-silverware-like color which bears
the painter’s deep personal experience. It is only with heart
and meditation could the audience feel it. His paintings are
clean and neat. During his creation, the artist explores his
own emotions, finding the corroded signs, which can’t be easily
seen in most circumstance . As in his artworks Winter Snow in
Yunguan (2001), the major part is a forest of poplars and two
semi-elliptical hills with part of them overlapped. As the
springs arrives, the ice and snow on the branches are melting
and dropping in the pool, rippling and breaking the deadly
stillness of winter 1in the plateau. We can even hear some



scattered music from the painting. Though it’s the extension of
elliptical poplars and hills, the composition of the painting
gets more abstract, and the tone becomes cooler comparing with
the realistic and vital subjects from Landscape in Plateau
and Late Autumn in the Highland. As to the grey color he
used, I assume it must be connected with the memorability of
his artistic subjects. The things in memories are tend to be
vague, musing or thought-provoking. While the thing one needs
to think about most is his death and destiny after that. No
wonder to Liu Xun choosed semi-elliptical poplars and hills to
indicate graves and faramita. He expects the effects from the
"textrue" rather than the content of the paintings. As to the
"texture", he thinks it can only be re-created by one’s hands
as "it's capable of permeating to the teleneuron" (in his own
words) . He painted the graves outside the window, the peaceful
and twisted White River at the juncture of Sichuan, Qinghai and
Gansu,and as well as the marshy weeds striving in the river
with beautiful reflection in The Shore (2001), all of which are
intended to express the idea: death is not the end of life, and
graves are not our destination.

Painted the subjects, such as poplars and mountains, in
grave like semi-elliptical, doesn’t mean the artist is



subjected to the power of death. “As the end of my days, death
will always be unfamiliar to me. It’s only a part of 1life
such as surprise and wonder.” Therefore, even the snowscape of
winter in his paintings, the snow is melting, the poplars are
spreding, the road is streching, the yvaks are looking for food,
and the distant clouds are full of hope.

"In European paintings .. the exultation and appraise towards
human’s psychological forms (wisdom and skills) are expressed
through still 1life .. from the perspective of painting
techniques, still life is a way to judge the painters’ skills.”
However, the reason Liu Xun draws still life is not to compete
with others, but to express his love towards the flowers and
grass 1in the paintings. Every still 1life shows his lonely
situation and circumstances. In his latter landscape series,
the semi-elliptical graves composition has been implicated in
the still 1life series. Except for Still Life No.8 and Window
created in 2001, all of the center graphics in his still 1life
paintings are semi-elliptical. However, the emotions in the
former two paintings still show sense of grave-like silence
and struggling against death. In Window: with the glass wvase
on the plastic chair in front of the window, with a red flower
and a green leave, shows the transformation of people’s life of



the industrial civilization and also the hope of the nature’s
recovery. In Begonia (1990), the artist has learnt the wonder
of rational coloring, as he distribute the color evenly
onto the leaves to keep the sense of glutinosity within the
painting, thus creating shining effect of the red flowers and
green leaves of the begonia at the corner of a wooden building.
In rural Tibetan areas, the wild flowers named Abuzhabu are
ubiquitous, with the name, meaning girl on the grassland. In
Abuzhabu Flower, (1990), the red stamen shows the weirdness of
life, while the bright points inside are shining naturally. And
in The Black Flower (1993), he painted to grieve for a deceased
friend, the tiny wrinkles of the table cloth, the weathering
signs of the flowerpot, the withering of the purple black flower
and the dark background are all claiming the depression and
gloom of the artist. In his Plain Coreopsis (1992) though in
blossom, the purple black wvase and the chair are presenting
a sense of nervous and mysterious depression. Still Life
No.5(1990) also has dark black background, with the enchanting
blue petals and grey flowering branches corresponding to the
melancholy atmosphere in the painting. This concept is fully
illustrated in his latest artworks The Dried Flowers (2001). In
which the background, flowering branches, leaves, pots and earth
are all in withering and decay. It’s actually closely linked in



concept and expression with the original graphic presentation
with his other works of still life and landscape.

Liu Xun’'s still life with the subjects of flowers cares more
about the objects rather than the relations between the
natural VS. artificial. The flowers in blossom doesn’t stand for
the changes of seasons and reincarnation of life and death,
but rather the expression of the painter’s strong emotions,
which is rooted in the emotions related to human’s memories,
deaths and depression. Liu Xun also has created oil paintings
based on the 1life of Tibetan herdsmen, in which there are
semi-elliptical poplars or several graves out of the window,
or Tibetan girl walking in the loess as in Twilight 1in the
Mist, all of which showing the artist’s original concept and
language. With the abstract and classical style, the artist
has created virtual decorativeness in connecting the personal
emotions and regional culture, thus avoiding the realistic
depiction. The flat-painted contour line in his paintings is
just the evidence of a marginal modern artist dedicated to art
and the best gift for the art patrons.

August 21, 2001
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Song to the Drifter
— on Liu Xun
and his Paintings

By Tu Guohong

The reality is close while mind is distant. Liu Xun is destined
to drift.

Ganzi and Aba of eternity has become Liu Xun'’s drifting land.

In that pure land, Liu Xun was like a medieval troubadour,
indulging himself in the wildness of the snow mountains, farms
and Tibetan people. He had no definite residence, walked at
sunrise and retired at sunset for over ten years, knowing
nothing about the wvulgar life and market economy. He was So
otherworldly that undoubtedly he was left stony broke.

As the only son in the family, he went back to the suburb
of Chengdu in 1998 as he couldn’t bear his affection and
filial piety to his elderly and sick parents, yet people were
completely startled in front of the piles of o0il paintings he
brought back with him.

In my impression, Liu Xun was a person with unstable emotions
and cunning eyes. He was in big size yet not spatial, and
the slightly deformed body was knitted like preparing to
bounce up. Stubborn and intolerant with high wvigilance, this
kind of people has no pattern in front of things and usually



gets disappointed before fighting with the hardship, keeping
retreating to the virtual land beyond reach of the reality.

However, Liu Xun’s retreat saved himself.

His pesky emotions were pardoned and eliminated by the wild
grassland, the clear snow mountains and the honest and simple
Tibetan people, and his concealed emotions and confidence were
brought up by the increasingly improved painting skills. He
painted and painted, as to him, painting was not only his way
of expression, but the demand of psychological metabolism.

Years of fluent expression and metabolism as well as the
pleasing plateau ecology have endowed the droopy and nervous
Liu Xun mild temperament, clear articulation and neat postures.

Born in Sichuan Conservatory of Music, Liu Xun was surrounded
by music in his childhood, yet he must choose o0il painting in
awe. However, the rhythm could get through his brushes and
immerge into the colors, as in Landscape in the Plateau, it
was 1in lack of sense of tension and visual modernity, but it
was aesthetic attraction to congenial audience. Imagine in some
special regional landscape added with poetry and the painter’s



casual description as well as the slow rhythm, there came some
elongated and cantabile emotion for the right moment, which was
like the fleeting feelings listening to the same classical music
again and again. It was constantly distracting the visual sense
and alleviating the wvisual tension from Liu Xun’s paintings,
enlarging the distance between Liu Xun’s paintings and modern
art pursing visual impact.

Alienation from the wvisual modernity means getting closer to
the classical visual-orientation.

As to the classical visual-orientation, there are two kinds
of identifiability in Liu Xun’s paintings: one 1s narrative
tendency, or so to say, the language narration or literary, and
the other is tendency of chord. Chord comes from music, and it
means 1n a musical composition, the multi-voice submits to the
primary voice, which is one of the principles in creation of
classical music.

Before the modern art came into being, the long history of
art could be considered as a long narrative history, without
exception including the literary as language art or the fine
arts as visual art as well as music as visual art.



Art was a way of narrative in prehistoric age. The frescos on
the rocks describing the hunting and pottery jars carved with
the beautiful figures of female were the primitive people’s
presentation of necessities of life, while upon the appearance
of language and writing, the art was mainly about fairy
stories, sacrifices and human’s activities. The ancient art
could be considered as the model of religion and hero-related
narration. As to the core of traditional Chinese paintings
with the most aesthetic values, it was still presentation of
poetic and pictorial splendor, which, as employed to express
the painter’s feelings, different from the hero-related and
thematic narration. As 1in narration, it wasn’t all about a
story or a plot, but also about experience and emotions. The
narrative tendency in Liu Xun’s pailntings was just about the
personal emotions and personal experience among the realistic
delicacy, which were mixed and then would blur the wvisual
illusion of the delicacy upon sceneries and details. Comparing
with the poetic and pictorial splendor, it was more like some
poetry and atmosphere read out and some eternal suspended

substance.

It’s a little farfetched to connect painting with chord, since
music and painting are two arts different from forms, with the



former one audible yet not wvisual and the latter one wvisual
yvet not audible. Could the visual accompany the audible sound?
There is actually mutual transformation between different forms
of art. For example, there might be rhythm blurring the natural
scenes in a music, which could remind some listeners of related
visual figures and vice versa. This also means that the formal
transformation between different arts can’t be obtained without
foundation. It requires the audience as the medium.

We could see from Liu Xun’'s paintings that the tendency of
chord is his deference to the harmonic color tone and law of
linear perspective. However, we could also see the hidden
poetic and pictorial splendor and some eternal suspended
emotions covering the painting. Besides of Liu Xun, many
introverted painters show the tendency of chord in their
paintings, yvet Liu Xun is more obstinate.

Liu Xun’s paintings seem to be of aestheticism, as the delicate
description of beauties and details are created for elegant
and sophisticated visual effect. It’'s even like some subtle
and refined Utopia describing feelings. Only in this way could
we see the real state of him covered in side: the unconscious
escape from the current situation. People are always calling



for things they are in lack of, as the poor for the richness,
the reigned for freedom and the naked Chinese people for the
psychological shelter. The artist’s experience of escapes and
exiles helps create aestheticism which is actually delicate
and colorful.

To criticize and judge an artist is just a strategy of critics.
Creation is hard to be judged as a matter of fact, since it'’s
free and boundless, while the critic is dependent and passive,
and i1t’s unsuitable especially for the artists beyond the
wave like Liu Xun. If we categorize him into classicism upon
his realistic and narrative expression, how should we explain
the polyphony in his artworks? Polyphony is the foundation of
chord and the important mark indicating music from classical
to modern. Polyphony in music 1is to parallel the multi-voices
with connecting them upon counterpoint. By lucky coincidence,
the difference between modern painting and classical painting
is the fading of narration and independence of formal language.
The independence of form from narration and polyphony from
chord comes fundamentally out of ubiquitous language forms. For
example, The Firebird and The Story of A Soldier of Stravinsky
are the best explanation to polyphony, while Twittering
Machine and Yard in front of the Gates by Paul Klee are strong



subversion towards the narrative painting.

The tendency of polyphony in Liu Xun’s painting is non-
ideogenetic, technical and realistic, presenting in his average
attention towards the linear perspective, composition of
regulations, lights and shadows as well as every part of the
picture. You can’t see what he fancies more, as he fancies and
depicts every detail. Everything in the paintings are doted
by him and showing great wvitality. It’s wvery much like the
polyphonic novel said by Bach, “A lot of concepts with equal
status and the corresponding worlds are connected together
for some event, yet not merging together. Putting Liu Xun'’s
paintings in one line, we may find the polyphonic novel 1like
Bach said. The decorative separation to the composition by
the regular outline as well as the same delicate description
of distant and near scenes has given prominence to each
section of the painting, thus compressing its spatial depth
and breaking the law of aerial perspective, showing sense of
leaderless. At the same time, the leaderless part is governed
by some suspended narrative emotions, making it unable to get
rid of narration and chord and obtain formal independence. The
narrative personality and cautiousness on forms have put Liu
Xun in the paradox between narration and aestheticism, chord



and polyphony. He doesn’t want to convert to the classical nor
does he want to be modern, becoming a marginal artist with
superficial designatum and indistinct significance. It’s hard
for marginal artists to be judged academically and join in the
competition between mainstream art and non-mainstream art which
would provide them chances to stand out, and they are left as
lonely beauties with mental and moral obstacles..

No matter they are narration and aestheticism, chord and
polyphony, the conflict between the classical and the modern,
or the sophisticated realistic skills, they are not the nature
of Liu Xun’s pailntings, as neither he nor his paintings are
well merged with reality. This kind of people is destined to
be exiled and drifting. The nameless suspended substance in
Liu Xun'’'s paintings 1is like the elongated and slow cantabile
rhythm, which is the song to the exiles and drifters.

In the times everything are speaking out, what we see and hear
most are about the money, techniques, consumption, news, stars
and out-and-out scoundrels, while the topic on humanism and
feelings are like petty and stale gossip not worth mentioning,
as no one wants or is able to talk and no one wants or is able
to understand. Even i1f someone is talking and listening to such



topics, it must be a small group of mental drifters and exiles
without discourse power in the world.

Written in Guanyin Rock, Chongging on June 4th, 2000
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Drifting Fuzzy
Coordinates

By Chen Mo

Coordinate 1s an important discovery of human beings in
mathematical research. Its principle 1is to determine a
particular positioning by the intersection point of straight
lines from up, down, right and left, and carry out related
depth calculations in accordance with positioning numerical
values. If the transverse or longitudinal axis drifts out,
then the essence of coordinate method will change, and the
coordinate results will become inevitably fuzzy. The Chinese
idiom story "“Making His Mark” wvividly shows the cause of the
above-mentioned problem, and tells us that the so-called
positioning rule is made by human beings, and the variation is
caused by human beings as well. The key 1s the healthiness,
rationality and validity of the “variation”, and the spiritual
significance and cultural values of its existence.

There have been many thought-provoking topics left in thousands
of years of human civilization, especially in modern and
contemporary art process since the end of 19th century. If we
say that classicism before the impressionism revolution was
almost the only "coordinate" of Western art appreciation, then
multiple art forms generated multifarious aesthetic pursuits
and standards in over a hundred years after impressionism, and
the subversion of "coordinate" also became inevitable.



Classical aesthetic principles left us a rigid threshold with
"beauty" as the admittance premise, which severely fettered
the multivariate progress of art itself. In fact, the concept
of "art" has never been controlled by the so-called "beauty"
in 1ts essence. Its uncertainty, variability, fuzziness and
diversity 1is always the mainstream during its development. It
is the force derived in particular historical and cultural
background that brings about the unnatural "unified" result.

Modern and contemporary art revolution should be seen as an
effective attempt to restore its true colors. When Pollock
splashed paints towards the canvas, when Duchamp signed his
name on a mass-produced urinary and sent it to a "Painting
Exhibition" in an imposing manner, and when Beuys mocked up
"the true, the good and the beautiful" by cleaning leaves
with a giant broom, traditional aesthetic coordinates lost its
thousands vears of noble and reserved character in the severe
revolution, and new "coordinates" were constantly derived,
adding continually updated experience and wealth to human
civilization.

Artist Liu Xun is a real man with rich life experiences. The
Lone Ranger style life in Tibet for decades greatly enriches



his artistic experimental platform foundation. He used to be a
nighttime guitarist of a cultural center in a small highland
county, photojournalist of a cultural station, teacher of a
migrant primary school, and art teacher of a college in Tibet.
During this period, he not only experienced the difficulty,
danger and pleasure which ordinary people cannot handle, but
also accumulated extraordinary life experiences.

In the art history, we often can find this type of law: the
artist's experience 1s proportional to the release of his art
energy, and will directly affect the sustainability of his
personality development with the deepening of richness degree.
This may explain why the number of artists emerging in the
1980s 1is far larger than that in the 1990s over the 20 vyears
of native modern and contemporary art development. In the late
1990s, this situation was getting worse. Of course, in addition
to rich life experiences, artistic exercise is a lifelong thing
every outstanding artist needs to do, with few exceptions.
Liu Xun'’'s fantastic 1life and art experiences become the
spiritual source of the constant development of his artistic
experimentation in the past decade as well as the crucial
driving force of the formation of his personality language
pattern.



The works of Liu Xun can make you feel the exotic fragrance of
tsampa and the religious holy pressure. Especially his early
works often bring people into the mysterious context with Mani
flags and sutra chanting, making people feel penitent with an
awakened conscience and make a thorough reformation in the
peaceful and holy situation. In the mid-1980s, people suddenly
discovered the beauty of Tibetan themes. Many artists took
part in exhibitions with Tibetan themes intending to make a
name or obtain profits, so that the viewers had to endure the
pain that over half of the works in an exhibition had the same
theme, which became the unbearable absurd scenery during the
transformation period.

The performance objects or themes of art works are the public
resources given by God. However, it needs careful study about
who to use and how to use them. As mentioned above, the works
of people who follow suit without deep thoughts are destined
to be short-lived and invalid. The case of Liu Xun 1is a great
example to explain the above-mentioned problem. He is one of
the best artists who still paint Tibetan humanistic resources
after the era of "theme supremacy" coming to an end.

Along with his deep understanding and absorption of the essence



of traditional Taoism and religions, Liu Xun has opened a door
of language with a clearer self in recent years. I cannot
imagine that where the continuous confidence and wvitality of
his “Dried Flowers” would come from if there was no “link”
of logical chains mentioned above. Withered grass and dying
flowers are only negligible symbols to record life or just
life wreckages. However, when expressed by artists, they
can highlight the distinct wvalue of life and question the
authenticity of spiritual significance of immortal substances.
Time 1s going on like this river flowing away endlessly day and
night. The life-and-death survival pattern of all things is the
everlasting proposition for all cultural approaches including
art.

The charm 1is constantly growing because of perseverance.
Liu Xun's artistic language apparently deviates from the
traditional "authentic" coordinates, showing a kind of flowing
fuzzy variability. His works not only have classical exquisite
details, but also include contemporary performance means
and virtual trend. As far as visual effect 1s concerned,
the compression or extension of spatial distance 1s beyond
traditional aesthetic experience, thus increasing the difficulty
for wviewers to look for "standard answer", and making the



attempt to position the fixed coordinate come to nothing. The
views are different when the works are appreciated nearby and
afar, making viewers enter different aesthetic dimensions with
various versions of spirit consumption results.

In fact, whether the illogicality of art form, or the non-
coordinates of reading intention, or the non-commonality
of language style, they are all undeniable dominant
characteristics during the development process of contemporary
art, and also the facts we have to face after the collapse of
only native aesthetic standard inculcated for many vyears. Just
like dining, the nutritive wvalue of single food is certainly
far less than that of various foods. In a word, it is absurd to
“formalize” art.



VARSI 44 X -
X3t By T A XU




XPEEIME S8 RA B IR —- WNRAERERY
XU RIEF BT LA FUth #5755 R T IEELRIA O
YIS, 207 EtHZC 80 SFACRIBIHERT | B
X R ERENSRIRANME AL R E R T EA R B Iz AY
EERIRIL |, BRI —HMPBE(E 7 YT ELERK,
(EXLE BSERERNRRRRZT T 10 FhY
REEL  AZPBH T EREH. k. E
TERIXUAE, BUEXAR G IR EERIEE S
BRI TRIEUR, S, XARE—1ELE
BYERSEHEENE, MbITEERAIRTE
SMRE | MBREER T AE/RIEEENE
HSE. BLE, 10 FNSREEEARNS
A&, (BfEZXE T S5MERERIEARE |
et —E T LSS E T 5 EE AT
NZENERTIE. [ARREHRETERIER
TIHIXS LR T b RARERISERR. AL,

B¥,

XARYEREIEH T =N A NBHRIA R ER.
EHAF R IR EEZRMAXSRALE NS

EXFAHBRNERES  EEHMEFE
BRI ED) 4R ISR BYRZIFZIE © B 90
FRERHFRIAG , REEREEMGE &
REENNE LFTEEEEREL T
SHIEATRERMERIFRIBPENX R | WESRIE
F M ATBHE [EMBAATERIER | (EXRAD
FHREF A EER , B TIEFEN
B, FCEHE T METERFINE
MIRERIMER. XAARRE— NS HIER A
RERNEZR. thEXMERYEMETEIDRY
AR TR, FRLA , fEfbER , (FARAE
SR BANRRENFSREIEREE
ZE—RIEEX Rt R H Y E RS
1R, BELSHEES , MIBHKRE  RR
BRAEMNEERLZ , i8N EEERNE
ENBRAMN ETEN. EmTiEFEE
AHNRFESTHNBERE  EE TR
JeRE  XERER B RHBRMERATANE
MR, AT HIEEEAIER ST , XaEE
RIE—NHHE FIES RO EBEAXITR , B



R REEFIEMINVENEE , F—PRIER
REL, BENELFENRINERNRE,

XU AT It X AR S IBEERIGE | HF
FFERRIRM D ZMOFBEXF—TRERT.
AL, BITBRE | ttAIXFFRFRIEE
S ERETERENE RIS E SR
RIMISRZEEL. AR TR RN BRE) R F
ERIEZR , XAKRBZRKERRAMRER
MR MEST. BT HEHIRIXES
REAHEN (R FTEEESRE |

HSWMAONERGERRS  8EFS
WATERATEHLAFEIRE . BRIZIL

EERAGAE R SRR TR

IERE TERNARERBETE X,
HEIDHTEENSESS. NXBEE
fb XA IRAFRILR HI 7T AP (A 5B AR
fea R JDRYBIERIE Z2RERY : EPETE
B, a2 ERREERBERES , 2ALL
HREERIZELE. BIPEXER B
WERERIEA. £ 90 FEFNIBHIAR

Hl , hELEBEFRIRRRRIRIN
EEKFERIFEREMHTES , EER
EEEENRTRHERX ILIKESERI TSR
Zi8 , BERETUKIRARE. FE. #
RAIVERER. RABRIEZE , BHSE
M BT SR AR SR RIE
HIEEFETEERN |, &k T ERIEAF
R ZFRLURERNEE KD, EONFRE
& RAREIS U EX AR T — A0
RBRIRR  2—MNIHE . BRERR
RIOSRIEE. SR, IRARBLARER
REZEXE, X—IHHMERZNETR. 75
BB, #I/R. B, fRiX. ERF
FEHERMEIXEASEHEER, BT
XEEZRAEmRT , LA EIBEIERSK
BRIAPLLIRA - SRAE , Bela , Z<ihRk , BN
E—MENNEIENFEER. o, WL
IRz R SRR S BB XSS
ME LRRSIRIERD | At IVOEE RS
T HEAPBRERFERR XS, EHRMLET



RCEREEEETRIRERE  BiFEX
AEREETE, MBEEIHERIN(E) . (B
EFLZR) ALEL  EERERMER
T BRI R AR S B e 5 ——IX
AR ERPRESRIERTGE, R
BXETHISREMFERSUEN TER
RERJLAENR. Xia5s—RKEHNENIE
FIEmAD (BHESHEIZ) . (ZETHILE)
F , BEERIRAIES , (BERFDNE
/RiBR T HERER , BYEE THEIME
iRi2E XFEP AR SR S H A
LSIFN, XAE+oERRNZEARE LS
—EER , XERERNEREEEETENS
SKRUBIEIER. LA KRR M L ERABLE
RENEEHEELNERSFMEBEIR |
ARBERS M, FHEXFRIRSEFMRI
EEDMIIbE. mIEXLERBERF. F
T 90 FAH, JRHA  SEEL T (SHEIREKD |
(RUD . {=ZXFE) XEEERELE
NigRIEmfE | b33 B EBER SRR

BT LABSE DR ARSI E T,
X—ITER SR ECEEXMIERIERE | tAMN
TRIESRIEMAAEIRIF N ZE , UFNiL
b EHEE T RABEARTZ BRI E M
8. X , EENXSET , BERT
VR R LA B ERRIEERE.
BEH TR RIBRIR ISR S , B F3I5
AT AFFSRILAE | Rt R E £
HNEZ BB RAEEAHENEMETFH
MNEEHZIPRE , DEEMNX M ERISHT
StRPEBEL R SR ABIR,

1990 & , XaFmR=IdFaIEE  X—5t
BT (igx)  XEXGR/BIA#RR
TTERAIE— 4 Fm. BERILE , NiELRH
TIVHERBURE . NEGRIER

EXVAMX SRR TFIERIEEHRATHR | X LEADER
EREHEARZ B THEENNE.
SR, BRT—IREFOWESBERE , XE(Fm
ERTEZERELERAIRL., HIE7EEAT



ez IAE 2000 & |, RY(AIEEENIFHE 10
F. X—FET (BHEEITE) ERNX
HERITE | N TRE THIERER , 78
RETRISARENMED  AEINEEEMTN
&, BEERGERL , EEXRIREKS
IAF2RAE T —I5RIRIRENR  EEHIM
TEERRDEREMRER. THEIBLLAE
EHH. Disi. WEESFMHTERNTHL
T, BEA—NRENATESRNSHI—
> WBIRAPHI AR, XA EI AR
THABERNRMEX , wHEEAEEEN
RE LT BN , BEkmGE i
RTEEREN=ARFE LRI AERIHE AR | Uk
HMESHIRIE. XUARRKEHIERITF1ers U
B—MERRNIMERR , BXFED
Tk, HRBBES  BIFXHMEREZRE
BRIANER, WERESLE | RT3
XA E S EE |, RET I ERR
PR, BERERESESNEERNIRER/R
XA BB BRI tEREKT RS E

BEFWE. XEAKHASZETRIEEN. #
RIEENHSERN , BitbEEEEES
N, EREBHERIREETEN. XEATE
B XAREMRER (FEREIc) FrigZaIib
MMEREELBR , ZLSMRER
HAVESEHZEREH. AMCESrE
B ERERIAREBE T RRIARRMER , X
XAME , PR RS E ST TR
ESHERERIITR. ATLAUXERERIE ok
TSGR |, BIE S 1L ABRE]IX H X
EAETIBLEgERIEE. THEEERNL
RERR , EMEXRNARTERESH | fib
T BATE T WRIHNEE—

ATENEFHEXITENEMEERSE
. XAXTERBRNERL., HE. L
T RIMLR A] BERASCRTR 7 BRI —EMEE R |
WRAE T fth 10 RERINIICIZ |, BIXTEER
BHEAEREBETEREENEE , &
TIRET , BRI E# 7 2R ERKE |
MmBRIEZSANBHNEER N, XiE—



BHEREIFNIMIAIN ARG Z B E |
FErIA. IR =EZEEZF IR
&, A ECEE T —MEERKRRTFS |
RS RIRESR AR T EERY TS,

2004 12 A



The Investigation:
Dried Flowers and
Landscape of Liu Xun

By Chu Sang

As someone once said, the emotions in Liu Xun’s paintings might
be traced back from his experience of drifting. Ever since
1996, Liu Xun has had himself exiled from the metropolis for
over 10 vyears, during which he could be said destitute and
homeless in Ganaliang Plateau: he went to Kangding, Zangu,
Ganzi, Kangding again and Wenchuan then, two years for each.
No one knows how he lived through the ten vyears and what he
obtained for his original intention. But the decade did project
the special attitude towards life of Bohemians in Liu Xun. He
probably took Gauguin as his model, escaping from the noisy
world so to obtain some real state of living and validate some
assumption in his mind. As a matter of fact, trying to find the
bright poetry in dark life has always been the basic standpoint
for Liu Xun in painting. Even when he settled down in the
outer suburbs in southwest Chengdu later, he didn’t change
much of his original intention in painting. Though among the
painters of his peers, he is so different because of his ten
years of wvagabond 1life, but as to the paintings, it’s not so
much proper to exaggerate the important of personal experience.
It was actually his impulse towards forms that pushed Liu
Xun to turn his colorful life into metaphor in painting. In
other words, the rich personal experience at most activated
the painter’s clear understanding towards the genealogy of



decorative language, on the premise that the style he chose was
just suitable to adjust his hysterical mind under his reserved
appearance. For example, 1in his early artworks in 1980s, his
absorption from the postimpressionist Seurat and his peers
showed some reduced classical taste, which, after ten years of
ordeal, gestated his later delicate, elegant and plump style.
As to now, Liu Xun’'s understanding of classical grisaille could
be traced back to Latour. Liu Xun 1is certainly not a classicist
in real sense. From the fashion style of his recent works, he’s
employing the classical rhetoric attitude from Latour. As a
matter of fact, the ten years of plateau life were turbulent
and unsafe, but he earned himself closed environment separated
from the outer world, providing him chances to be persistently
dedicated to the integration of classical vocabulary and modern
forms. Moreover, the cloudy landscape exclusive there brought
him the brushstrokes, textures and colors he wanted most.

There has been three unobvious periods in Liu Xun’s painting.
His early artworks were mainly the raw combination of symbolism
and impressionism, showing the influence of practicing graphic
arts 1n college; in 1990s he showed sense of inductiveness
and continued to focus on decorativeness, creating the
best landscapes he’s ever made after a short time with



Neo-romanticism style, after which romanticism was still
functioning, while the conjecture towards Neo-Confucianism
school started to dominant his painting, producing the simple
form close to perfection and leading him to the present
period of formalism. Liu Xun 1s not interested in making
time contrast. He likes the sense of comfort that balance
brings to him. Thus in his opinion, the static projection of
the subject 1s very import to start the description, and he
acts as a still-life painter even when drawing the landscape.
But during his painting, he would weaken the projection and
only keep the clearer outline so to bring subtleness as well
as variety to every limited color block. In his paintings,
the layers of color in even distribution act for the wvisual
balance and would show the same effect of texture under soft
light. To assure the sense of stillness of the painting, Liu
Xun likes to draw one thing well-distributed on the axle wire
and carefully control the brushstrokes, e.g., he would change
the real perspective scale in a shallower depth. Liu Xun never
conceals his interest towards the flat grisaille; the expressive
force of exclusion of strokes requires an introspective order.
As a result, when he arrived at the plateau, he found out that
the ideal form of the order was the eternal images exposed
in the bright 1light. Different from the painters relying on



inspiration and instantaneous feelings, Liu Xun relies on the
long-term deep observation and rational careful analysis. In
this case, 1in order to void the improvisation or occasional
uncertainty, he’s wusually slow 1in creation, with the process
with precise regulations like traditional embroidery. Even the
details hard to be noticed must meet the pre-set standards to
reach the neat and flat effect like being ironed, thus to settle
down the painter’s active and uncertain emotions and well
distribute them on each part of the painting. From his special
way of painting, we could see that he i1s similar with the
masters of metaphor in western painting history on the creation
styles and there are also connections between his paintings
and traditional Chinese paintings with meticulous details, the
metal engraving and even the folk graphic arts. Then there
came his employment of balance of classical formulas. In the
mature period of his style in late 1990s, he was capable of
making close connection of desolate atmosphere and stable and
vertical and horizontal composition in his paintings, and one
could even see the mature, plump, tall and straight sense from
the Song Dynasty in the wildness between that the painting
transferred and the real landscape 1in Kang area. We could see
that the delicacy, refinement and attitude of investigation of
the Song Dynasty have not only influenced his composition of



landscape, but also become the warm and mild moisture for his
dried flowers series. At least superficially speaking, the way
of researching things of people from Song Dynasty has helped
Liu Xun get close to a calm and free state, which is ritual-
like with sense of seclusion. On the other hand, the emulation
towards the styles of Song Dynasty was not his major subject.
At that period, he was in more preference of the classical
western painters 1like Leiden, Friedrich, Vuillard, Deny,
Delvaux and Hopper, as from these painters, he had found things
of his real interest: symbol, metaphor, decorativeness and
the characterized expressive tone. For example, the mystery
of Nabis’s flat painting has the special visual infectivity
that Liu Xun admires, yet he tries hard to avoid the boring
and pesky style part. The misted in the paintings of Bernal
and especially Vuillard is probably more attractive to Liu
Xun. From his early paintings like Spring and Flat-topped
Ridges with Tombstones, we could see that with some parts he
borrowed the wvague curved lines of Bernal and Vuillard, which
were considered the most characteristic way of modeling in
their artworks, while the curved lines were remolded into more
stable geometry by Liu Xun. As to his artworks in depressed
style like Memories about Luokema and Mud Walls under the Mist,
they were glamorizing loneliness too, yvet seemingly different



from Vuillard but Friedrich, which could be considered as the
first correspondence to the tranquility in the genuine romance
created by the latter. Liu Xun also pays attention to painters
in modern art history, whose artworks are more exaggerated and
experimental. For example, the weird and isolated effect from
the solidity created by Italian Metaphysical School attracts
him and has been used in his early artworks like The Yard with
Poplars and Guzan in a soft way. In the second half of 1990s,
upon his creation of the artworks with more complete thinking
style including the Late Autumn in Highland, Lingshan Mountain
and Snow at Yunguandong, he was capable of getting over the
entanglement of the above concepts with a clear understanding
to Friedrich. The result of direct communication with Friedrich
in that period was that he found the beauty of form covered
by symbols, which seemingly put him back in some position
between the illusion of Song Dynasty and Leiden. From then on,
in his landscapes, the sense of form has overpowered the less
important superfluous thinking. Out of his absorption and of re-
creation from the masters as well as the imagination towards
new personal symbols, he started to eliminate carefully the
vivid yet confusing things including the uncertain brushstrokes
out of his paintings, thus to create his own personal figures
from the analysis and research of history.



In 1990, Liu Xun started to try new styles and he painted
Begonia that vyear, the first creation seeking for abstract
elements. In the following vyears, he drew several paintings
with the similar flowers. From the changes of the pictures, it
was the transformation stage of Liu Xun from landscape to dried
flowers. He wasn’t productive for those vyears vyet it was an
important period for him. By the way, though the gloomy tone
was still present in the paintings, they were still connected
with the realistic way of narration. The perfect form appeared
in 2000, which was ten vyears later. He created Dried Flowers
with Woven Designs in 2000, from which the dried flowers had
a complete change, no more acting as some decoration placed
in front. There was no more additional narration and the
painting became more reserved and simpler. The inner tension
seemed to show a special integrated effect, and there was
even some abstract elements seldom appeared before. When the
dried flowers consisting of thin and weak flowers and grass
including plain coreopsis, forget-me-not and timothy were
placed in a cold artificial background, it would show some
uncommon sense of depression, which not only enlarged the
meaning of the insignificant subject with obvious compulsivity,
but also covered with his own philosophies and concepts; the
subjects looked like a cluster of dying and trembling nerve



tissues radiating weak warmth.The dehydrated flowers Liu Xun
made do have an ornamental value of self-pity, yet the form is
too perfect to be strong, which is probably the subject that
the painter wants to express. Looking backwards, Liu Xun was
greatly influenced by his father, as he is fond of the classical
Chinese drama and modern novels with blue themes and music
is his major hobby besides of painting. His experience with
symbolism and neo-romanticism in painting has encouraged him
to believe in the possibility of marriage between painting and
culture and music. In this way, 1t’s not hard to understand
Liu Xun'’s appreciation towards the unbearable desire in The
Romance of the Western Chamber, which 1s correspondent to his
control over painting languages. Moreover, it seems that for
Liu Xun, the clandestine amour with pleasure and the inner
sympathy in The Romance of the Western Chamber are strangely
carrying the relish of sexual exhaustion and dejection after
the orgasm. Therefore, the delicate texture of the dried
flowers could easily remind people the implicit lyrics at the
end of the drama. Especially when the withering scene in the
painting connects with the melancholy visual beauty, the
dried flowers present the dramatic meanings correspondingly —
some common and personal experience we suffer from our 1life.
Liu Xun’s description of the elapse, withering and death of



life and emotions might embody his personal background and
ten years of memories, but the highly integrated form has
surpassed the connotation of the panting, as it was so unique
that it not only has overstepped the art history, but also
has little direct influence from the modern train of thoughts.
Liu Xun has been walking between playing with senses and
independent literary experiment, and as he walks in the fog
mist of the pre-modernism, modernism and post-modernism, he has
built himself a platform towards the future, with the unique
achievement stored in the archive of his dried flowers.
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The Old Yard

By Liu xun

Ganzi Cultural Center which has bewitched me in body and soul
has met essential transformation as time goes on.

Accompanied by an old friend, I was told that I was right in
front of the gate of the cultural center. The landform assured
me that it was indeed the old street.

In the old days, the roads were lined with mud walls or walls
of residential structure exposing blue bricks, and a couple of
gates were just properly decorated to a single line. With no
exception, all the gates were iron welded with couples of round
pigiron bars and tinted with 1light paint. Even when the gates
were all shut, the sceneries on the other side could be seen
from the outside.

Even to this day, I could clearly recall that I had passed
by the gate of fate the first time I walked in this street.
However, when I passed by and my eyes skimmed over the grey
poplars inside the iron gates, I came back again like a
sleepwalker. I saw the yard of poplars under the grey sky; the
bright colored ground was i1immaculate except for the winter
leaves; the two-floor building, with a street frontage, was made
from wooden boards, and the staircases towards the second floor



were exposed outside the building, with the blue paint on the
surface faded to grey..

Even to this day, even the warm color from the rusty stain of
the nails are always in my mind; the warm and grey colored
mud wall, even lower than a person, it surrounded the silent
poplars; —-it is more of a symbolical gesture. And also the old-
fashioned two-floor wooden framed structures in the vyard, the
walls of which were painted with dark-red slurry, creating
the similar effect with the red walls of temples or great
halls. Through the light grey trunks of the poplars, I was so
attracted by the dim and solemn house that I couldn’t have
realized how important the moment was to me for my whole life
when I was standing there.

“Do you need someone to paint?”

I asked the first man I met in the vyard. He seemed too simple
to be a culturatis. It took me some time to know that he, Chen
Bangwen the teacher, is a renowned folk dancer in the area.

I applied for the position from the Director of the culture
center in front of the gate on the left of the old-fashioned
houses in the yard.



“We’'ve already had a painter.”

The director was amiable, but I was so beaten by the
conversation, it seemed that the fate was leading me to my
sole and final destination. Even to this day, I could feel the
desperation and see the shining cement floor at the moment.

Maybe the director had a favorable impression of me, or he
felt sorry for my disappointment, or it was rare for a college
student brought up in inland China to apply for a job afar.

“Er..what else can you do?”

“I play guitar, and I take photographs..” I tried very hard
to search for my capabilities and I even wanted to make up
something.

For a moment, I saw the director's facial muscle became active.
He was having fierce discussion with people around in Tibetan,
leaving me nattering to myself. In the mean while,the electric
guitar and the sound box were present on the bright cement floor
as if by magic.



It was an unprecedented critical moment for me. It seemed
that I went into the story of fairy tale: I need to answer a
guestion in front of the gold and silver; the right answer
would bring me a bright future while a wrong one would lead me
to the end of my life. The director's popeyed eyes were staring
at my hands, which made me more nervous.

It was impossible for me to turn back, yet in that condition,
it was supernormal for me even just to adjust the chord line
well,and to pretend that I was calm. I paid great passion and
effort in practicing the classical guitar and since guitar was
more like a percussion instrument to people in snow-covered
plateau in 1980s, my performance was considered master-level
then.

I was surrounded by voices of praise soon. Then I was asked
to ensemble with accordion and accompany the same song with
different tones. Fortunately, I was competent for the songs
of lively rhythms and single tonality with the basic musical
knowledge that I learnt. Moreover, when I accompanied some
popular local songs that I’'d never heard only with major-minor
mode tonic and subdominant, it gave rise to an animated and

lively atmosphere.



“We have one house by lucky coincidence. What do you think?”

I was worried that any word would destroy the consequence
rescued from the previous desperate situation and hoping to
continue the harmonious atmosphere. I became resident of the
quiet yard officially.

Then I gradually found an interesting phenomenon, that as a
matter of fact, the fragile human beings doesn’t adapt to the
rigor plateau environment, with the obvious proof of early-
aging looks, damaged skin, popular cataract and exophthalmos.
It’s ridiculous that you think someone with his eyeballs
staring at you might be extremely angry, while in actuality he
is enjoying the warm sunshine peacefully without any hostility.

Humor and love towards music and dance are their natural
instincts. The land in this region has brought up generations
of unknown great comedian, and Losang from Kangding is among
themn...

I was lost in endless thinking at the door of cultural center
like an o0ld man. The tranquility on the street in old days
could not be found any more, and they’ve been replaced with



prosperous shops mostly dealing with repair of agricultural
machinery and automobiles. It might be out of the concern of
security that the gate of the cultural center were replaced by
heavy and occluded galvanized sheet iron, and most of the old
vard was torn down including the two-floor grey building with a
street frontage.

Three poplars are left probably for tethering clothes lines.
The trees are still beautiful and clean, and the leaves on the
ground are seemingly showing the breath of the old times.

The most fantastic part is on my old accommodation: 1/3 of the
two-floor building has been torn down while my old room is in
good condition. Some local people good at singing and dancing
are grouped together to meet the need of tourism of the county.
It was said that my old room now belongs to a girl dancer. I
wanted to get inside and take a look, but the door was closed
and the owner was not there. But probably it was good for me.

I went around to the outside of the vyard, from there, through
the two existent poplars I saw the roof and familiar windows
of my old room, as well as the flat-topped ridge of tombs over
the roof far away. As it grew late, a lot of birds were getting
together at the round crown of a tree behind me.

December 1, 2007
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People and Thing

By Liu Xun

One

In Ganzi, a small town of Sichuan Plateau before 1980s, no
matter it was the highest administration authority or health
center or village school, all were bungalows with wooden
structure and green tiles roof, functioning for both working
and accommodating. Around the houses there were thick mud walls
of warm color vyards, inside of which there were wells, flower-
stands made of stones, lawn and poplars. Almost in each vyard,
there were couples of poppy flowers blazing like fire with bright
heronsbills in summer. When winter came, the exuberated flowers
were hard to be distinguished even by the roots, only leaving
the grey poplars in the yvards stretching to the sky.

I got attracted to the sense of gentleness and leisure the
first time I walked into the vyard. I felt 1like I was back into
Xinyuan Garden where I grew up as a child, and I was in the
piano practice studio and the abandoned garden. When I walked
into the room assigned to me at the end of the yard, I saw a
spiral wooden ladder leading to the second floor, which was
also separated in two parts: indoors and outdoors. Comparing
to the bright outdoors, the red-grey floor and the handrail of
the ladder were covered by dim light. I felt that I was lucky
to lived in the room, since every corner could be a clue for



meditation, taking my mind to the times long ago.

Two

Xinyuan Garden, at the suburb of South Gate, Chengdu, had
been the dormitory for teachers and staff of music majors
before I was born. It was once the mansion of a mayor from
the old times. I was born in the vard and I lived there till
I graduated from college. I often dream of going back and
sometimes I even mistake the new people and things for memories
from the past. Sometimes when I suddenly get a trace of memory
of that grey vard from some other corner or room, I always get
distracted and lost..

The vyard gates were not very big. They were made of solid
wood, on which the black paint was peeling off. The gates gave
access to constructions in symmetry on either hand, with their
roof like pavilions in public park, walls steel-grey and door
and windows quite small. Since there were people living inside
and I couldn’'t get inside for fun, I saw them quite boring
when I was a child. On the opposite side of the gates was a
row of old-fashioned two-floor, steel-grey buildings; in the
middle of which was the dark passage leading to the middle of



the vyvard. In front of the buildings was the public corridor,
through which was then the two living rooms, thus the passage
throughout the buildings was not a short one. We sometimes
played trick on people there and sometimes we got ourselves
scared. Walking out of the passage, there was a big grey
building in western style, which might be the residence for the
original owner. It was so close to the end of the passage, and
people needed to look up very hard to see the windows upstairs.
On each side of the building was a zigzag mortar road leading
to the more spacious backyard, along which there were also many
forks reaching out to the side houses. Beyond the roads and
forks, there were slightly-dented mud basin full of moss as
well as flowers and trees.

There was an unobvious alleyway at the right end of the
backyard, which became another independent world; and there
were three or four steps in front of each living room. The
warm-gray stone steps of coarse texture made coordinated with
the light-colored stone floor, being set off by the mud basin
full of moss and leaves as well as the delicate gutters. The
exteriors of the buildings were simple with similar color tones
and mostly in straight lines, while the interiors were too
diverse to understand at one glance. I assume that the original



master must be in favor of simplicity yet caring a lot about
intimacy.

As to the blocks consisted of three or four families, easy
to be i1gnored, on the major passage, there were two or three
more in Xinyuan Garden. The deep silence around the place and
their housewives, sick of noise with stern eyes and pale looks,
brought me great confusion and suspicion for my childhood. It
was like the first time when I was wavering in the labyrinth-
like o0ld town of Ganzi, the row-upon-row buildings in the low
grey sky, looked bright and warm, the street was pure and
clean, and the occasionally-appeared people disappeared quickly
among the houses and hillsides. I tried very hard to inquire
about the "“living ghosts” but in vain, while the eyes behind
the distant curtains were making the earth under my tread soft
and floating.

Ganger was my closest playmate in childhood. He lived at the
end of quiet alleyway in backyard. We spent a lot of time
there; and when his mother and older sister were out of house,
we went to the stone steps to play tricks. Xiao Ying would love
to give orders, standing in the stone steps, just like her mom;
and I was always timid in childhood in front of the smart and



beautiful girl which is couple of years older than me. As we
grew up, Ganger started to play cello, and I saw his mother’s
eyes were getting sterner.

Like many housewives in the vyard, Ganger’s mother was the
daughter of a landowner of the old times, and thus the target
of the criticism during Cultural Revolution. Fortunately, as
the proletariat needed art, they were not exiled. During the
17 vyears from establishment of PRC in 1949 to the start of
Cultural Revolution in 1966, Xinyuan Garden became a special
safety place during the interlacement of the new and old
times. The new government allowed the impoverished groups
and their related groups to stay in their old houses in the
form of public ownership. Though they devoted themselves into
revolution; their nature was not easily changed. They loved
gquiet and solitude; they had fetish about cleanliness; the
hedonism and artistic atmosphere were permeating in every
corner of the vyard. All of these had created some kind of
weird, mournful and elegant scene, which mix with the dark
mud of moss and shabby western-style roofs. The scene was the
illusion reflected from the previous generation, quite precious
as it was destined to be completely faded.



In the left of the steel-grey buildings at the entrance of
Xinyuan Garden lived the secluded old man, Mr. Mu zhiging and
his first wife. The senior Mu played music for Empress Dowager
Cixi when he was young and could be considered as an important
person in Chinese clarinet circles. I could still remember that
he was always helped whenever he came out. His second wife, a
weak woman wearing glasses, lived with her son in the pavilion-
like house on the left, diagonally opposite to senior Mu’s
room. The small weak boy was quiet and didn’'t communicate much
with other children in the yard. Wearing a pair of glasses on
his square face, he looked bookish and dressed plain. He was
definitely the type of person easily ignored.

Watching through the gates of the yard and the dark passage,
one would get focus on the family in the middle of the major
building. The banana trees in front of the house were very eye-
catching; and up on the steps there was a platform in front of
the house for leisure. The owner was Mr. Liu, the director of
Composition Department, Mrs. Liu, their daughter and a gang
of cats. At that time, it was not easy to keep a pet, not to
mention a gang of cats. Mr. Liu and his freckled daughter were
both in small size and wearing ochre glasses. It seemed that
they didn’t like bright light or noise, since their curtain was



always drawn tight. The room was very small and there was no
restroom, and I was impressed by the state of people and pets
living together and the heavy smell inside. For the nights in
spring, the lovely cats would make sad and shrill cries on the
walls around the Xinyuan Garden, which corresponded exactly to
the singer Mr. Ding’s dog-barking-style vocalism.

In that era dominant by mainstream discourse, any individuality
would face the risk of elimination. In this special place of
Xinyuan Garden, at the eve of the final trial, the interaction
between people’s instinctive individuality and the old yard had
created a unique story, which has been fermenting and spreading
in my later memories, growing to be a part of my life.

On the left side of the major building in the middle, there
was a unique attic. One could get access through light-grey
stone steps, over one meter high then through a narrow wooden
door. Inside the door was a wooden ladder of steep slope, yet
with protection of glass on both sides, making the small room
fairytale like. It took another corner to the second floor; and
then an open-ailr passage, with delicate woodcarving enclosure,
leaded to the front door of the owner’s living room. It was
the only opportunity for me to play there when they forgot



to close wooden door downstairs. The pattern of the house
was out of safety consideration, yet more about the master’s
enjoyment towards life. In my opinion, it should be the boudoir
of the landlord’s daughter. Now there lives a violin teacher
with Japanese-style beard and his beautiful wife majored in
vocality, with the former seemingly a little bit decadent.
The loud and clear music spreads everywhere from the attic
day after day. I could remember that their daughter started
to play violin from a very early age. Ah! Growing up 1in this
environment, even 1f she couldn’t be a master in violin, she

must have become a genius!

I spent my childhood in sounds of all kinds of instruments
practicing, and it was hard for me to feel nothing about music.
Besides, my incorrigible sentiment from childhood was nothing
if there were no music. But if I studied music rather than
painting at that time, would my life be completely different
from now?

Three

I paid great passion and effort in practicing the classical
guitar. I can’t remember how many times I’'ve played Memories
of Palace of the Alhambra in different seasons and various



towns. Since guitar was more like a percussion instrument to
people 1in snow-covered plateau in 1980s, my performance was
considered master-level there. My second marriage in Ganzi was
directly related to guitar. She decided to stay with me even
before I finished the song that I prepared for her. The winter
of Ganzi was very long and the temperature at night was -20 2C.
It seemed that if one wants to enjoy loneliness, he needs to
bear the destruction along. I gave up making fire after twice
or thrice of failure due to lack of experience in chopping
wood for fire. Even the local people couldn’t bear staying in
a room without fire, and I was so cold that I scrunched in bed
not eating or moving at all. At that time, I finally understood
why the Tibetan people praise the sun with songs. A leg of
lamb my wife cooked ended my single days in Ganzi. I had never
been so touched by anything before, and the leg of lamb which
was a little transparent because of the freeze thus became the
permanent memory for me.

Every snow mountain around Ganzi has a beautiful legend, and
every alley in Ganzi talks about fancy stories.

My neighbor Yixi jiangcuo was a Tibetan Buddhist over 60 years
old. He was humorous, kind, knew a lot about the cultural



allusions of Ganzi, and the key man of the vyard. In his
neighborhood, there lived a young lady named Dawa, a beautiful
girl good at dancing yvet busy with house work every day. People
in the yard were very nice to each other. They often chatted on
the benches, and no one could tell whether it was conferences
about work or chatters after dinner.

Achong was anxious about his son’s disease and asked for help
from Yixia jiangcuo. The o0ld monk hesitated between burying
one of Dawa’s hair in a flourishing crossing and smearing some
pulverized lime onto Dawa’s undersoles to track her whereabouts
at night. The two men were serious about their discussion.
I was confirmed by other neighbors too about the “living-
ghost” identity of Dawa. There were some other families 1like
this in Ganzi. It was said that in these families, the female
descendants would be the “ghosts” while the male wouldn’t.
People kept recognizing these families by talking and mental
note. The two or three “living ghosts” I met were all in good
looking. It must be very lucky to be held up by such a ghost!

As to me, I was more like a ghost, as I often hung around in
secluded alley or the official village site of Chieftain Kongs.
Once I stood in front of the window from the dawn till the dark



for two months, it aroused great panic and discussion among the
neighbors, while I was actually drawing the flat-topped ridge
over the tombs far away.

Four

I made many paintings of still 1life those days. I benefited
gquite a lot from working on still life in my studio with
regards to forming my painting language. That was the case
indeed: Begonia showed my expectation to arrange the subjects
in geometric form, and the flat dyeing leaves both kept the
sense of viscosity of o0il painting and carried some traditional
Chinese ethos. I tasted the pleasure of controlling the colors;
like the green on the flowers and red on the leaves, I knew how
to make them both harmonious and bright on an even way. In
Abuzhabu Flower, the bright points inside of the flower were
showing shining effect after several times of highlight. Life
was quite mysterious! Though the mystery was limited, I was
excited to see the breakthrough in the frame.

I took o0il panting as a painting material with more powerful
expression and a more evolved paint in the world. I was not
interested in the effect it had made in history, but I believed
that it could create some other effects upon my need. I



remade the existent o0il paints to increase the liquidity and
translucency so as to draw the outlines. I got increasingly
addicted to the color texture which was tiny and complicated
vet full of ration, thus every time before I started painting,
I would prepare after careful thinking several grey paints
specialized for the painting. Since people are fragile and
changeable with his emotions, during months of creating a
painting, he would have different feelings to various grey
colors due to the changing of emotions, lights and seasons,
which requires limitations with the set grey colors. At the
end of the painting, I preferred to use the pointillism, with
which it would be easier to coordinate with the set form in an
accurate way. It was the same with Georges Seurat who painted
in small dots for accuracy of the geometrical shape rather than
the shining effect from the colors, and the only difference
between we two was that I made the concentrated dots into
lines, since I never wanted to leave the obvious signs of some
method in the painting.

My major work at the cultural center was guitar accompaniment
every night, which was almost a numb mechanical movement. There
were often sanguinary conflicts offstage, and all we needed to
be aware were the flying empty liquid bottles. Once I saw a



gallant Kangba man who was thrust through by surprise attack by
a ld-year-old boy with a sword the moment he stepped out of the
ballroom. The Kangba man mumbled “I was wronged” till he died.
According to the will of God, he should be buried in water,
with his handsome head thrown into the river by a friend. The
circling of 1life and changes of seasons 1in these areas were
showing short yet dazzling glory.

Five

The poppy flowers outside the window were blooming, which was
also the sign of fading away and their roots becoming dust. In
seasons without flowers, the pink Chinese redbud went into my
dreams frequently, in which the bouquets of flowers and piles of
brocades became as 1light as tulle, and the light color seemed
to be melt by the chilly air.

Maybe it was out of the original owner’s preference that there
was one Chinese redbud on each side of the gates of Xinyuan
Garden, and there were several of them inside the yard. The
one outside of my window was extremely robust, perfect for
children to climb up and the milk-white trunk became shiny and
glossy. As time went on, people were getting awake with their
consciousness of possession. The temporary structures and



kitchens replaced the previous mulberry trees; the banana trees
and the evergreens were replaced by the additional structures
made of red masonry as well as burnout honeycomb briquette. The
residents of Xinyuan Garden joined in the changes of times, yet
the Chinese redbuds blossomed every year.

Speaking of human’s good characters 1like romance, passion
and elegance, I figured out that some people who were frosty
and stubborn in nature might need to absorb some passionate
things in needs of existence or career. However, to some other
people, they were born with elegance and delicacy and enjoying
themselves in helping people. Mr. Zhu Baoyong, my first teacher
who initiated me into painting, belonged to the latter one.
He treasured every moment of life, and his attitude of aloof
dignity towards life was also merged into my nature and life.

In an afternoon with bright sun and gentle breeze, I was deeply
impressed by the process of Mr zhu painting for the violinist
with beard. At that time I was about to graduate from primary
school, eagerly expecting someone to give me directions on
painting.

Mr. Zhu accepted the request from my family willingly.



I stayed at his house a lot for drawing and sketching. His
room was full of warm bourgeois spirit, with the household
articles and decorations showing his experience overseas as a
singer. The practices in those days played an important role in
mastering the lines’ changes and the refined transformation of
color tones. Mr. Zhu was renowned at that time, yet his talent
in painting was rarely known by the people. The motive that he
tutored me was from his emotions to the neighborhood and his
passion to art. He didn’t charge a penny from me, which might
be Arabian Nights’ story nowadays.

I have a fresh memory of Mr. Zhu’s light gesture touching
the paintings and his slightly-feminine expression. However,
dramatically, Mr. Lv Lin, the other artist in neighborhood who
influenced me greatly too, was arrogant and egoistic and hard to
approach. But as his wife was very close to my mom and treated
me as her own son, I got the chances to intermingle with Mr.
Lv.

The over ten vyears of staying in Xinyuan Garden were the
hardest days for senior Lv. It was commonplace to see Chinese
men of letters at that time who suffered in the Rectification
Movement in 1957 quite brilliant yet having exaggerated opinion



of their abilities.

Senior Lv was born poor and experienced decades of vyears
of painstaking efforts after he joined the army. After the
revolution succeeded, he was surrounded with flowers and
applause for his artistic talent. It was just like “if I can’'t
do it, who can?” then. However, the God of destiny made fools
of the people - he became man of disappointed ambition in
politics and separated with his families all of a sudden. He
must be completely devastated at that time. I was not sure how
he met Aunt Chen and got married. But it is hard for people
nowadays to imagine a simple and good-looking music teacher
getting married at a young age. I assume it might be the
gquietest and most calm period in senior Lv’s life. Position and
wealth were just as transient as a fleeting cloud.

The first painting of Mr. Lv that I saw was a large-size
cartoon named The Golden Monkey Picks up the Golden Cudgel.
My family was the first audience and we were all overwhelmed
by his outstanding artistic talent. With flashes on his face,
he couldn’t restrain his talent and passion any more after
yvears of hibernation. He wanted to sweep away those flunkies
and villains with the golden cudgel. What the hell! I was so



surprised to see senior Lv’s bright and piercing eyes. Hah! He
talked billingsgate like I did, yet I didn’t do it in front of
the grown-ups. From then on I felt much closer to senior Lv.

I became used to senior Lv'’s pattern of sneering at my
paintings of my childhood and never giving further instruction.
As a child, I couldn’t have known that a genius acting in
his own way like him was not suitable for tutoring a child
following some proper sequence.

In winter, the only thing senior Lv could do was to stay
beside the stove of honeycomb brigquette, smoking, coughing and
cursing. It seemed that the arrogance and extremity of the
genius could only be released in cursing. As a matter of fact,
there was no lack of profound artistic insight even in the
vulgar expression, like his appreciation towards the frescos
in ancient Chinese tombs and the wood block from Ming and Qing
dynasties as well as admiration to Mr. Lin Fengmian.. It was
after many years that I started to understand his loneliness,
and as to him, it was better to have an ignorant audience
like me than nobody. In late Cultural Revolution, it seemed
he cursed less, turning his attention to traditional Chinese
paintings like many Chinese men of letters. I wondered whether



the touching and sense of extension of brush, ink and China
paper could release people from complaint. There was no doubt
that senior Lv was outstanding in art creation. He could do
line drawing of a real person with brush on the China paper. He
would think for a while and the portraits were always as vivid
as life. I still treasure a painting of Mercy Buddha in bamboo
grove he created in his later time. The brushstrokes look
stilled and experienced and the color is simple and elegant.
The Mercy of Buddha is thinly powdered like in the awakening of
spring, seemingly comforting the common people: the time has
changed. Make merry while you can.

Mr. Lv was frank, never pretending profundity; andhe was wise,
as he turned his wishes for happy 1life to great advancing
force. He 1locked his subjects on panda and at the beginning
of the recovery of domestic art market, his paintings of panda
had been popular in southeast Asia. He could finally enjoy life
in the last several years of his life and he stayed in starred
hotels frequently.

People should have their wishes fulfilled when they are alive.



Six

Different from the neat and ordered life of the grown-ups, the
children in Xinyuan Garden were relaxed and uncontrollable.
There were so many abandoned piano practice studios and
teaching buildings to be re-destroyed. There were often
concerts too, when hundreds of bicycles were parked in the
square 1in front of the concert hall, and plucking the wvalve
rubber tube of the bicycles was important entertainment for
children, which was much more exciting than other games. Chunya
was the hatcher of the activity.

Chunya was the core of our underground activities of childhood
in Xinyuan Garden. He lived in the second floor in front vyard.
He once disappeared for several years and when he came back,
we were impressed by his painting skills. Thus the focus of
the discussion in Chengdu painting circles became Wugi Art
School, the teachers and art firm. At those years, every time
Chunya went back to Xinyuan Garden, he would give me beneficial
guidance a lot. The clearest memories were the long and narrow
stairs of the art firm and dark room full of portraits of the
leaders. Chunya said with humor “We draw Chairman Mao every
day, and we know Chairman Mao most”.



Seven

The first time I went to Ganzi, I was quite in favor of the
clear and quiet cloud in cloudy days. The time passed in the
distant mountains and near-by trees. Under the gentle and
bright 1light of cloudy days in the high plateau, it can’t be
clearer to see the inner system of everything on earth, only
with which could the river of human culture get extended. I
firmly believe many eternal art forms are created under the
direct inspiration from the system of order.

The morning of winter in Ganzi was the moment to miss someone
and be missed. The top of the poplar trees as thin as silk net
was frozen in the cold sky. I opened the window, looking at the
frozen earth, round tree crown and dogs of big tails, feeling
like I was back in the hometown in the north and back in my
father’'s story. When I left home and started to live as an
independent man, I got to understand the importance my father
was to me. To realize his artistic ideal, he never stopped for
even a while. He arrived at the peak of stage play at that
special time. During the years I lived in the marginal area,
I read a lot of books that my father sent to me after he read
them. I read from Proust to Gao Xingjian and from Foucault to
Said, creating great interest in modern culture and information



irrelevant to my career.

As a matter of fact, I never went back to my hometown in the
north. I could remember that for many vyears, my father would
tell different stories to me every night, many of which were
about the countryside in the north. As a producer director
of stage play, he was always vivid and infectious with his
narration. My father was born in the countryside of the
north and moved from spot to spot with my grandfather. It was
probably out of his romantic nature that he chose stage play
as his career afterwards. His stories were mostly based in the
weald and moor, streets and lanes of the old times as well as
the legends of the bottom of society. There were both amusing
details and bitterness after the laugh. When I was a little
older, he read stories in his own expression like Journey to
the West, Romance of the Three Kingdoms, Refurbishment of the
0ld Legend by Lu Xun and Andersen’s Fairy Tales. The huge
project never stopped till I learnt how to read. My mother
graduated from Chinese Department of Yunnan University. She
was born in an old-fashioned family of rules and regulations,
growing up with a rational and rigorous character. Whenever
she heard one dirty word from me, she would beat me up, and in
case of my father’s shield, the venue was often in the lady’s



restroom that my father couldn’t approach. Besides of that, her
love to me was never absent and she often translated stories of
the Pre- Qin Dynasty for me.

There were two big trees in the left on the entrance of Xinyuan
Garden, which till today I still think they are the biggest
trees I’'ve ever seen. Seasons never make changes to them. Only
when the autumn wind came, the leaves would show the light grey
side, shaking to the same direction and making sound for the
whole vard from year to year. Every time the sound came, my
mother would start to prepare more clothes and quilts for us.
For those years surprisingly, I would have a fever every month,
talking nonsense at night and seeing figures in ancient dress
walking on the walls during days, feeling every person and
thing flowing far away from me. I felt grateful that I didn’t
need to go to school then, enjoying waiting for the phantoms
when 1lying in bed. And I also imagined the empty vyard from
the sound of wind, thinking of picking up the rotted fiber and
leaves of the trees and pieces of honeycomb in every corner of
the vard.

My father wasn’t living as easy I was though. He rode between
south and west of the city every day. Every 6 o’clock in the



afternoon, my mother would send me to the school gate to dial
3897, after which I could imagine the voice of the old man
at the end of the phone howling in the troupe. From the day
I could remember things, grandfather and grandmother were
always having quarrels, and every time the quarrels got fierce,
they asked my father for judgment. My father also had three
daughters with his ex-wife, among whom the first and the third
daughter were as rebelling as I was, making a lot of trouble
for him. As far as I could remember, when I was in the high
school, I couldn’t help realizing my dream of wandering in the
outer world. I went to a primary forest as I dreamed. My first
impression to the forest covered in heavy snow was black and
soul-stirring quiet with strange wind. I stayed in the work
shed of lumberman for over one month without contacting anyone
else. Then probably the rigorous gene inherited from my mother
came into effect, I started to feel something wrong and I
went back to Chengdu. But I didn’t understand the panic in my
family, as they were always worried about my swift imagination.
Many vyears later when I decided to live a new life in the
“‘horizon world”, I could see they were so much unwilling to
let me go, since at that time, it seemed that good things were
just in front of me: I went back to Chengdu after graduation
from college, got married with a classmate from high school and



obtained a position in Chengdu Song and Dance Troupe with my
father’s help.

My second sister and third sister had shown their talents in
painting at their early ages, especially the third sister.
She had a drawing of the statue of Zoya, the heroine of Soviet
Union, the refined style of which was greatly different from
her frank and rough character. I hadn’t ever seen a sketch in
that style before, and till I graduated from college I started
to realize that the style was indeed good and so were the
sculpture.

My third sister was definitely an idealist. She devoted herself
to the “vast world” of the countryside before she graduated
from the primary school, and the dissuasion from the family
was considered as lagging. The first thing she did in the
countryside was to denounce the team leader to his face
stealing the wheat of the brigade, which brought smashup to her
ideal, because the consequences were unexpected and unbearable
for her. In that hot summer, my father started an endless trip
from Chengdu to Qianweili. In many years from then, things about
job transfer, career and emotions were like Sword of Damocles
hanging in his head, becoming the major topics of my family.



When things were getting better, my third sister married a
shoemaker out of ideal again, and she paid for the marriage
with her life. The moment my father heard the news, he was
dazed like being smashed and bewailed all of a sudden.

Eight

“All my works are merely tombstones.” Comparing with the
specific definition of revolution, wars, people and fascists, the
words of Shostakovich describing his artworks were seemingly
much closer to the nature. How could the words “hardship from
the war” generalize the whole process of suffering? Besides
of the language rules including isomorphic anomaly, signature
motive and the after-implantation of 12-tone, the most
interesting thing to me was a unique timbre, inside of which
there was a little bit of tenderness and hope, panic and self-
mockery as well as helplessness, which ultimately converged to
huge astonishment..

I got interested in the non-photogenic alternant depth covering
the paintings, which could give prominence to the structural
order of different depths and also imply the existence of
the other strength. Technically speaking, the easiest way to
achieve it is to give light color onto the whole painting after



completing the details. However, out of consideration of proper
controlling, I prefer to put my intention of depths inside
when creating the details. It needs complete and thoughtful
arrangement before painting, getting over the impulse and
attraction of temporary effect during painting, and drawing
the “skins” layer after layer with consecutive intention and
willpower as well as subtle brushstrokes so to finally obtain
the pre-set effect. The interior order permeates out of the
superficial detail, while the intention is hidden inside.
Texture 1s one of the most important languages for easel
painting, while I never make up random or prepared texture, nor
have I drawn frankly before I finish the painting. I want all my
textures (including the tiniest that are not easy to feel) are
subject to the order during the painting.

In the present concept of o0il painting, the dark part should be
avoided mixture with white color.

As in my preference, the contrast of depths and color tones
should be as small as possible, and it’s my ideal to make it
hard to observe yet perceivable by heart, as I believe the
state of meditation should be tranquil and soft. I’'ve placed
white color in the dark part of paintings recently, or in



other words, I'm used to thinly covering the picture with
white in case of strong contrast. I’'d like the complicated
branches and textures to be subject to the non-photogenic
change of depths, which I expect to be extremely soft and
gentle and obtained gradually layer by layer in the same area
with the same conception. It shouldn’t be easily seen yet it’s
perceivable and the picture should be clean and clear upon its
accomplishment, with any subtle and tiny additional strokes
easily to be figured out. There should be neat and intimate
tactile sensation like just being flown by the wind, yet it’s
not glossy and slippery. Ultimately it’ll become a mark to be
eroded, which 1s not ubiguitous in any environment or mood
dominated by an intimate pleasure beyond expression.

December 9, 2004
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Born in Xin Garden, Chengdu.

Studied in the Department of Printmaking, Sichuan Fine Arts Institute
Worked at Chengdu Song & Dance Theater after graduation

Taught and worked in Tibetan Autonomous Prefecture of Garzé

Back to Chengdu and taught in the College of Arts in Xihua University

The 3rd Chinese 0il Paintings Exhibition, National Art Museum of China

The 1st Chengdu Biannual Exhibition, Chengdu, Sichuan

lst Salon Art Exhibition, Yafeng Contemporary Art Gallery, Sichuan

Dried Flowers nominated for the 3rd National 0il Paintings Exhibition

“A Decade of Contemporary 0Oil Paintings” , Yafeng Contemporary Art Gallery
“Vision of the Watchman” , Yafeng Contemporary Art Gallery, Sichuan
Language of Flowers, Mountain Art Beijing & Frank Lin Art Center

20 Years of Glory—Mountain Art Foundation Collection of Sichuan Fine Arts
Institute, National Art Museum of China

“Homesickness” Photography Exhibition, Suiyue Art, Sichuan

Les Fleurs du Mal, Mountain Art Beijing & Frank Lin Art Center
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