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This album seeks to give an authentic and comprehensive picture of the various factors
conductive to the building up of the artist's artistic character and to explore the forms of expression
and history of development of this character from the social background, cultural atmosphere
and physical environment in which he/she lives, as well as from the genesis and intertwining
conflicts of his/her own life patterns. In this way, we hope, readers may gain a full and deep
understanding of the peculiar aesthetic pursuit of a contemporary Chinese artist and the value
of his/her artistic creations, thereby achieving a “communion” or “mutual participation” in thoughts
and feelings, between the artist and his/her readers — a communion that will help promote the
great cultural exchange now going on in the present day world. This, too, has been the goal
the editors of this album endeavour to achieve, and we would be happy if it is attained.

Our special thanks are due to Mr. Achin Tangsin (Chen Hongzhen) Chairman of the Board
of the Menam Hotel Co., Ltd. (Thailand) and other enthusiast for the promotion of Oriental
art and culture, who gave us firm support for the publishing of this album.

January 1989 Wang Wei
Chengdu, Sichuan Province, China
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Long Rui: Pursuit of
Form in Modern

Landscape Painting
Deng Fuxing

Betm: ¥LKERCHRE
HIFROKELAZHE

On the afternoon of October 30, 1988, a painting
named A Small Tree on the Mountain Top won the
competition prize of an international Chinese ink paint-
ing exhibition. This innovative landscape was the work
of Long Rui, a member of the Chinese Painting Research
Institute. Though it is not an authoritative or sacred
prize, it is significant to those in pursuit of art. It affirms
and encourages the winner’s spirit and achievement
while promoting a like boldness in other artists. Then,
what has Long Rui experienced during his pursuit and
what is the direction of his creative path?

I. Landscape Painting As Feeling

Long, a tall, elegant man of a forthright character,
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once disciplined himself at a school of arts and crafts.
There he traced carefully at the copy table Chinese ink
lines as thin as hair, and drew fine pictures with com-
passes and rulers. This didn’t seem to be his calling,
however. He was born with the talent of painting free-
hand brushwork, and his tutor, Li Keran, led him into the
world of landscape painting. From then on, he started his
interesting but difficult pursuit. It has been ten years
since he set himself to this course as a postgraduate.

As he painted, Long thought and explored, gradually
forming his own style. That painting style is like his
character—spontaneous and free. Although he paints,
with seemingly instantaneous inspiration and his paint-
ings look casually composed, Long puts much mental
energy into the exploration of art reform.

In the early 1980s, Long’s works, he admits, had the
flavour of those by Huang Binhong. In such paintings as
Hilly Countryside in Spring, Yanshan Mountain in Au.
tumn and Countryside in Sichuan (2), distant mountains
were heavily brushed, surrounded by hazy outlines. Over-
lapping ranges in the paintings were, at the same time,
both simple and vigorous, heavy and complicated. The
contents surpassed the feelings. This was obviously the
influence of Huang.

Long admired his mentor’s devotion to the develop-
ment of traditional landscape paintings, an updating
grounded in the principles of traditional art and ex-
pressed by his own feelings with a basic creative flair.
Long considers, to any research into the changes of
Chinese landscape painting, Huang’s works a must in
regard.

Huang attached great importance to the observation
and sketching of nature. He used heavy ink or colour to
paint mist-shrouded mountains in the morning or at
dusk. Although he regarded nature as his teacher, his
paintings were not a mechanical imitation. Huang once
said, “Sketching only produces the mountain’s skeleton.
To get the feelings and impressions, you have to think
until its spirit touches you.” By thoughtfully considering
Huang’s art, Long himself was to dip his brush into his
own feelings when painting landscapes.

Most of Long’s paintings drew their materials from
the suburbs of Beijing. To Long, who is from Sichuan
Province in south China, the capital’s outskirts are a taste
of impressions—plain, vigorous, firm, rough and vast.
He found that in this simple, quiet scene existed a
rousing underflow, which struck an empathetic chord.
Maybe it was his straightforward character that put him
in harmony with the land, or maybe it was his long life
in the north that fused him with the customs there. Long
sees his Beijing paintings as canvases of his own impres-
sions and character. In such works as The Western Hills
in Crisp Autumn, Autumn of Miyun, Autumn Interests in
Secluded Mount Yan and Mentougou, the painter gave a
hazy, abstract vision of the whole scene, shunning sharp
realities. Though the tableau were heavy-coloured and
full, they felt flexible and intelligent. What these paintings
grasped and expressed were actually the painter’s feel-

Long Rui Is on the Great Wall
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Countryside in Sichuan (2)
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ings and impressions in particular situations.

Theorists of ancient Chinese paintings have noted
that scenes differ when conditions change, such as in the
contrasts between morning and dusk, bright and dim.
Guo Xi, an art theorist in the Song Dynasty (618-907),
has variously described a mountain as spring smiling,
summer dripping, autumn dressing and winter sleeping.
“It is one mountain, yet it has the forms and flavour of
hundreds of mountains,” he said.

Another variation of the same theory is that indivi-
duals, whose moods vary, feel differently when observing
the same scene. Long’s works expressed this exact feel-
ing, including both the unique features of nature and his
emotions.

Landscape paintings present feelings as well as
scenery. Luckily, Long grasped this point during the few
years he worked on traditional art. His pursuit of emo-
tion in landscape works was basically a pre-1984 quest.
This may be regarded as the first period in Long’s
painting experience.

During this period, the painter's mind was in a
subjective state, searching out what to accept, and his
paintings reflected this to an extent. However, his key
interest was in the characteristics of nature on which his
feelings and impression relied, the momentum of moun-
tain, scattered farm houses, a tall, straight tree, or a
desolate scene in autumn.

Long’s works during this period smacked somewhat
of Western impressionism. Though impressionist paint-
ers emphasized much that was scientific and objective,
they were, for the most part, subjective in their paintings

because their starting point was feeling. Later on, art
sects and theories of modern style that tended to be
subjective rose from the impressionists. And before long,
almost naturally, Long’s landscape painting entered a
new period.

II. Impression to Expression, Abstraction
and Action

Long’s new period of landscape painting started in
about 1985. His paintings in the previous period had
been rather impressionistic, relaxed and tranquil. Those
in this period were more subjective, strong and restless.
This was evident in other aspect of art he pursued, such
as calligraphy, which also became simple and general. In
the previous period he created his own style, formed his
own features and matured as an artist.

Examples of such simple and general works include
Song of Autumn, Yanshan Mountain in Autumn and Hilly
Countryside. Though the structures were still full, the
skills employed were simpler and more casual, some-
times even unruly and dominating as, for example, in
Fruit in Trees Ripe in the Wind of Autumn Night and
Impression of Countryside. The heaviness of the scene
was even strengthened. But the effect of one touch
covering another with small brush strokes was replaced
with that of bold strokes and heavy colour. This is evident
in a comparison of Countryside in Sichuan (2) and

Impression of Countryside

RIS

3E L E S FTIUH AN 22 30 A9,
a4,

hE CE R G R, #hamalim LK (e, s
B AR T 48 ABIAS RSS2 o AR SDER T S84 L e |
& (LniE, fklllmH"L “1 LanER RSB b, CRH 7Rk
A EB AR, R, R, “BEEE”, 2 -l
[IE3 '@ Hlll,iff‘/ﬁf\ y TR B AL BRET (R
EROMOR @3- 1K), 58 R FER - ¥ % RS F Y
RO, B, BR—FW, R A LA
B CfE I, B th AS[E], BEHGAY(F SR PR E A 1F 1558 M s
HebBE @58 B A RO, Rt 5 EREENCHEE

111 sIEEILK, MERKL, BERELHS
HEL i AN % 93 5 b, AE 50 7R M7 40 4k jilm -Eh, BB
Y B B ST AR A9 BRI HE F T A DB
7, A ECEERDAYEE, té’JI(PFMLw“)r J']IH K& E &R
ZHIE S =B, fE D AFI19841F LAY (E S, HeAC [
VE AR B SR, a3 el AR (FREFnfe S B by i - (it

{F &I ERRE N Y

e 8T .. B
8BS LR

‘

7 {d

- Ea

FZo

fEsa BFEFerh, HRAGEERS, Wt sE b 52
B E T BEESE LR, I, BERSECES R O A
T —EREAEBR G, T8, B4R BEEE e
fih B9 R 52 FIED R PT R IE A9 1 258 R A9 s L, 50 & &1Ly

wd AR R T



Impression of Countryside.

The structure was further enriched, building on the
bases of the previous period. Large scenes seemed to be
only a part of a greater whole, like a photographic
close-up, and the heavy ink touched with a few of pure
colours, such as stone-black, stone-green, stone-red and
earth-yellow, gave a strong effect.

A strong feeling of dynamics was the most obvious
and basic characteristic of Long’s landscape paintings in
this period. Long used various means to make his paint-
ings carry a strong impact. One effective means was the
sense of magnification. All the majesty conveyed seemed
too great to be contained in the painting. Another was
the sense of dynamics. Though real mountains couldn’t
move, his artistic images were exceptions. Besides, the
interactions between different parts in his paintings,
added to the overall momentum in works such as Late
Autumn, Pear Flower Terrace and Hilly Countryside.

What's more, there were latent elements—they were
the heart and soul of his style. This was the spirit shown
by the entire effect of the painting. Yao Nai, a literati in
the Qing Dynasty (1644-1911), said that some articles
were beautiful because they felt firm and strong, and
some, gentle and soft. It’s the same with painting. The
firmness and strength of Long’s paintings were closely
related to his unconstrained and magnanimous charac-
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ter. To put it another way, the feeling of strength in
Long’s works was the feeling of heady excitement and
motion he found in the scenes of north China. Thor-
oughly expressed, the work itself became effective and
moving.

Though Long went on to describe his feelings and
impressions of nature in this period, he no longer used
this as an artist bridge for expression. Rather, this be-
came subordinate direct expression of his own emotion.
This was a creative purpose stunted by his former style.
He combined his enthusiasm and energy, the momentum
of mountains and rivers and his interests in hilly villages
to orchestrate his new art language. This new language
transmitted a feeling or a hope moreso than a meaning.
Without minding traditional rules, Long was free to
initiate his own style. From this perspective, his land-
scape paintings in this period could be considered ex-
pressionistic.

As his works became more expressive, they likewise
became more abstract due to the lifting of restrictions on
how an object was to be portrayed. At the same time,
the painter’s feelings were vented forcefully. In this re-
gard his works contained elements of action like those of
Western art. This basic pursuit, centring on expression
and combining impression, abstraction, experience of
action and many other functions of art together, can be
savoured in such works as Impression of Countryside,
Interests in Autumn and Song of Autumn.

True, Long’s art pursuit cannot be simply compared
and accorded with Western Expressionism. Yet, by com-
parison, it can be seen that the ways of the East and the
West in expressing emotions are internally related. Tra-
ditional Chinese painting also favours describing feelings
freely. The difference between Long’s works and tradi-
tional works is that what he expressed were the emotions
of contemporary people. And these need a correspond-
ing language and method. S. on one hand, Long’s
landscape paintings inherited the tradition of stressing
expression. On the other hand, he interlinked Western
art and other relevant art in directly and fully expressing
his own feelings.

When Long held his own exhibition in the United
States, he had a chance to see the paintings of William
De Kooning, a Holland-born American painter. The
boldness and vigour inspired him. De Kooning had paint-
ed some excellent works of abstract expressionism, for
example, Woman No. I. The touches were sketchy, the
lines neat, and the body and background create an
integral whole. I once compared some of Long’s works
with those of De Kooning’s. I found a relationship that
cannot be easily expressed in words. In the comparison
between Chinese and Western paintings, many evident
differences can be easily found while those similarities
are neglected. The consensus between emotions and
thoughts of contemporary people appear more signifi-
cant than the differences between nationalities and cul-
tural traditions. It is a pity that mechanical imitation has
become a barrier and estrangement in facilitating, pene-
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Song of Autumn

(ASN: L

trating and blending one art world with the other.

I believe that a real art language can break the
bounds of nations. So, it isn’t accidental that Long’s
paintings in this period attracted the appreciation of
foreigners.

III. Simple but Full, Coagulative and Deeper

Around 1987, Long’s style changed again. The surge
of strength in his second-period paintings became mild
and quiet, like the calm after a storm. Though he hasn’t
painted much in this new period, his new style is evident
in such works as Scene in Northwest China and A Small
Tree on the Mountain Top.

Generally speaking, the tableau has became simple,
neat and orderly, and the scenes are vaster, with the sky
occupying more space. The basic form of a high, yellow-
earth slope or a mountain is drawn in more even and
integral outlines, whereas the density of feeling and
meaning is added by a cluster of dots, dyes, strokes with
light ink and brush. Silhouetted against the sky, such
forms feel especially simple, vigorous, bold and full-
bodied in colour. Because the painter intentionally ex-
pressed the effect of light and shadow, the texture of
landforms and topography appears prominent. The scat-
tered strength in his previous works seem to have been
collected and solidified. The tableau no longer feels
enlarging, surging and scattered. It is implicit, substantial
and deep.

Long still pursues a type of expressionism in this
period. However, his expression now is not as exciting
and compulsory as before when he seemed driven to it.
In this period, he strives to express deeper and more
internal feelings, more implicit strength. He found his
previous style and language unsuitable—so overpubli-
cized and fierce that they became feeble.

Long started to lay more stress on painting itself, the

Interests in Autumn
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pursuit of art language, that is. He concentrated more on
sight effect than on his own enjoyment in the process of
painting. He strengthened, at least, rational thought on
the form of expression. The symmetrical structure of A
Small Tree on the Mountain Top forms a kind of decor-
ative art reminiscent, perhaps, of crafts he once worked.
The content is so simple and general that it borders on
monotony. Yet, from the loneliness and solemnity, va-
rious associations and thoughts are produced. In the
series Scene in Northwest China, the majestic mountains
and land are compared with negligible creatures and
things created by human beings. The whole structure and
details were all finely thought out and planned. This is
quite different from the casual style in his second period.

Though Long’s paintings in this period tell of his
feelings and mood, they are not intentionally expression-
istic. In the visible form or behind it hides certain content
that makes people think independently. The deep feel-
ings in his painting also contain corresponding rational
information.

Long has painted landscapes for ten years. His art
steps correspond with the developing process of Chinese
art, which incorporates the recalling of painful experi-
ence, historical thinking and art movements in the ten
years since 1979.

The second period of Long’s landscape painting oc-
curred during the few peak years of art activity during
this time span. Paralled with contemporary thought,
many painters’ works, especially those of the young,
showed thoughts of various historical schools. Middle-
aged and old painters were not so radical. They did not
try to carry too many social functions in their works and
make them illicit rational thinking as the Vanguardists
did. However, their paintings did have thoughts and
mood. Though they stressed artistic practice and explo-
ration instead of much exposure, they were in fare with
the social keynote of reform and opening to the outside
world. Thus, Long’s second-period paintings were often
plunged into a whirlpool of social enthusiasm and
change. This may have included cynical elements refract-
ed variously.

In the second half of 1987, Chinese art returned to
the mainstream. The Vanguardist art, which had made
positive contributions, began to realize its own non-art
tendency and inadaptability in China. The historical in-
trospection, similar to the Hurricane Movement in 18th
Century France, gradually quieted down. People now
started thinking of society, and artists, of art, including
an analysis of the previous introspection. Some middle-
aged artists, who had kept silent, became active with a
new look. It was the time for them to achieve. Also, it
was at this time that Long’s landscape painting entered
its third period. With the concern of art generally turning
to such elements as aesthetic value and function, art
concepts and language, Long turned from excitement to
relaxation, depth and a kind of introspection.

In the next chapter, I'll concentrate on an analysis of
the characteristics in Long’s different painting periods
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