Leng Jun's Oil Paiting Collection 3 | u

LIMITATION AND FREEDOM e

< [ e 4 o - L 4

China 100, Best Publishers

O~

i

YZL10890148277



(€13
A
o4

M

. RMEBEEFRZAY
o B OH OE B B
g Soor IS
it # 5&

B’ O® K 8

XFEE. KRS RtH RS
TEOCEITE: AN K

5
&3

MmO W B
i

BEHER&mE (CIP) iz

FRE - BEH—AFHEER/ AE &,

—K&. EMEALRRIE,2012.10

ISBN 978—7—5386—7019—6

| @R 11.O& Il.OME - 1ERE-FE-HR
V. ®J223

P ERRAEBIECPEEZT (2012) $2310325

RE - BEE—AFEhE k&
B A/ R
-

RERE PRK & &

RAGE,/ Rl #Br0ok

t hR/ T ARSE A ikt

=] &/ 0431 86037810 010—63107921
it 1t/ REWARKE46465

Py it / www.jlmspress.com

x 11/ EMEARHEMY ZEEBERAE
B, 1/ 0431 —86037892 010—63107921
D R/ WL RENARRAA]

FR SR/ 201210 A 1 S 1LIREIRI
F A&/ 787x1092mm 1/8

N %/ 17

BN %/ 5000

+ 2/ ISBN 978—7-5386—7019—6
E i/ 98.007




2 ERE{Fm
Leng Jun's Oil Paiting Collection
LIMITATION

AND FREEDOM




L d



e b
4

I T anad ( add

&

AR, T B SE#EPDEE 17 1H) : www. ertongbook. com 22D



L



18
22-119
128
134

Contents 7
18

22-119
128
134

[REISBEHE—RIZSENZEAR/ BE
ML —RES RS / RBER
h

Elhk B3

REZARED

Limitation and Freedom——Reading Leng Jun's Art / Essay by Chang Lei
The Style of Solitude——0On Leng Jun’ s Sketching / Essay by Zhu Xiaoguo
Plate

Plate Catalogue

Leng Jun Introduction






BE*“ 5 E m MBS T 1800 FHI+IHTRK BAFZA YE@R T — M EABIE,
ABEREENIMIT “TERFITAREE T, RENEERIIaE" .
BAEBARZARFRIBNEM R VBER . ZARIRELEBIE—EEIERIE
B, BEEZASHZFANEIIE. FH, IEMHELEN, TEHER
FaE, BIFTERE R, SNEMRIEMTIZEEEI SR,

— RESEREA
. Eﬁlv&z i ERZOY, X—a2AsmEeY, REEEMNIIRSEGHIIRF 65T
m &

RIENEHK. MELEZARUEVERTE, XEXEEMSEEIN
W, FLBBHAAE, TEHETARLLE, ZARSARTKZER,
EZRMAERSERIER, MAHREFEARIRIEHBRFATR
DAY, B “AE” e%T, ERENRELEE/IEENR. RENEK
FMNMNIERIRF TR LR, EXRBIEK. KHME, EBERCIHH
HEREI T ML, IERE, SBRIBREEHE, BN
EZRENX—]), REZARFEIRARE “RE” 90T, INREIE
SIWbENA R, —HEHEET MEANALRE, S—HTHEETH
FERVFEEB K. —EZARRENFAETERSHENRBE. EXEHE

BRFER, B IR,
TAEFEIN, RBEA;

RAFHALLHK, MERREST, SEMXSEREBIAZ—.
—HIFERARE S £

ERETRRNT B, B AENAENELEANIES “BRELEN" 5 “BB
P B AR AT R4 6 ESLEY" , HIARRK, “BREITEN 5 “BESIEY 2—
BELAREEALS, NERS PRSI, BNSEEAHERLSIHAN—MSIEE,
R ET A T XMSIFERURBA NG, SEBHIEHE, XK Eseeime
o AR FERERES, XSAENSISBARBE . SEECEEN “B

SIENRIERITIR 87 Bk, HEREIER ST iR
FMA SNSRI, O RAS RS ARE
S stes, ESEROENET. " XHSEHASSHAIETE,

ORSAT BHEHEIN. EFRROOHEN, BEZAN, baEs
ER# T4 EFREF, 0, BN EEARTLBBEA, BN —ETE AR
RARARRELE KA ABFENRET . BFE—SRTReERRN, RS EETSE
FEELNEE, X2SRESTESE TS, TRENEE
B25SH, BB R R E—HBES e aNRN SR, £
MFLR B2, EMNFRTLLSIELATEAES, H— a8
FIRHERES, BT SMKENMs, XS TAmEEE
WIRERI, BT, B, H%E, AEEX—58, AF
TSR = FEEaH, B, (IfEREE A RESEmEE,
R IR B TN S A A AN BT 5
8, SEMOWRESEFREN, (OIET —HRIER AR LE R
BENEBOES, TEAELFRNNNTZENBHESR. BAE

G RBHAR R T
Fe s E 63 TR






R 2

WESSHZANEREREAEN, ERAENHFEEBELR KR
FH. BRABE, TEZSERTIRFISERNEE, O T ER
FIPRUBEHE, RTNIESHEROLETFEREME.

T@AMZEART N, EHLERATERELTE RS SEHAEE.
g “BRE" ? REZARPARGFIETLIZBAESEENNE, B
%, TEZARFIER THANEBRNILERA TS, (EARHX
MEBFNWSHZERESHMZEE 140, TRIXBEEFERA. T
RERZHCARZFEZSARAVEENE, REZRFHFEMNE, B
BZRBERAILUAZAREZHERN, BAJLALIZRZIMIRFEIEN. 19
#, ZARBRTEBESHEERNINEEZI, BEWS EATAR. Hk. R
BRI AIINR . XEFTBIFFEEN—BLD, ERMR RIS
SHE, RANSHRRFRESEHEENEEDNFUREENRE.
SARDELESHAPRERNY, B—MMSIA, BAZARTLURIE
BHERY, BLARBEHUILERTZRESHIE. RE—FHEIRITEH,
ZARESAHMIM SIS DT LIRIEFEN, BERESAFE
WRREER, —IABEFANREFNNZERKRELMZEET
LEZRESHNN, XR—PMEARRZFALIKAZARRTARE, 2R
2 ZEARZUNERIZEN R PRI B 2 —RMANE ST B IRIIESR
MAZMEBIRTLIZE#IANME .. A HELENZREIEF,
ZAREESRIECAITI . ITEZFRE, MRRISETF B
RUEFEH, BEEMAEENAGRERES, SEBHNTE
FERRBALUBHESHIZE, RUASEAILIABNYFRE, 86
VEFERESLERIEN . MYFERE RN, THIHRESERES,
MRNFELEIURIBHPMRS N L IABMESR .

IFZAREFKE, BEXTEE M. REZR B SiEEF.
HEPR GBS TR, BEF. BFFH B TMUE—F 458
B TR, en ‘gEET . ‘Fhig” BREE. SREFE A,
BNEAERYIED); INEFE 8" , EMESASBEMRRENEHEERS.
MY TFLEEARFKGR, B “feig” BEE, R SHEBXNENR
EEEEE. ETRER “FrE" , RIERBS, NINEEBIR, EHxE
IEENEX L, ZAXIFRE—ESZEEMRS], BAESHHEER
BEREEFEZIMN,; BANRES RENFES=ENEEGE, BZR
FXBHAXMES, BLORBETIESHIEIG, XMEMIEES
BEHRLIREARNLE, MERAESHFEURERESHE, £8
RES ( BAYPTARERAXR ) NEE LLBIEITEZNAR,

WA FRE—E, FARESHTmESEU SSEH—L, B
FERFOWITEARBETIEEZNES . WELENIER, BHERE
SERJLORIERHE R . SR —EoFm, RELEMIAE, 55
ZHINY . BRBMHAESLER, BAEN ZARRILIRTLUZETE]
B. MFALBNZAREMASI REZTNEANEE, EEAENSE
B2 FTEBEFEMSOE . FRIALUNRBRBANMEKFE 2 0
M. RENMEHET, MEMISNEEH. TERT . NEREEANAE,
ABREFRIAZSNEMLIBINNEE, LFRIBGHFEHTBA
AERMER . SiF, BEEASRREREZE S S,
MRS ENFRARREREAZER Y, BRHEIER—
EERVR B RFMIERE, MAR—RNZRRESR. Wiz
2, —PERRNENFISERSMABRIMNE, Il EMmERaIYsx,
BUMFADNOZH RS TR OSSN, XMESEREEN, BTN
BELENRGR, BE—REFRRNEN, REFEA—INEARR, R
IBLE, MANEX—RXtRiREREEN. NEMIAER, BELE
RBEXAMRFIAMIRT, MREWNERM, eXNEhE, BANE
HRENESH, FF, AAER, EZF/NS— M FEEE
PHUE, —FRLFETNAE, SERRIBOMKE, X—1E
LURBIESEEEZEZRIENFEIMELTIRT . REAABEE KT/
RO AIEERNITIE, MRS AT BT LAER It sem B AREHER0(E
OHEESD. BOFSENEEE, mizitdBAESNRITIISIY,
JUFRILUR WA o . B8RS, SRBMNtBIIER, BABAX
SARFRAIBLIBE R, REAREEXFNGINEREEH, WEAE
SHPEREHTEEE, METX. BARSHNAEESERE—FY
ZFHE, REEEIBE DIRTimE, MASI ERE—HIXR. EaEd
IESHE—mE, SEMNKRKERBIFTEHFRENHEENTE. BAFEES
IRBAEERAPE RN, —BBETHRESHNHENOHME
MERAFTAR. AMRIAEAIE BIRARBIFHERD 208 7 s F R EE
RIAREREED . MIX—EA REEENENZIAS, BR—IIZARRHE
PRHISLAE BRRISIRRAIMSREED . TERIEAFANIZENSINGE

REBZVHIMRENEA, HEIAA “BHRELOER . tIEARR
FIAERRMEIESHNE— MR T L, MEERNEAET B
g, FENRED, REPE—T SEd T EANSILN. BE
Ne¥nERE, TBMA—TSENSRE. WERIM IR
TR ROB ARIER, BERIA T BN EE TRERAS .

ERR LT NESHIHE, KNEFEEMRE, LT ITER



10

IBE TR FaEBRIEIRIAY, HLAA . FalESHERXIERT
LEFRIRENARERN, SELRERZHURTENZKELT
IESMARPTATINIRSR, RARANDATILIFIRT, TIeETFXAE
@M, AFESHENBEEEEEN. HIIELE—BMRERN
—ERASXENER, MIZBBATRBRRAN, EERIIESIEN,
BERYE, B, ARPMENERAINR, RENERTRFNER,
EBRANERME. RENFRIMABIMULEEINIAR, TR0
ETMALRZRESRIRS, MARMRNEEE T BA. Mit/E%a9
— W BERFmERBENHEAMEEASERABEREESD, HEE
FHB—EDFRAHRZE, RAX—HoFRSBELERR LB~
B, mESHN LR Te. JIESERIAYED .

REAFEN ‘BR NAERESENER, HEEREERN
MEFETEZIREN ‘SR, UFSERTEX. EELEABRZAM
BN, REBEAMLD, SARKREEEXT EMWNER, NUFEUTHE
ERT %, NfiRTF ‘&' . BAtIREERSEFRTERE
RO AR SR KA RGN OGS HIMT D . RNZRKREER
g ‘R SHREMAE ‘HET IERE, RIEHR EET
M2RKSHEUIHNFE .. XFARREIFTZARALH®EBEN. RS
ABTINRIBR, PRLUERAMZEARR DXL, FERIERIZAREEH
hEEBRZN—UXR, MBNNERHIESZEE , BEHS—
RERIESHES, TRERAMNZARBXEAMICH T 2L,
TELHRELE N .

+/\HLELRT, £ “BFE" M “ZR" XMKOFERSELEREM
AURNE, RARMZAREEEN—F, EAEBMIHRREFRDE, R
BUMAEX LAIBRIIAKR, ZARTHARRIFRIFEEY . BEFR DX
AOZEATEME, IARTNZARRIEFRZFEM 7. MAESARTE, ZA
MZARNAREZELNRR, FAULHNRR. BAMSAILIMNE
RETARXRR, RN LA—XR AL ENRMMES KRB FRE,
AT EX D B—E D BT RAK, B—o BT 2R 55FINE K
it 2T ERE, EFK K, EATEER B . iy w
REIEHANZRY, JER HFE" , EXMEN EARBHEZRT .
PSR E S E SRR AN ERFEERAI X T RAMZEARNEE.
NZBEZARNBE, HAITLUXEAS, RARRZARNBERE, KE
SARIERNRTENS, TEFSHRAREETBHNEE, N
ErpERERNTARETYRNFR . RINESARERAMIGEDES
AN=E, — P REKRERD, BI—TREBRIED . B=RHE



s 21

IBMEOENS . EAAEDA HIASEIEN THEEASAM T 48, IR
LR BB ATE N, X— S TE AR RN X R E R
—i EMNESIEE, BRENESIKLEYEME, FZRIEAR
AR E— MRS BURRS ., MESENES, BT
X — S ENSMALN, S A HERIE 2 X REE
BIFEWALTABIE, XIEEH RE RS HRES AR,
EHS SRS, BRBH TBEISSRFLSR, &%, NI
fiist S EE SR A MIEIEM N . DA EEEN T AR
BRI TE, T/ERASEAERRIAT X MR T
EREL REASNNEEE. R HEANERARBERLHS TE
WSEERNENE, LN RF RS E TR, his
X R RS T B MRS AITIE. SEHRBIO, 2ol
EE— BTN SEHSNIHE LLANREES . RAEBREREIS
Mch, ABELINISERIRTRERT, AMISEERISEITELLX
FESAICROINE. HST, BIUHSEH T BMa AT — SR EIE,
—BERRGESTHONESR, BPAMTHRIES TRNSIE
NSRBI, SRRBEBXNFESTE. %, XEAg
S TAMS, SEOESTUSKBMAANENTLEESTHE, &
SRR RIEELEATOAENEE. BHREN, YASTE4TE
SRASHINIEREAT, (FHRIBE RS0 T R T A0S A
XEARARE, RIEREmEEET BHASEMaE. MFEeTa
HEEAS 2R TRIG B TR, BN BB RIESRR T,
B=EHBFEBIEIS , BRI SRR M R RAL.
BFETEN, SEEREEAREENREISEER, (IR
TP S R MBS I R AOFI SR . FEIRTSE, BMIERRS S
HEKT . ENEANNR, MoEcBEX=M0SE, SEMBEEN
— N SENERBRIXEE. SENSETLIRSESoNIRS, &
SREMEANS, (SIS LRI, ERLAHRES
IR, EASEIBEAENERA EEENSIE. XEFAEA
SCRRIBIEH, S RS EANSRRET SN, LNk
B AT RIS AR ERS T RER . SEENSE, B3
RS, (R £ SR E NN AN E S T RIS
NEMTEWERBHE AR . TS0, B8N EE R =
HORR, SEREEN, [BINRESARIEHENSEELE X AR
BE, TREN, BENEAREE BT,

REAEFEIFERIMHENZMER, —REBMIE. X8

CRIBHERNR “FABSHEMMKHIENER, BFEEWITFHEL
{EP A T EISPEMEIRBECHIMSE L . HARMAIEELR
MEMELIEE, LA . SESAICESIAMERNE—E,

(B R 2IEEFBRMAT SRR . (AR BAINLSE S FE R
— BRI EANIRERER . fINMRE “HLEXR" RKIURY
BEMSEERBE, BEEA—RINMHENRNEAS, &
ENETWAR—FEEitER. “TRE" FRIIBER MU,

LARERSHERTEMMNERISE, MEMR. K. BR. RRIEXY
LAZENENXMMERRNGE, BEAHITREEZEENETT
efnEE. (RT—ARIZL) VERHRIZE. B “BE°

RINUF R Epaatth A —FhH RO ENS, ESEZEIHTS
BEMR—REHEWES . EAREHRNEIR, SHABNTHOE.

AEMERN— L SEEEME, UFECARSIREHES ARG
LR, mEBERNANNE, 7T 7 IRBEE.

22, (ERRNSNHERN LGN, BELENRBNE, T8
MARRNZEZH . REFRINSIEOMEHEXNNTIREEER,
RXNEMERFRITBITE. B BREEXTIEHI. &
BHELELEETRF RN EZRES ASRIFHF—E 7 —ikC,
Fopk T — MBIAER RIS . YMERSE, HNSEMEF LM

BRI AMEFTSXMHEXAEINER, XEZRRIGHHHE
{EaRIBERTELEATRO D SEXX I EE T . ZEARETRBBKRIBHKER ML
FRER, MBEAFERSEHRL ., XMERCREHFERENN
ERNBALINURE, ZRARBIECHISLE, REEARIREIFIZE
AR IERFERIE MR, B REXM BRFATIB S SR,
NMAEIE G S A SERERIF 8

HRZARURZ—TBRONEH, BOFBBZZT. STHE, &
AEERRZAEENER . ERFZMMTBARMINAZANZREZAE
8. IRXINFERFZREAUKEIEMIIRTT, MEEEAIZMK
FERAEMGR, REATEIAZARKYTEIRETE, ikt
BT AR EFREILEARPINVE, URESRHEASGMEE
RIRSRTTE. PTLL, SR TESSRENHRIFEXR, S48, X—
RGZERIRE: XBIRG], RISEH.

11



12




¥

Limitation and Freedom

—Reading Leng Jun's Art
Essay by Chang Lei

Nature and Art, they go their separate ways,

[t seems; yet all at once they find each other.
Even I no longer am a foe to either;

Both equally attract me nowadays.

Some honest toil's required; then, phase by phase,
When diligence and wit have worked together
To tie us fast to Art with their good tether,
Nature again may set our hearts ablaze.

All culture is like this; the unfettered mind,

The boundless spirit's mere imagination,

For pure perfection's heights will strive in vain.
To achieve great thiﬁgs, we must be self—confined:
Mastery is revealed in limitation

And law alone can set us free again.

From Goethe's Selected Poetry

Goethe’ s sonnet in 1800 has expounded a simple truth,
which is expressed in the last sentence: “Mastery is revealed in
limitation; and law alone can set us free again.” It is agreed to all
that creativity is essential in art. The history of art is also a logical
history of creation. Creativity is necessary for other subjects as
well, such as science, of which the soul lies in creation. Creativity
is based on existing experience and knowledge, and it is self-
evident in the field of science: there can hardly be any scientific
innovation without the existing experience and knowledge.
However, it is rather different in the field of art, where rules are
vague and latent, without a definite standard. This situation
becomes more obvious in the 19th century, when European
artists tended to self-expression, requiring a higher degree
of artistic freedom than ever before. As a result, “standard”
is descended from the high altar, or even vanished in some
countries. The rebellious artists, having broken away from the
limitation of the academic standards, began to express their
individuality, and have spent the 20th century in the impulse
of creativity. As time passed, in retrospect with a rational and
subjective attitude, a number of artists have re-recognize the
importance of “limitation” , rediscovering the value of tradition
and norm. The reason for doing so is, on one hand, it stems from
a spontaneous historical responsibility; on the other hand, it is
based on the internal aesthetic requirement. Some artists have
actively inherited the logic of tradition and norm, and Leng Jun is "
one of them.

Leng Jun’ s early works have been identified by some as
“photorealism” or “hyper-realism” , but that was far from
truth. The “photorealism” or “hyper-realism” is a term in
visual art, primarily applied to paintings from the United States art
movement that began in the late 1960s and early 1970s. It is a
genre of painting based on using cameras and photographs to
gather visual information and then from this creating a painting
that appears to be photographic. It emphasizes the accuracy of
representation rather than the artist’ s own artistic language,
therefore it is widely different from Leng’ s realism. Leng has
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once said: “(My works) are created according to how the object
comes into being. In fact, | am obsessed unconsciously with the
textual detail of the object, including its defects and flaws:--they
are creations of nature, and my works represent them with my
personal understanding and feeling.” Leng's words have described
not only the process of art-working, but also part of his motivation.
In regard to the deeper motivation, it involves consciousness
and sub-consciousness: while the former can be concluded
logically by the artist, the latter may not be perceived. Leng has
mentioned that he paints both from life and photograph, and this
is why his works are different from those of photographic realism.
For he communicates directly with nature, there is a spiritual and
living sense which cannot be found in pﬁ.otographic realism. His
expression methods can be divided into two parts: the techniques
of applying the artistic media, and the abstraction ability. The
first part refers the artist's mastery of various factors of painting,
such as coloring, shaping and structuring. Leng's techniques
are learned from the classical tradition, thus his paintings seems
vivid to ordinary viewers; rigorous, highly-completed, precise
in composition and elegant in color to other artists. In the later
period, there is some variations in Leng's art. He has created a
group of small-scaled paintings depicting scenes and still life like
the bamboo, in which the brushstrokes appear more arbitrary.
Although changes have taken place in his representation method,
the underlying aesthetic taste remains the same. The caligraphy-
like brushstrokes express a play between limitation and freedom,
reflecting freedom in limitation: it is merely the appearance that
seems capricious.

In practice, every form of art is actually a game between
limitation and freedom. So what does it mean by "limitation"? The
limitation in art can be understood as aesthetic norms. That is to
say, whatever theme the artist chooses or whatever conception
he/she wants to convey, the aesthetic language that bears
the ideas should be valued in the first place instead of being
neglected. Modern art theory not only stresses the aesthetic
value of art, but also the non-aesthetic value; in other words,
the purpose of art can be art itself, or sometk%g other than art.
It is true that the aesthetics is not the only function of art; art has
other functions such as perception, education, metaphor and
social criticism, which belong to its non-aesthetic value. To be
more accurately, they are non-aesthetic in the dimension of



visual language, while there are aesthetic and positive factors in
conception. However, this often leads to some misunderstandings
about art. Some PFéople hold that since art can be non-aesthetic,
the training of artistic language is unnecessary. It is a sophistic
view. The conception or metaphor that resides in the artistic
language can be non-aesthetic, but the artistic language itself
must be aesthetic. The mastery of artistic language is a universal
standard for judging the quality of an artist. But since the 19th
century, the artistic practice has been interfered by theories. For
aestheticians, their theory begins with hypotheses and ends in
speculation; their mission is pure philosophical contemplation,
it can be suppositional and virtual. But for artists, it is their job
to carry out artistic practice, so it is more harm than good to be
misled by complicated metaphysical speculations.

Therefore for artists, artistic language is always primary.
It is different from the "language" ih liguistic philosophy, where
language functions as a tool iri the signifying practice, in which
the signifier and the signified bbth'play important roles. Classical
philosophy emphasized the signified, which is the direction of
thought; while modern philosophy emphasizes the signifier, which
is the system and structure of language itself. Apparently for
painting, the signifier, which means the representative language
that relates to aesthetics is more important. As to the signified, the
picture, is limited in function. In the sense of aesthetic language,
the expression of artist will be limited in certain extent even
without rigorous rules; although there are less logical norms in
visual language thgn imwritten language, an artist must know the
ambiguous rules of art in order to well-organize the language
of beauty. There are two aspects in the ambiguous rules of
art: the natural aspect and the abstract one. There are certain
rules and orders in the natural aspect, while relatively less in
the abstract aspect. A symbol of an excellent artist is his/her
mastery of the artistic language, and Leng Jun is undoubtedly
an examplar. In his serie of Hyper-realism, the limitation of the
natural form is unprecedently strict. It is already difficult to depict
in the photographic-realist manner, and it is exceedingly difficult
to aesthetically reform, express and organize a natural elegant
effect in such a precondition. But Leng has achieved it, as if he
has made it at ease. Everyone who is familiar with his work is
amazed by his precision in representation which even transcends

the visual fascination of nature itself. Perhaps someone will tag

his works as mere imitation, but it may be too simple a conclusion
for Leng's art. His art making is a continuous process in which
aesthetic interweaved with rational judgment. Generally speaking,
an artist begins with conception. In Leng's case, the objects have
been elaborately arranged, which involves both conceptual and
formal considerations. As an artist, Leng knows this well. From
the order of the objects, the abstract structure, the applying of
color, the rhythm of texture, to the position of a small nail, and
the angle of a lock of hair, are so carefully handled by the artist.
All these can explain that Leng's art creating has begun even
before picking up the brush. His ability in manipulating the artistic
language is impeccable. It is known to all that a style that requires
more accurate representation of the nature lays more restraints
to the artist. But Leng seems free under such limitations, which
is reflected in his moderate control of the natural aspect of the
artistic language. Although the natural aspect and the abstract
aspect seem to be independent from each other logically, they
are practically two sides of a coin. In regard to his form and style,
Leng has never broken away from classical aesthetics, because
he thinks it a common perception of all human beings and once
violated it is hard to be appreciated by most of the viewers.
Furthermore, while praising his techniques, viewers often neglect
his creating and arrangement of forms, which is the real sign of
his ability, also the ability of abstraction that enable an artist to
breakthrough the limitations. This ability is reflected in his handling
of the macroscopic form. Leng pays much attention to the entirety,
while the entirety is embodied in every detail on the canvas. When
all the details are arranged in harmony, it produces a strong visual
power of the entirety. In his works, the color is perfectly unified
in the forms, mild and solid. And the material texture is different
from that of the objects, demonstrating the material form while
representing the nature of the objects.

We always have misunderstandings regarding to the pure
formal language, thinking that works are representative if their
forms can be put into analysis. However, it is not the fact. The
significance and importance of formal language is equivalent for
any artistic style. The organization of formal language is decisive to
the quality of the painting. Some photographic-realist paintings in
the West are vivid in the portrayal of details, but lacking spirituality.
In this sense, those paintings are no more than mechanical
imitations. While Leng's works are outstanding because he is
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