Chinese contemporary distinguished Painter
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LIU DEZHOU was born in 1953, Shandong province, moved to Beijing in 1955, Chinese contemporary landscape painter. He was
enlightened by Qi Liangyi, the son of Qi Baishi, and then he learned with Zhang Renzhi, Guan Songfang, Pu Songchuang. In 1977, he
entered the Beijing Academy of Fine Arts, was appointed as Reference Office Chief. As an artist of the Beijing Academy of Fine Arts, he
is also a member of the Beijing Artists Association of the Chinese National Artists Association, Vice Chairman of Contemporary Oriental
Paintings, Director of the Malaysia Calligraphists & Artists Association of CAO TANG MEN EASTERN ARTS SOCIETY, and Vice
President of the Beijing Painting and Calligraphy Federation of Industry and Commerce Entrepreneurs.

His paintings have been widely shown both in China and abroad. such as at “The China 15—person Modern Chinese Paintings” Art
Exhibition selected and held by the lllinois Museum in the United States of America in 1988, the World Art Exhibition in Osaka, Japan in
1990, the Annual Art Exhibition of World Economic Forum in Davos, Switzerland in 1993, the American Art Exhibition of “Power of
the Chinese Modern Paintings” in 1995, the International Art Exchange Exhibition in South Korea in 1999, the Asian Three—year Art
Exhibition in New Delhi, India in 2001, the French Drawing & Watercolour Painting Art Salon Exhibition (Espace Auteuil in Paris) in 2002
and the Paintings Art Exhibition of the Famous Chinese Painters in Japan in 2004. Besid es, Liu Dezhou was also invited to Malaysia to
attend its 13th Ink Painting Work Camp and gave lectures in 2005. LIU DEZHOU INK AND W/\%H EXHIBITION (solo) in Beijing 798 Art
District, in 2010. LIU DEZHOU's Art Exhibition in Beijing 798 Art District, in 2012.
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Climaxes of development and variety of schools have emerged during almost a thousand years of history of the long—standing and glorious
Chinese landscape painting. The Chinese landscape painting had been prosperously developing from the Wei and Jin Dynasties to the Tang
Dynasty. There were Wu Daozi who painted the landscape of the Jialing River in one day in the “sparse style” , Li Sixun who added the
color of gold into his landscape paintings, and Zhang Zao and Wang Wei who applied the skills of washing painting to painting the beauty
of the landscape. And even more masters of Chinese landscape paintings came forth in the Five Dynasties and the Song Dynasty——Jing,
Guan, Dong, Ju, Liu, Li, Ma, Xia and so on. And when it came to the Yuan, Ming and Qing Dynasties, landscape painting became the
mainstream of the painting world; the Four Masters in the Yuan Dynasty, the Four Masters in the Ming Dynasty, the Four Monks, the
Four Wangs and the Eight Masters of Jinling were the representative painters. It can be said that since the Yuan Dynasty, China's history
of painting had been led by Chinese landscape paintings. And there still have been masters like Huang Binhong and Li Keran known to the
world in the modern times.

Having reached its peaks so many times for so long, is there any more space for further development left for today's landscape painters?
Yes, there is, but it is difficult. They may seek inspiration and innovations from the traditional style to create something new, or they
may absorb the ways of expression in modern Western art to change the original look of the Chinese landscape painting, or they may
put the landscape and people's life together in one painting in order to get close to real life. They may either be infatuated with lines or
get fascinated by structures. And out of the numerous possibilities, Liu Dezhou chooses to recreate the beauty of the structures of the
landscape with thick lines.

Though the usual painting skill of landscape serves the traditional aesthetic standard well, it is still seen as the stereotype of landscape
painting. Liu can not find his own artistic individuality and value of existence through painting such kind of work. However, when he boldly
applies thick lines to painting the landscape, he discovers that it is the best way and perfect condition to establish his own style. He then
all at once gets rid of all the stereotypes and forms his own distinctive understanding of Chinese landscape painting. It does not matter if
he restores the original appearance of the landscape. His unique understanding enables him to present the beauty of the structure of the
landscape and his delicate skill of painting. Though he abandons the techniques of brush texturing as the traditional way of painting the
landscape, he does not give up on the original spirit of expressing his aesthetic ideal and feelings as a painter by landscape painting.

The vigour of the brush stroke and the dimensional structure of the composition are the two significant characteristics of Liu Dezhou's
works. This kind of vigorous brush stroke does not commonly apply in calligraphy or painting. And when the lines are seemingly too
thickened to fit the scale of the paper, this kind of vigorous brush stroke presents itself with idiosyncratic effect. The neat and powerful
painting style can also be seen in Zhou Shaohua and Jia Haoyi's works. However, Zhou tends to make his writing brush lean a little at the
end of a stroke, and Jia prefers to piece large parts of the landscape together in his paintings. And in most of his painting, Liu puts the
strength in the centre of every brush stroke. Therefore, Liu Dezhou's simplistic style of landscape painting is basically based on lines. The
dimensional structure of composition means that the painting parts are distinguished and separated by lines, which shows some touch of
structuralism. This characteristic gives Liu's paintings the manner of abstraction to some extent.

Paint the landscape, but not necessarily portray it exactly the way it is. The idea may offer Liu new inspiration to create an original type
of painting.
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Liu Dezhou(b.1953)belongs to the most recent generation. He has created his own vision of mountain landscape, with bold and free forms
painted in dripping black ink. His Impression of Yan Mountain, 1987. still bears the lineaments of landscape painting, but is severely
reduced to a huge ink blotch, organically interrelated with black lines and dots, areas of thin ink wash. and unpainted white zones. A
certain architectonic quality stabilizes this composition of wild forms. The power of nature is captured with a minimal use of narrative
elements. Winter Mountains, 1987, uses a large square like white area at the center of the composition to e xpress cold. Over this
area stark, explosive forms are drawn with broad lines and blotches of jet black ink. Some naturalistic elements on the left side of this
composition include receding mountain ranges, depicted by lavers of ink wash. and a mountain gorge at the bottom. These, together with
the variations of tone within the surrounding black area and thinly splashed and spotted ink over the central white zone. interact with the
powerful two—dimensional central motif.

KIYOHIKO MUNAKATA (1988, KRANNERT ART MUSEUM )
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Liu Dezhou’ s paintings are based upon typical Chinese ink painting, but he created new styvle with the same materials, and developed
Chinese ink painting. If there is an exhibition on the development and evolution of Chinese ink painting, Liu Dezhou’ s paintings are
representative in a sense.

There’ s grand power in Liu Dezhou’ s paintings and that is very refreshing. The ways of appreciating and creating in east and west
are dissimilar, but pmp]e taste the spirit and spice in his paintings. There is matchless enjoyment to taste the spirit from those lines
combination, interaction of thick and pale ink and the changes emerging from the ink and water on rice paper. His paintings enable us
to understand more of China, and increase our love for China. In Chinese there’ s a saving as ‘appealing to both refined and popular
tastes’ , I think Liu Dezhou’ s paintings could be called * appealing to east and west’

KeZhen Cao Mueller (Fi-1:)
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