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Liu Yiyuan, a Chinese Painter, was
born in 1942 in Wuhan, Hubei. He pas-

sed the exam and was admitted to the

Chinese Painting Department of Hubei
Academy of Fine Arts for a postgra-
duation program in 1979. After gradua-
tion, he has stayed on to teach and
paint landscape as well as bird-and-
flower paintings. Liu Yiyuan is an asoci-
ate professor of Hubei Academy of
Fine Arts, the president of Hubei Land-
scape Painting Study Association, a
member of Hubei Branch of the
Chinese Artists Association.

And his monograph The Artistic
Conduct of Landscape Paintings was
published in October, 1989.
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THE INDICATIONS OF THE
DEEPENING HEAVEN & EARTH

Mr. Liu Yiyuan’s landscape paintings are
completely different from those of the New Liter-
ati’s on the theme and the artistic conception. In
his paintings, he did not describe the mountains,
rivers, forests and cottages that are dear to us
and can be easily seen, nor did he describe the
local flavor in fashion and enjoyment of the pas-
toral scenery which would make one indulged in
pleasure and forget home and duty. we can hard-
ly find any fashionable technique of drawing
which is originated from the later traditional literati
paintings and has been fully developed by New
Literati Painting artists. What we can see is no-
thing but the most common and purest natural
scenery. The painter is likely to have cast away
all the artificial scenes on purpose. Heaven and
earth together with the atmosphere are so close
to us that the painter seems to be describing the
bare great nature with diligent care, and as well,
amplifying its rhythmical breath should have been
heard vigorously while people, as the desire of
secular life makes them insensitive, refuse to lis-
ten to. We, divorcing ourselves from the nature,
have become so overweening that even God
would laugh at what we used to do.

Merely, perhaps, Mr. Liu Yiyuan expected to
describe all the things that he had seen, heard
and felt. And from the enjoyment of his paintings,
we have a true understanding of the spirits that
simultaneously sublimated the emotion and de-
sire. This kind of emotion and desire is the ex-
citement of voice and countenance facing the
realists’ hardships of life and the modern people’s

BY PI DAOJIAN
concealment. It is not the desire to be satisfied
with leisure and comfort, nor is it to indulge him-
self in entertainment on the elegant and unper-
turbed brushes, nor is it to laste and ponder the
refinements and differences to fame or gain.

Enjoying Mr. Liu Yiyuan’s paintings carefully,
we can learn a lot. His descriptions show us no-
thing as the pastoral scenery and the magnificent
mountains and rivers, the manifestation of the na-
ture’s harmony and poetic genius and nothing
punctilious to the cultural Oedipus complex of the
modern paintings, but the creative spirit with
which they are pregnant in the Chinese modern
culture. This spirit is the consciousness of the
cultural creation that consciously came into being
closely after the opened Chinese modern culture
was free from the tradition-and-modern artistic
state conflict, the Western and Eastern culture
collision, and bitter introspection. From the artsts
who are eager to create the Chinese mod-
ern-type paintings, we can see that the inheri-
tance of the nation’s taditional culture and the
creation of the nation’s modern culture are no lon-
ger antagonistic to each other, and that the Orien-
tal and Western arts with separate profound artis-
tic characteristics and solid philosophic founda-
tions seem not to be incompatible as fire and wa-
ter any longer. The current cultural conformable
mechanism is playing an important role in them.
The facts have fully proved that the anxiety at
Chinese arts, in which culture gap between the
traditional art and modern one would probably
appear when the arts were hurriedly put forward



to their modernization, is just like the fear of Oi’s
who was haunted by the fear that the sky might
fall.

Combining several years’ joys and sorrows of
his in researching and practising landscape paint-
ings with several aspects of the artistic practice in

Liu Yiyuan has
“The Artistic Con-
duct of Landscape Paintings” , in which he ex-

the landscape paintings, Mr.
finished his latest monograph
pounded again and again a most important
theme, “The two problems of the art of the mod-
ern landscape paintings——or, one problem on its
two aspects——are, to open up the new state of
the landscape paintings and to seek for the new
artistic language of the landscape paintings. So
far as the specific practice in arts is concerned,
the artistic conduct of the landscape paintings is
to express some certain artistic state ingeniously
with a proper artistic language.”

From the artistic state of the landscape paint-
ing he seeks for, Mr. Liu Yiyuan can be regarded
as one of the Chinese traditional-type artists. His
creation of the artistic state is of course a typical
feature in China’s several thousand years’ tradi-
tional arts, or to be more exact, the artistic state is
the purpose of the Chinese landscape paintings,
“The
creation of the landscape paintings is after all the

just as said by Mr. Liu Yiyuan himself,

creation of the artistic state, that is ,the creation of
the aesthetic form and consciousness.”

However, these series of the aesthetic form
created by Mr. Liu Yiyuan are not completely the
continuation of the traditional aesthetic conscious-

ness. They have broken with the traditional mold
of the inhabitable, walkable and travellable land-
scape paintings and the aesthetic state similar
with that of the China’s ancient poems. And they
have embodied the modern people’s mixed and
complicated thinkings and feelings of all kinds
about thd nature, societies and life which are
caused by the stimulating of modern science and
technology and the human life.

Enjoying Mr. Liu Yiyuan’s paintings——the
sun, the moon, the heaven and the earth in Be-
tween Heaven And Earth; the wilderness in Trek
leading us to the mysterious distance; the rolling
mountains and the startling prairie fire at the hori-
zon in Soul; the bleak, solemn and stirring lives in
the late autumn in Withering——,we seem to be
experiencing some kind of excitement of life, and
our eternal melancholy owing to the biological
phenomena seems to be spontaneously arising.

In fact, these paintings, compared with the
traditional ones, are not constrained by the speci-
fic time and space, so that, the artistic conception
is more magnificent and abstract. Perhaps, the
painter wanted us to freely enjoy ourselves in the
paintings. We can see that the scenery seems to
be not so important to a certain extend, while the
painter’s drawings and the effects of the fine-tex-
tured skin by the painter's creatively using
Chinese white are intentionally intensified. There-
fore, the special artistic state of Mr. Liu Yiyuan's
paintings depends on the application of exagger-
ating the atmosphere and feelings rather than
emphasizing the general appearance of the spe-



cial scenery.

In Mr. Liu Yiyuan’s paintings, the great nature
has become not only the symbol of a kind of spir-
itual state, but also a mirror in which we can view
the human life. This symbol is connected with a
wide field of vision of modern life and the mod-
erners’ magnanimous mind, so that, the most
ordinary and purest scenery in the paintings
makes us observe the human life and profoundly
introspect our own emotions and desires simul-
taneously.

The development of the new artistic state of
landscape paintings is interrelated to the accura-
cy of applying the artistic language. Therefore, in
Mr. Liu Yiyuan’s paintings, we can see that he has
given full play to the ink and wash with his efforts
to recompose the ink-and-wash language in the
new artistic language.

Mr.Liu Yiyuan knows very well the pith of the
special artistic vocabulary in China’s ink-and-
wash paintings, and he is also quite familiar with
the unique performance of paper, brush and ink
in the paintings. Nevertheless, he realized that he
ought to jump out from the richest dot-line formu-
laic composition in the traditional paintings and
that, only by taking out the constituent formulas
from the expression of the specific scenery and
then decomposing them and synthesizing them
again, could the new styles and vocabulary
appear. The finest and purest effects of visual
sense that lie in Mr. Liu Yiyuan's new works and
for which the modern painters have partiality are
the results in enlarging the dot-line constituent

formulas in the traditional paintings to the controll-
ing of the structure of the whole painting and the
artistic handling of the overall pattern. Since the
major point line structures and changes are
emphasized, the flavor of the new pattern is
gained in the traditional paintings. The scenery in
the paintings is the China’s pure and typical dot-
line state. But the feelings of the general vision
with the great and unconstrained tension are the
invisible absorption and utilization of the West
artistic patterns.

Mr. Liu Yiyuan applied a lot of dot strokes,
line drawing, wrinkle shading and supplementary
working with the Chinese white, which is not only
the new development of the traditional ink-and-
wash painting but also the introduction of the
Western technique of artistic expression.

On the course of the modernization of in-
k-and-wash, the pioneers as the celebrated artist
Mr. Lin Fengmian consciously applied the white
so as to get rid of the ossified traditional forms of
wash paintings. In some of Lin’'s works, Mr. Lin’s
clear Western-style embossment and sketch with
white powder resulted in the unfamiliarity to the
traditional expression of wash paintings, which
brought the wonder of the distillation of the artistic
state and exquisiteness. Probably, Mr. Liu Yiyuan,
having gained a great deal of enlightenment from
Mr. Lin, realized the possibility of transformation
and resultant when creatively giving play to the
white in his ink-and-wash paintings. But Mr. Liu
Yiyuan's way is quite different from Mr Lin’s. In his
paintings, the use of the white has a strong tradi-



tional characteristic. It seems that he wanted to
make the dot strokes, line drawing, wrinkle shad-
ing and supplementary brush working of the white
separated from the ink and protrude in the paint-
ings, which forms a kind of special language
vocabulary rich in sentimental significance and
effects of skin-texture. And perhaps, he had the
intension to make the white and black conflicted
and opposed to each other. He expected the dis-
harmonious the white could bring a new life and
vitality to the traditional ink-and-wash language.

So far as the artists, we should say, always
enter the creative state with a certain kind of
symbolic consciousness concerned with their ex-
perience, Mr. Liu Yiyuan’s way to use the white in
his paintings is the already-installed picture lan-
guage. The white jumping dots, lines, wrinkles,
and supplementary brushes in Mr. Liu Yiyuan’s
landsecape paintings which play the role that the
space left in the traditional paintings can hardly
do are not merely the chord and variation of ink or
the light and colour of the nature, but also the
vestiges that are showing the painter’s whole life
and enthusiasm. Though tenacious, dried up, dull
and heavy, they have expressed the painter's
scorn for dissolutions, pleasure and satisfaction
and inscribed the painter’s inflexible love for the
actual life.

The days are gone forever when people bit-
terly argued about the future an destiny of the
Chinese paintings. The opinions and vindications
of all kinds that are full of anxiety, sadness, self-
confidence and semi-confidence have been

brought to an end. It goes without saying that all
the already-published viesw will be tested in the
centuries to come. But the most important thing at
present is work, a down-to-earth style of work in-
stead of vague and general opinions and critic-
ism. It is currently the common recognization of
the artists and criticizers.

Mr. Liu Yiyuan is just one of the countless
Chinese artists who are quietly immersing them-
selves in hard work. The future of the Chinese
arts is placed on these farsighted and aspirant
artists. The value of their silent work may be seen
clearly by us, perhaps, more clearly by the outsid-
ers. The French artist Mr. Gaston-Louis Marchal,
Chairman of the Cultural Society of Castres of
France, happened to enjoy My. Liu Yiyuan works.
He worte an ebullient letter to the painter in
“I think that you have
successfully combined the China’s
style with the world modern one in painting. Your

which he commended,
traditional

works, in my opinion, interpose between the Chi-
na’s traditions and her future. In your works, the
indications of the deepening heaven and earth
can be found and the dynamics and changes of
the lines as well——this is the right reason why
yours belongs to the Oriental abstract
conception.”

Shouldn’'t we be sure to step forward to the
world in this way?

Pi Daojian, Arti-historian, Arti-theorist
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. Bf SOUL ( 121X144cm )

X%t REMOTE HEAVEN AND EARTH ( 94X99cm )
8  WITHERING ( 89X95cm )

L1 TEMPERAMENT OF MOUNTAINS ( 85X96cm )
;%B]  GRIEF IN EARLY SPRING ( 89X96¢cm )

meézHE SCARLET DUSK ( 88X96cm )

£ TO GODS ( 89X94cm )

T® FLOATING CLOUDS ( 89X95cm )

Mg ROCKS IN RAVINE ( 87X95cm )

. B2 A SOLITERY FLOWER IN COL ( 88X95¢cm )
. Y% CLEAR AND BRIGHT ( 89X95cm )
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& SHAKE ( 87X95cm )

B GERMINATE ( 88X95cm )

# GENTLE STROKE ( 88>X95cm )
B8 PHYSIQUE ( 89X96cm )

=T |LUXURIANT GROWTH ( 89X96cm )
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DREAMS OF CLOUD ( 90X 95cm )

% GESTATION ( 89X96cm )

# TREK ( 83X95cm )

12 MAGNIFICENCE ( 88X95¢cm )
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SOUNDS FROM HEAVEN ( 89X94cm )

BETWEEN HEAVEN AND EARTH ( 88X95cm )

EZF WILD GRASS ( 89X95cm )

2 LR

LOITERING SOUL OF MOUNTAIN ( 81X104cm )

184 FERVENT WEAVING ( 95X98cm )

% RUSTLE ( 90X95cm )

%t CONGEAL ( 89X95cm )

& WILDNESS ( 88X95cm )

Z#BE AGED FACE ( 124X118cm )

14  VITALITY IN LATE FALL ( 89>X96cm )

& DEW ( 88X95cm )
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SORROWFUL MOUNTAINS ( 94X99cm )
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