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In contemporary painting circles, Liu Qinghe is
that kind of talented but diligent painter. For over
20 years, he has never been content to progress
and achievements gained in various stages,
but constantly pursued artistic proficience and
advancement, including experimental exploration
of ink and wash language, as well as changes and

development of artistic concepts.

Totally speaking, Liu Qinghe has been devoted to
the possibility of ink and wash language to cut into
the contemporaneity for years, which may first need
a standing as contemporary people to concern the
reality and to feel realistic ways and angles. What is
Liu Qinghe special for is that, in the hugest context
of the urbanized China reality, he wanders as on the
scene with an attitude seemingly neither friendly nor
aloof to reality; he not only approaches the actuality
of life and observes lots of specific things and people
in daily life, but also keeps certain distance from
the truth and returns back to express feelings from
experiences in the narration of the painting. People
and scenes in his works show characteristics with
chanciness and inevitahility coexisting and express
subtly the integration of individualized state and

collective foreordination.

The Meaning of the Distance ... ..

His latest works of “The Other Side of the Bank”
series typically show his artistic state. To me, “the
other side of the bank” means distance. He seems
to keep himself a little way from many things,
including reality commonly felt by people, existing
artistic way of expression and things he yearns for.
Such a distance is hard to be defined with length
measurement, but is a psychological or conceptual
distance, a kind of observation and taste with
distance. Therefore, people under his brush show
both “normal states” in daily life scenes and
“heteromorphic states” surpassing daily life scenes

which can only be apperceived by nerve end.

Also in ink and wash language, Liu Qinghe keeps
distance away from traditional and academic ink
and wash shaping ways, from non-ink-and-wash
system beyond. All the time he regards ink and
wash as a kind of spiritual feeler, seemingly has
regular approaches in using brush, ink, wash and
watercolour, but actually deviates from the modes
already existing, sensibly and sharply points at
experiencing comprehension. Ink and wash become
a kind of sensible language to help express the

reality he senses.




Xl RF07K =

i

CE:

X R ML TR T

=2 e
o
B Zm

4

E

n

14

furad

=il
39T

i 17 88

)
(o
J

LM i

2

=]
E‘] Ry &

R

AYEX

Y

-
BT

%45tk

£
=

FE 14 25 4 48

AW

it

=

+




Analysis on Liu Qinghe’s Ink and
Wash Paintings

Yi Ying:

The main tendency in Liu Qinghe’s recent works is
to present themes on environment and survival in
his unique language. Just as the heavy ink color in
his paintings to symbolize smog, his series of works
on environment and survival are actually presenting
environmental deterioration, or a deteriorated
surviving environment awaiting our offsprings. It is
actually a tragedy he presents well in his paintings.
Liu Qinghe is gradually entering into a shared spiritual
world from his individual spiritual world, that is, he
sets his theme on a common pressing problem for
human beings. He shifted from description of personal
experiences to presentation of the surviving difficult
situation with common meaning. He is not urban
pastoral-like home-watching, but describing a vision of
city wasteland from a wider level, which is hard to not

offering heart convulsion.

Pi Daojian:
Rather than saying Liu Qinghe describes contemporary

life vision in cities through his paintings, we would say
that he describes the spiritual images of contemporary
people. In his expression of ink and wash paintings,
the free infiltration of ink creates a space and
structural implication with individual strain. Without
breaking up relations with traditional ink mode,

Liu Qinghe dissolves the traditional ink mode, from

which he finds out factors corresponding to current
experiences. Then images of people emerge between
the emotional exertion of colors and ink and relatively
strict balance of human body structure, match well
with the background environment, so that the classic
sentiment can be effectively merged into lonely
and quiet images of people in reality, forminng the
spiritually and modern wordless surviving pictures
of people. The way of combination between realistic
images and psychological images gets rid of either
current experiences and indulgence in self-admiration
commonly fading out of ink and wash portraits or
abuses like skin-deep illustration of life scenes and
facial make-up speeches, so as to offer cases to refer

to for ink and wash portraits.

Guo Xiaochuan:
Liu Qinghe’'s works represent a kind of style in

China’s contemporary ink and wash paintings and
show great influence. Liu Qinghe is an idiotropic
artist and his works reflect a kind of depressed
emotional appeal. The apathy, primness and
homeless of modern urbanites is discovered by the
creator. Distinctively, Liu Qinghe does not blindly
highlight this kind of spiritual trance of urbanites,
but places hope on a ghost of nicety or warmth
when presenting this kind of lost status. That is to

say, Liu Qinghe does not execratively portray those

urbanites, but regards them as his mirrors, even
himself. Therefore, whether content presented or ink
mode, Liu Qinghe creates a kind of modern classic
mode to reveal Chinese traditional ink’s developing

potential and expressive force in modern society.

Lu Hong:

Liu Qinghe is a painter who searches for his own
breakthrough point all the time. For over ten years,
the object he focused on and his language of painting
had greatly changed. Now, the modern northern youth
image that he presented in his paintings had become the
represent of modern ink and wash paintings. According
to Liu Qinghe's painting series, we can see his well
controling on characteristic and localization of ink and
wash painting. In order to give prominence to marginized
people in modern city, and relate to some subjects such
as resignation, fastidium, loss, emptiness, and so on.
He had never reappearanced the object, but change
it to the appearance of ink and wash image. These
image are painted with personal characteristic, take on
complanation and surrealism as its feature.

It is a successful exceeding in modern ink and wash
painting of Liu Qinghe’s practice on art. He provides
a precept of practise which is worth to learning, and
indicate to that deep develope on the language of ink

and wash will come true.
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“The Other Side of the Bank” is the name for Liu
Qinghe’s recent painting album, also the title of the

preface by himself of the album.

This way may seems to be specially unique currently,
for prefacing by art critics or art curators has
already become a current formulary or fixed mode.
Nevertheless, Liu Qinghe is diligent in writing and
has a good style of writing, with various styles
like “true feelings”, “capriccio” and “comments”.
However, this time his exceeding his duties to meddle
in prefacing is never meant to contest with those
professionally making a living by writing, just purely
out of certain kind of interest of expressing own

feelings.

“The Other Side of the Bank” is snarling and
voluble, different from previous writings by Liu
Qinghe. Just like Ci in late Qing Dynasty, it is
cascading and seemingly filled with mysterious
principles; or just like a man at his middle age
mutters after drink, unclearly but sincerely.
Fortunately the openning gets to the point soon
and also offers clear definition that "The other
side of the bank refers to a kind of spacial distance
or say a kind of situation” . If so, then "The
Other Side of the Bank” is Liu Qinghe’s current

fraunting, also the painter’s current standing.

Also as what Liu Qinghe said “In real life, for a
man, either idling or rushing, facing or escaping,
becomes virtual or true situation. Therefore,
creating environment, entering the most pleasant
stage gradually and escaping embarrassed
situations is the whole process experienced from
active striving to passive cowering.” May be of
his own thinkings and arguments, or of other
meanings, but to me, more like self-knowledge and
introspectiveness of the painter who has already

been over half way of the life.

Born in 1961, Liu Qinghe has the typicalness of
post-60s Chinese artists: on one hand, he is neither
fascinated about the so-called “macroscopical
narrative” , nor wants to limit his own life and
inspiration to “the ideal Utopia” ; on the other
hand, he still holds “seriousness and carefulness
towards life and art” , yearns for ideals but strives
for realizing. As one of the main painters of “the
New Generation” in early 90s, Liu Qinghe turns
his eyes to daily life issues in the creation of this
period, begins to tell something relevant to his own
life experiences, also believes the true power of art

lies in the commonest individual daily life.

However, different from other painters of the new

generation, Liu Qinghe s works show stronger



personal tendency.

Actually early in 1987 in his graduate stone print
group works Wa/l/, Liu Qinghe not only showed
his zeal and care for “current life situations and
humanistic background” , also constantly purified
and summarized real life scenes and gradually
amplified on certain predicting cultural conclusion.
But at this time he used picture-story developing
composition in the narration of Wa//, which was
undoubtedly benefited from his studying experience

of comic strip in undergraduate course of CAFA.

Starting from Wa//, “my connivance and exaggeration
of interest and tropism and a process from pursuing
solemnity to fearing solemnity then to hating
solemnity were inspired.” (by the painter). One
result was that Liu Qinghe turned to engage
himself into the “traditional realm” traditional
Chinese painting and confidently thought “what we
can do is just paying attention to current life and
view the traditional with this criterion, then you
will not be overwhelmed by the traditional and can
further highlight the permanent theme of "Human &
Life" “ (as above). Second result was that different
from other painters of the new generation, the painter
only represented the experience of real life in a cold

and common attitude, and tried to establish a

“meaningful” image system both related to his own
living status and reflecting cultural status of the

times.

During 1990 to 1991, he created series of works
like Rain-Snow, Smoke-Cloud and Man in A Swivel
Chair, which were shown in the “New Generation
Art Exhibition” in 1991 and other key exhibitions
the same years. “The Other Side” shown in these
works, sometimes, seemed to be so “outstanding”
in contemporary art exhibitions as reflected in
shapes and materials of works based on traditional
Chinese paintings; sometimes, seemed to be
incompatible in traditional Chinese painting
exhibitions for its widely different temperament
of “injecting feelings of the times in traditional
Chinese paintings” . Though such “The Other
Side” only lied in Liu Qinghe's primary level with
individual style, in a more active meaning, there
was a gradually reforming and constantly changing

particularity hidden inside.

It worths mentioning that no matter Rain-Snow,
Smoke-Cloud or Man in A Swivel Chair, they all
have special meanings in expanding the themes
of traditional Chinese painting, for Liu Qinghe
firmly believed “the first problem faced in injecting

feeling of the times into traditional Chinese

painting was still the expansion of the themes. ”
However, in creation, the painter, on one hand,
required finding out the meanings in the process of
representing objects. As “stating arguments one by
one will result in narrative in details; expatiating
clearly one by one will lose random of ink and
wash painting” , Liu Qinghe adequately filtered
factors in life and further refined them to "make
them more representative, more typical and more
meaningful.” In this sense, Liu Qinghe's theme
expansion through focusing on city life might be
presentational, while the endosarc was a certain
kind of dedication to establishment of the image
system based on organic expansion of themes.
“Actually, T know my own characteristics, one of
which I think should be enlarging the confidence,
that is image, the inspiring power of image, while
technology should be included inside the image.”

Liu Qinghe said.

There is no doubt that the images inside Liu
Qinghe’s paintings were directly life-facing, also
restructure-focused and full of imagination, which
made Liu Qinghe’ s works echoed with city life
experienced by subject in themes and styles and
constructed “a fairly complete system” about
“current living environment and current humanistic

background” through the establishment of images.

11



During his postgraduate learning, “his disdain to
cast a look at the fixed and unchanging route and
format far away from the truth of life in traditional
Chinese paintings” led to his further and further
away from his artistic image discovery, also
determined the spacing between his works and

traditional Chinese paintings.

If say the image structures of Rain-Snow, Smoke-
Cloud and Man in A Swivel Chair during 1990 to
1991 could more or less be tracked back to the
examples of western modern masters like David
Hockney and Francis Bacon, or even to the style
of western “surrealism” . Then after 1993, Liu
Qinghe seemed to begin far and far away from
those examples or styles, but purely perfected his

own image system of ink and wash in name.

Game in 1993 does not go too far away, for in
the works, the way of dismenbering real objects
and restructuring composition not yet appears.
Real scenes are maintained, with only life-style
composition of real objects slightly changed. This
kind of low-pitched treatment also gains a specially

incredible feeling.

Mr. Wang in 1994 seems to continue the classic

way of the main character “a sitting man” in Man

in a Swivel Chair (1991), but the incredible feeling
caused by “supposal of object location” appears to
be stronger. Therefore, behind the seemingly real
appearance, what we can hear is the sneering of

the painter.

Meteor Shower in 1998, though has the shape of
meteor shower in the night sky similar to drizzle in
Rain-Snow, there is a classic scene of dismenbering
real objects and restructuring composition
appearing in the picture. In this scene, Liu Qinghe
uses more subjunctive approaches to further

expand into a group cultural tease city people.

Seen from the sculpture of a single person, I
don't want to deny some critics's conclusion
on “Liu Qinghe uses his unique northern youth
image to successfully highlight the huge pressing
feeling and helpless psychological state of most
youths on the edge” , but as a whole, this critical
particularity is more represented as a certain kind

of special “Liu Qinghe-style humor” .

Liu Qinghe-style humor is neither blatting of
Beijingese nor trick of tickling, but more like comic
dialogue by Tianjin Ma Sanli, an allowance-making
and interesting “black humor” . Actually everyone

who has deep contact with Liu Qinghe will find his

personality of “black humor” , that is acridity and
satire below calm and undemonstrative appearance.
Therefore, in the picture, Liu Qinghe may repeatedly
introduces some elements like relaxing body,
drooping hands, stiff arms, “sky” , “mountains and
fire” , “broken wall” or “wire netting” , but to me,
they are still some of those specific “images” and
still far away from “symbolized” . As they have no
independent meanings and they may be only visual
“fragments” , or may be just organic composition
of “that huge load of humor to be revealed”,
that is to say, these elements are meaningful only
if represented in a group way. Some views like
“sometimes add netting symbols in some paintings
to reflect intangible neting formed by various
factors in reality” may be over-explained without
real understanding. Just for this, Liu Qinghe’s
creations did not fall into embarrassed situation
of “graphic and symbolized copies” due to the
dedication of images, therefore, the painter could
both organically keep systematic integrity of the
images and calmly generate various humors and

endless interestings.

Liu Qinghe, except for this unique way of humor
to control the integrity of the images, also adopts
different kinds of painty methods to reach the

same goal, so that in his recent works, the two are






