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Foreword

Mu Jiashan— Creating a New Approach, Painting
the Mountains in His Heart

Fan Di’an

Director, National Art Museum of China
Vice Chairman, China Artists Association

My hearty and sincere congratulations to Mu Jiashan, a Chinese painter residing in the United States, on his exhibition in the National
Art Museum of China (NAMOC)! He went overseas in the 1990s to conduct his study and creation of art while energetically engaging in
international exchanges on Chinese painting in the cultural, art and educational arenas, winning an array of recognition and commendation.
Having traversed through cultures, he has now brought back his best paintings for exhibition in China. This is a highly significant event
indeed! We at NAMOC always put a premium on the research on and introduction of excellent achievements in Chinese painting creation
as this platform enables painters to exchange notes with their colleagues on the products of their academic exploration and research and more
importantly, present them to the wider audience so as to realize the value of art in society. Though Mu Jiashan’s art is known to a certain extent
by his fellow artists, our friends may not be well aware of his insight from art experiment and his representative features--after all, he has been
residing abroad more than a decade. For this reason, his painting exhibition at NAMOC has dual significances: to have exchanges with his
colleagues in the painting circle so that the academic community can partake of his experience and reflections from his overseas art exploration;
to give more members of the general public a better understanding of his art, particularly about a Chinese painter and his works—a painter

who has been working unremittingly on the journey of exchanges between Chinese and foreign cultures.

Mu Jiashan’s exhibition concentrates on showcasing the headway he has made in his exploration of shanshui paintihg (i.e., mountains and rivers
painting, or landscape painting) in recent years. With a time-honored tradition and as a carrier of China’s cultural spirit, Chinese shanshui
painting has very rich accumulation in terms of format, processes, artistic conception, and bush-and-ink techniques. The towering famed
artists form a formidable academic mountain that lies in front of contemporary shanshui painters. It has become a common challenge facing
the current generation to both inherit the tradition and have some breakthrough through painting one’s own new style. A remarkable feature
of Mu Jiashan’s works is his inheritance of the fundamental spirit of traditional shanshui whilé forming his broad artistic vision and presenting
a refreshingly new outlook through innovation and changes in artistic concept as well as experiments in and creation of new brush-and-ink
technique. As a Chinese painter who grew up in the art world in the era of reform and opening-up, he had, before leaving China, done a lot of
pondering over the subject of the development of Chinese painting in the contemporary world. His cultural journey overseas further broadened
his vistas and gave him the courage to break away from the yoke of existing concepts and, through his explorations, braze a new trail in his
exploration through thorny bushes. His outstanding feature lies in addressing the expressiveness through the brush-and-ink language with a
view to attaining innovation at an artistic altitude. His shanshui painting is based on dry ink texture as a means of portrayal, and calligraphic
brushwork and delineation as a focal language, producing a picture of vast wilderness shrouded in mists—with a register and style that present a

unique frame in China’s contemporary shanshui painting.

Dry ink shanshui represents an important tradition of Chinese shanshui painting. Nonetheless, this tradition still has room for new
development in the form of expression through brush and ink. What is commendable about Mu Jiashan is that, through studiously studying
history and getting close to traditions, he derived inspirations from grandmasters of the Xin'an school of dry ink shanshui, i.e., Cheng Sui,
Huang Binhong in his advance years, and Zhang Ding of today. In his incessant search, he finally broke out of the cocoon with a self-created
approach in applying dry ink language featuring striking individualized characteristics in his works: First of all, he managed to bring dry ink
and frechand brushwork into closer cohesion and stresses the meaning of calligraphic-style painting in heavy black ink, fusing such elements
as lines, the plane, sculpture and abstraction into an integrated whole. The upshot is that his dry ink shanshui turns out to be more striking in
visual tension that is the case with his predecessors, allowing for a greater freeflow in the deployment of the brush and ink, with details of the
cracking-dry autumn wind and the nourishing spring rains combined as an organic whole, with mature brush-and-ink skills and the expansive
nature correlating and corresponding with each other. From his calligraphic brush emerges a vigorous and spirited poetic picture of intricately
linked mountains and rivers, on the one hand, and, mists and clouds, on the other, as if pure black ink and highly black tones were intertwined
into a visual symphony. Second, through explorations he succeeded in finding an opportunity for creation with the dry ink brushwork
approach, namely, the “thousand-hair brush technique” that he founded. With this technique, the brush is scrubbed and spread apart into one
thousand upstanding hairs, employed at will simultaneously, thus adding significantly to the richness and expressiveness of brush lines. They
can suddenly harden from softness, with a force that can penetrate the paper; they can also stroke one’s face like gentle breezes, fine, dense, and
intricate. Mu’s gift in visual perception endows him with dexterity when putting the thousand-hair brush technique into action. In the course

of artistic creation, he seemed as if plunged naturally into shanshui, breathing together with heaven and earth, growing with the mountains and



valleys, depicting the myriad faces of mountains and rivers and stirring up full sensuality and creative passion through the picture.

The fact that Mu Jiashan was able to open an independent trail in shanshui painting is closely tied with his deep-going academic thinking and
his artistic appreciation and experience through cultural visits. His works are not factual reproductions of shanshui but, rather, a reflection of
his better grasp of the laws governing the geological and environmental formation which results in not only a reasonable layout of mountain
..and valley formations as well as cloud and river shapes, but also well-designed structures. From his works, one can feel that his has invested
long years in acquiring old and new knowledge of traditional shanshui painting and commands many of its ideas and images with particular
emphasis on its North China style. What he is seeking is a grandiose and boundless ambiance and environment. On the other hand, in his art
exchange experiences, he also pays particular attention to the study and appreciation of modern art of the West, particularly the strengths in
western abstract painting, which gave him a deep understanding of the rhythm among black, white and grey in painting art and the modern
pattern of integrity. He also visited and experienced in person the natural features of the Grand Canyon and the Yellow Stones State Park
before combining in an organic manner the shapes and formations of “shanshui” that he had seen on foreign soil with the natural memories
of his homeland. On this basis, once he applies his brush, he is able to reach the creative realm of “heaven and man in one”. It was his unique
experiences of incessant shuttling between the two language environments of China and the West that brought about a fundamental change in
his shanshui painting from traditional to contemporary, a combination of the strengths of Chinese and western art. To my mind, these fruits
of creation of Mu Jiashan’s should suffice to make us realize that if the homeland-based art experience can be integrated, on a high plane, with
international scholarship and self-cultivation, it can lead to new creations by transcending cultural boundaries. In this regard, Mu Jiashan’s

efforts deserve our recognition.

The development of Chinese painting in the contemporary world is a subject that is laid out before all Chinese painters. One can even go so
far as to claim that it has remained an overarching subject since the dawn of the 20th century that has a bearing on the direction of Chinese
culture in our present-day world, starting with visual art and national art. Thanks to the endeavors of generations of Chinese painting artists
for over a century, we have accumulated a reservoir of accomplishments and there have emerged many grandmasters and famous experts with
self-sustained systems, from philosophical concepts to linguistic methodology. Yet, the research on this subject has not come to an end. With
our society entering the era of post-industry, information and globalization, the art of Chinese painting is still confronted with a formidable

challenge in areas such as how to preserve its traditional genes, imbue it with the inner meaning of our times, and create new genres and styles.

The fact that Mu Jiashan has been able to continue making progress--and fairly rapid progress at that--in art through these years is attributable

to his sober realization and practical efforts in three areas.

Firstly, he set lofty goals, determined to portray the new looks of our times on the basis of traditions. In his view, in doing art, one should “both
inherit and establish new approaches” of which “establishing one’s new approach” is important; before the history of Chinese and western art,
one should “neither become a slave of antiquity, nor become a slave of the western world” and “should not be limited by the ancients or adore
the West, but paint by following one’s heart”; in artistic creation, one should “have the conviction to “break away from the past and the present
to travel the width and breadth under the sun”. All these years, he has been dedicated to creation full of enthusiasm, with his works forming a

majestic and vast landscape through which runs a thriving and prosperous spirit of the times.

Secondly, he has the courage to search for a breakthrough point in brushwork techniques while liberalizing his mindset. He believes that
“painting shanshui in dry ink has less fanfare but more individualistic style”. That is why he has a tight grip on the expressiveness of the dry
ink language through conceiving and building strong black-and-white contrasts in his paintings; by varying the thickness of his brushstrokes
and adjusting the rhythm between the rise and fall of lines and scrubbing, pushing the tradition of dry ink shanshui to a new high. On brush-
and-ink techniques, he is deeply aware that “it is easy to think about it but difficult to establish a new approach” and that “people of today
tend to follow the fashion when it comes to changing their approach”. After a plethora of practice and exploratory efforts, he finally attained

sublimation—creating the “thousand-hair brush technique” which ushered him into a new realm of artistic creation.

Thirdly, in the face of a multitudinous assortment of contemporary Chinese and foreign painting genres and styles, he pays attention to drawing
upon the strengths of various schools, but focuses even more on improving his education and cultivation, to excel with knowledge. In his
practice, Mu has come to realize that “the mechanics of brush and ink is small learning; wisdom and knowledge are the big way”. It is with his
persevering efforts to hone his talented skills and further his language acquisition through managing the layout and deploying brush and ink in

shanshui that he is truly deeply involved in the construction of his spiritual homeland.

During his years of travel and residence overseas, while engaged in creation Mu Jiashan has also been introducing abroad the art of Chinese
painting through lecturing and exhibitions, which has helped disseminate more widely the national genre of Chinese painting in foreign
cultures. This spirit is most commendable indeed. His current exhibition back in China is of particular value in that it allows us to study and
discuss the contemporary development of Chinese painting and the importance of international exchanges on Chinese painting through a wider
prism. For Mu, middle age is just prime time for artistic creation, so much so that it gives us a full sense of expectations for further progress in
his artistic endeavor. His current exhibition may be viewed both as a summation of his art for this stage and yet another new starting point in

his artistic creation. He will continue to forge ahead on the beautiful journey through his “new approach”.



BEIE - BREBLEZERE Mu Jiashan Dry Ink Painting

P& ASESFIVN T
B o I

N

BREBEEIIMHET 29, WUIE. &R, K., £EFIAE, FIPSRT), 1BEANERR. 19919588
rZ AR B EE T Al 2 B, BB e T EARNEIN, X0 T “8s@rw]” Aug SO N
o MhrEHAR, P EES B SO BRI ATUR, BRSSO B R R %k . mE 2 SRR
KIEH, AHRERESEANENE. BRESIIAROE . BENSRIERERERTN . BIERESREE %
g, EEEAEN. BT HOSNEIETHEEN, X FEE N i e B e e o

ROAEPEZ SR ZEARER, £ EVIGARNTFES, 20 L000FRhImfEiRRe, lwErn
PR ZARP O EREAYERE O ZARE L. BIREED G, MOR AR EEDEE GO Sk
WEETR R i, SOV PR )T AR h EUK B E R TR SRR, ARG ZATHE T EEEZ
ARAET THEEMS, ESBMITAW SR DZARFE S, KBEZARMREG RN R ERRERITRE
SRR EE, POAARRIAESEY, ER TLAREEENREER “HEEE" , FRENE T, thifiE
EEESETEZANE ., BEESRNTIEZEAR, REBKES SRR, HaEMmARMITZARNAR. FEM
T, WFRHPESERZRINA SR, MZEM AR . SRR s BEsE, —EREAARPE TR Z AR
PREEAIEN, — TR SRR AR RS GeH EE S, HbEsm T A SR . MiZEEFUR T, fEEm
RHEC RS, 2 BABARNEIRNCER, RNSFERMRBESUCZARNEIE, &Y 2ar0E
%, HERFH. WARENE, MEEEZERA, BOEREGL S, EERNEE BRI “HA
" RIS, ST MIT RS I A E X b 3K 1 ) B

LT ZAREIRSL, ERRMEER A SR EH LSRG ARG, BRERAEEGAX. M
HEESWPEZA, BECEHENSELS . XS HEERIALESTLAR, H—JrmtEhTE
HRSERLUREMRNEG —IAEEEUTRE T ERTEEADEEMEZEUMR . KRS FEISE AR R
e feis—Fhes CIRBROWE . BRSNS, SARWMEARALER, ERERFHEFENNZAR, EFEE
TEREBISEE “HHET W, (B, ERORTHLERSEN I b, RAL TSR 2R ZARSK, EE,
FRFRBHOHEREE SR, ARTREAR AR B . IEREGE X AEX—BH S FERRHE, efEh ERAL
ST SRR AL BI0EE . R HoE” , RN OIsR e S ek it . XA 20MA], REM. 5FE
Fi. HET . RS AN, ToARRIEME RISt — ki, s ESCA KBS B O A LA

SRR BTRERTIEAE, ATEPE T PEAE R SUIE S A RESZ B ANTHIAIA, SR SE4 rDIRR) T, (A5 AnX
PR R RR A B TR SMERE TR RIS E. {EBlE T B )G, BRETHEMEMTEARLERNRER, [
BB Rl FARRAER IR, S A MRNLS D, & TEHCNZAREIEEEPRENR 58— R,



M R T B [ i ) SR

BREXANEES IS SREGRPERERR, CRiEE AR THABRERN b E . XAK
BE NG EAATERER, EUIKEXRFERN 90 A, BB E A R E RSB,
REKENZABDE, %05 £, XAKRBRXERTZ SRR Z ARSI SHER, frEIRENZ
ARAEGFZ T EZE T EETEEERLEIES MR, FURPTRE SR —ROREOR R BAERGE, BRI
GRRERFI . RAEAHRRIEHHEN THG . PESEZMSHE, AE “RE" BT ik, EhAse
ARAERGTTAS o AARFAT=IR KA AR BURETEE , 2 REVEE AR B £ TR, AR IR B HT R
T, BBAKBETPRERIRMFE. Xk, SOEENBRE, WEENZERG AR EEREZILHE. 7]
BEIERXR “EGL” 5 “EEOET WREAERART ALK, ARRFEEERMN, REMEREGE
des DPHE, TARTES, MRTIT 1Y R o

R B AENER, TR F M KA S A L. AT HORMOE, JRERCHEHERHS
WP RNORESS, MREREED: “KBZRAMITEER, TABER, BETE. 7 FrBER, MR
e, BFif, AEEEER, BEXtRoRECHAOER . SIRXHR, ERIREEMRBIE, ARERTERAR,
AR NAFREE BT, b IS ST (018 A T8 AL RE" B, BAOTES], MEh T 2HE,
STE AR B S e EK. EARL, iR BLKs—f, EREBASEME, FEET). £
HIOHRSTELBOSE. MIEERLK, AR TR HERRE, BARTIRITHERER, fiEEn
Wik EHRES . RS, ERWOMN. BREBIEENER, REPEEAIAEROIM, AR,
XA FFRERORHE, BT IR A TS A AT, XORKEE R gk . Bln. R Rk L, i
RPN . fE— IR KRB, MiXFESE: “pEaEyKEN L, BEEZEFRS I, MaRE
AR TR AR AR BAE, IRAERRETZAFMIE 2, ik zEth. ™

H, R, HEEHSEEHAER, REETEmss, TRREENZR, BRENTEELIWEZRTA
REZFIEPRE R, RETHASENREUEAR . FEANZREFNTENE . MUECEENEES
FA/KEBETS, RIT PEGHNRAE SR, Xkt BRI E Bt Rk Z /. AT
BRI AR ER A BB sc SR IR SRR B 2R . X — i, WIS SEFE BE X NMeBA MRS E
RS TERNAAR, BREEAER, ZRRUBMAERECHBEREN, BT ENZARBEOMIE, fERE
RVEER R ZRETR,

(EHXAFTEXAZNCBERZR2AKEIHE FREIRFRHAK. #3)



L - BREEEEE Mu Jiashan Dry Ink Painting

Cultural Self-consciousness and Artistic Cultivation
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After more than a decade of struggle overseas, Mr. Mu Jiashan has gone through the gamut of human experiences, from
wandering, depression, loneliness and anxiety, to self-confidence and eventual success. Prior to completion of his graduate
studies in 1991 as a Chinese painting major at the Nanjing Art Institute master program, he had been a worker, solider,
and teacher who went through the trials and tribulations of the New Tide of 1985 and the repercussions of new literati
painting. During his college years, the school of radical cultural thinking began to subside in Chinese society while the school
advocating a return to traditional culture showed an rising momentum. Nanjing, as the place of origin of the namesake Jinling
(aka. Nanjing) school of painting, is steep in the history and influence of traditional literarti painting. Mu Jiashan bears visible
imprints of Shi Tao of the late Ming Dynasty, and of Meixi and the Jinling schools. It is precisely in the traditions of Jinling
painting that are found the rebellious and innovative genes that do not blindly follow the rules set in stone—the kind of genes

that must also be flowing in Mu’s blood.

In the mid-1990s, Mu, a young painter educated in traditional art and well-trained in his profession, went to New York,
United States of America—widely recognized as the Mecca of modern art of the West—to develop his art career with great
anticipation and ambitions. After launching his adventure in the U.S., while his heart was intertwined with nostalgia for
Chinese painting and ambition for innovation, he was bent head over heels trying to bring westerners around to accepting
Chinese ink and wash. Much beyond his expectation, in American society where there was little knowledge of oriental are,
particularly of traditional Chinese art, it was more than difficult for the art of ink and wash painting to gain a toehold in the
avalanche of the avant-guarde art world. Ink and wash painting, characterized by its poetic nature and emphasis on the fun
of brush and ink, was regarded as a product of agrarian society and a withered flower of yesteryear, not suitable for the post-
industrial hi-tech information age. Perhaps it was this avant-guarde art of the West in great variance with the traditional
Chinese concept of art that prompted Mu Jiashan to keep pondering and forced him to study studiously the nature, principles
and functions of art as well as the commonality and difference between Chinese and western art. From incomprehension
and anger, he gradually changed to facing the reality calmly, sorting out and coming to grips with the pulse and direction
of modern western art while turning around to explore in depth the evolution of traditional Chinese painting. This helped
increase his cultural self-consciousness: He realized that he should be more deeply rooted in traditions, inheriting and
developing its spirit and techniques to acquire modern ideas and styles while respecting the artistic and cultural creations of
other nations, drawing on some of their useful nutrients for his own use. Interestingly, soon after his arrival in America, his
painting style started its gradual change. He cast aside the new literati painting with which he had been fascinated for some
time while in China, and turned more inclined towards searching amidst the painting styles of the Yuan, Ming and Qing

dynasties for resources for his creativity.

A study of the history of develpment of western art reveals an interwoven pattern of evolution and revolution in its change of
styles and outlook. With the onset of the modern era, revolution has become the predominant means. In contrast, Chinese
art has always been going through a course of evolution, from antiquity till present. On the one hand, this has to do with
China’s long history as an agricultural society. On the other hand, it has been predetermined by the philosophical concept of
harmony which advocates worshiping the integration of nature and man, a concept and practice that can be traced back to the
pre-Qin days. The goal of traditional Chinese painting is not the direct, objective depiction of beings and things or reflection
of the present but, rather, the conveyance of concepts, thoughts and feelings that have been distilled and condensed. It is an
art deeply enshrined in poetic principles. It contains a concept of “detachment from the Earth” that is remote from reality
but, when tasted leisurely, reveals its roots that are deeply imbedded in the soil of reality. This is due to the fact that artists,

who live in reality, cannot express their character and real feelings through their works divorced from the cultural sentiments



of the day. It is precisely this self-contradictory feature of traditional literati painting that has been subjected to incessant
challenges, criticism and “reforms” throughout periods of social change in modern China. Meanwhile, it has tenaciously kept
rising against great odds. If we cast our eyes back to the 20th century, such grand masters as Wu Cangshuo, Qi Baishi, Huang
Binhong and Pan Tianshou all invariably blazed new trails from traditions against strong headwinds. Now that the Chinese
literati ink and wash traditions are the subject of a whole array of questioning and fault-finding on its own soil, it is entirely
understandable that they are not accepted by people in an alien cultural and linguistic background of the West. What's more,
this state of affairs is attributable to our ineffective advocacy abroad. After clearing his thoughts, Mu Jiashan proceeded with
his experiments in artistic practice in a composed manner, making tirelyess efforts through lectures, teaching, academic
exchanges and exhibitions till he finally established himself in the international painting arena and, in the process, expanded

the influence of contemporary Chinese painting.

What Mu Jiashan employs is the approach of “opening up the present by borrowing from the ancient”. Ancient Chinese
traditions constitute the roots of Chinese painting. They are soaked in the Chinese cultural spirit, one that is dissimilar
from the cultural spirit of other nations. The artistic glamour of these traditions is found in the abstract freehand brushwork
and image composition as featured in literati ink and wash, the touring view approach for treating nature as is adopted in
traditional scenery painting, the temperament and grace that result from the black-and-white contrast and the brush and ink
changes. In fact, these features of literati ink and wash are in tune with the aesthetic concept of modern art of the West; in
many respects western modernist art has been influenced by, inter alia, the language of traditional Chinese painting. However,
the particular social environment of the West and the thinking mode in hot pursuit of the new and different have pushed
to the extreme the anti-tradition tendency that is after expression, symbolism and the abstract. Chinese painting, which
worships gradual change and shuns “sudden change” and "radical change”, cannot possibly cope with the myriad changes
by remaining unchanged. If we are indulged in our fascination with the creations and achievements of our predecessors to
the neglect of the change of the times and the new aesthetical demands of a contemporary world, if we don’t work hard to
open up a new phase for ink and wash painting, it will eventually be forsaken by this era. As a U.S. resident, Mu Jiashan feels
particularly deeply about this than his peers who live a cozy, stable life in China. It was perhaps the combined force resulting
from the clashes between the two lines of thinking, i.e., Chinese traditions and American innovation that gave Mu Jiashan the

wisdom and passion that drove him to fight hard and accomplish a great deal, breaking new ground in his artistic creation.

Viewing Mu’s works of the past few years, one can easily detect a change in his style. He has adopted a relaxed approach and
sought to express his inner feelings freely in his works. He keeps reminding himself, “The changes in ink and wash should
follow the course of nature so that the qi (air) and rhythm will give rise to liveliness in shape, so that the product will benefit
from the right approach.” By the course of nature he means genuinely revealing one’s inner world by staying away from
affectedness and masks. Correspondingly, he tries to stand above worldly fashion in register, not to ingratiate himself with
viewers or to paint the so-called good paintings to curry favor with everyone. For a motto to encourage himself with, Mu
quotes Huang Binhong’s words: “A painting is not good till it is heavily criticized by people on the street.” We find in Mu an
artist who has freed himself of the hot pursuit of a comprehensive layout and brush/ink perfection as are reflected in his early
works. For layout, he now tends to paint just one corner of the landscape and, on the basis of taking in the overall posture
of the entire object, he focuses on the power and momentum of the brush as well as the rhythm of the ink. In creating dry-
ink shanshui (landscape), his technique is different from Huang Binhong’s dry-ink dye painting and Zhang Ding’s dry-ink
landscape. Instead, he pays more attention to the power as expressed by the brush’s sudden stops and turns as well as the
rhythm which, by extension, express his inner mind. Mu Jiashan looks down upon West-idolizing ideas, believing as he does
that Chinese painting has a bright horizon in today’s world. Meanwhile, he is open-minded and brave enough to assimilate
some western techniques without losing the traditional spirit of Chinese painting. Such is the case in the expression of space
and composition. In a caption to one landscape painting, he writes, “In Chinese painting, ink and wash are regarded as
superior. Since Wang Wei’s days, too much premium was placed on the poetic environment and the calligraphic approach,
with little multi-dimensional idea for deeper expression in the composition. Putting equal emphasis on eastern and western

art of our contemporary world represents the way to a new approach. ”

A painting, be it Chinese or western, has two levels—the spiritual and the technical. Only when they are integrated in a
perfect fashion can there be art in the true sense of the word. The fact that Mu Jiashan’s creations of Chinese painting have
attracted so much attention in the international art circle is attributable to his high awareness of his national culture, deep-
seated artistic cultivation and broad vision. Exercising his ink and wash skills with wisdom and power of understanding
Mu displays the cultural spirit of harmony between man and nature as enshrined in Chinese traditions. This spirit is
precisely what is lacking in our civilized society that is inundated with scientific and technological information. What he
has contributed to us is a form of ink and wash that is non-stereotypical, innovative, creative, open and courageous. This
is thought-provoking to the painting world of today: Whether our works are to serve the populace in China or to face the
world, artists should have a consciousness of their national culture and pay full attention to the purity of their artistic style. In

the final analysis, they should have comprehensive cultivation in art.
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