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Chasing

Tian Liming

If there is someone who is not only using his eyes
to see the outside world but also to analyze his inner
self; if there are people who not only pay attention to
the process of development of events but also perceive
their own psychic experience at the same time, viewing
themselves in a frame of the natural space. then Jiang
Zhen is one of them. Look at his works done when he
was still a college student. His merit and ability of very
accurately depicting the form of the people and the con-
struction of the paints were shown in his works. Since
that time he has gained a great deal of understanding
about cultural and spaces that he has experienced. In
reality, the understanding of the traditional cultural space
sometimes starts from knowing a form in reference; from
chewing a line, a patch of ink and color in reference to
the cultural quality. After his graduation, many times he
led his students to the northern part of Shanxi. The loess
there has been his source of inspiration. He put his heart
into that vast loess. In his artistic language there might a
little Western accent, but in the space of his paintings,
there imbibed a thick complex of Chinese culture.

The painted construction grows between that of
impressionism and of realism. The structure of forms
are in a border area of association and dissociation with
lines and colors. This turns the textures of lines and the
blocks of colors into an inter-active situation. Dang mas-

ters this handling very accurately in his spiritual space

experiences. He also has a way of unifying the objective
environmental beauty and his subjective passion into a
unified harmony as one of the ancient great poets wrote
in one of his poems. It confirms what Lao Zi said thou-
sands of years ago: “too loud the sound, let it pretend to
be dispersed” and “the greatest eloquence symbols it-
self as muttering”. From the paintings of Dang Zhen, I
felt that his pursuant of the form is just an exploring
process of himself. The real art bases and the sources of
his art are the endless exploration of his own life in the

frame of the space of reality.

2001 ££ 10 A FRdt. EEAIKAE B EMERRBEMR -



SRR

Kk

—REAS, KEEEREHMSEE RS, W
HREEEAR. EHhAXTEBNRARSKEN
EEN, ¥EARLEE B, fEFURE
%wﬁgﬁx%%,$%ﬂ%#¢ﬁﬁmg,mﬁ%
P EARTEXMAL I XMEREHE BT,
TAﬁiﬁﬁﬁmi%ﬁ¢#\oﬁEEm%ﬁ@
e, XB %S IEI L TBE A I 1E R IBHEX
Ex4yoEk. BELZE, EEBE ‘AR #®
BT, BT, HEEREVHNSEEBOEHESHE—
i CEBRR MRERBROER, DRSS
BRI %ERN—MBEABTEMNBRSE, ©
GREKEZIABTRSLBERE, MaE kel
BEE, RENNARTESREECENTAD
HERRUETR? E&HAELEERRERRR
Wins, BHERS SRR, EUENERT
BEMEAREERAER I RTNEE,

KT PUkE

S2ZR N ECETAREmERNT, WLFEX? BHR
LEX? HHUMKEX? &
BRI HHERL

XEEE AN XARE
T, HUNHRERS
REAE R0 RN
R, BeAEERHARR
SRAER? HIRAT R
AR5 M GERAEN IS
| ERTEN, EFSHE
| SERyRE, hEIRERL
. 2001# 10 A FRedL, BKRIES, B
y Epb i EELE L, REXRT
BT, TERRERIAW: “¥it
FHBADAFHE o M, =EEE

------ " KERAET| RAERRE
&, ERERHII,

HE—MHELHNBERERASISTAMRACHENERA
FTEREEMENERA, KBRK, BEPMANREE, M
XAM R —FRE, RESSISE—F4F, d
P—FER. AIEA2EMREL RN, BFXR R
HIAAKRIFERRAEERN, RIRERTRAER
A, ZRARAEHOEAREKNEHR
RPEHEHRMN. EXN RSP, REXHESR:
FEMMRENS, RU BB NEFTEL, —AE,
PEALHEESEEFPNFBARHEEE. RERRY
HENAFZERRRINREEL, REEARBE
k. BHEBECABNEFATHERAN
URFIHREEBX, RE=ZAE2HERBERH
KA, BRERFER? BARZRMNOEE, FrlX
BERAEBLEEES. ABENARBRETHNS
TtRESVPHRRBHESVEBER - AFHSR
WECHR.
R TRHBNG

REXHF 2 BRETHIENE 4, REEX
BEEZSREZTERT, BE—RBEKRFELE=
R, BE—REE2001E10 8, SRERILE
54, RMNEEHSE—Lxh, ISFHERES

2REX, hEECHERINANNRULEX, EE
B —FEXEL, BAKBRIZE —REE—RE
RS, XEXHREENBERESR, ABAX
MEERAEEMNEANTRNRAE, RELRRHE
B LML REBEABRLUTE, WRHEKILER
BHE—K F—AEFEFRM, BEEN -0
—REexAhER, BEFHRLEBRLNRE, BRHE
EHNEFRR.

EXHTERENERP, BRETHNE, X
EFRTHRIN—FERRELE, MREEFHAER
FEEELFTLN, DFARB—REKRE, TE
AERMUERUZENERE, ERBRFAEF.

RFEX

LREGHENHE, XANBEEELRESR




WD, X AT R
BREXHERBELNE HE
S, B EME, KRN
ORE M, MEESELEET N
ESHOER, BREHRY
e, MBREXH, LEEER
BER/MEM, BRFTREAR
EhARE FNBHNETTFERE
Mk BEMRERANCH. 6
B, 57X BN Rk P Bk
LB RGBSR E TN AR, B
ARFBENBREMBRES SR

KT
FHAEE, RET —HuE, WHH
R—#T kb3 RN ERNE
BHERENERNERENNES,
EREREN BATEIRBNEY,
BeRE—ERERME RGBS,
, FERSLERRNERLAETH,
MBS B EEBY X RO ET
BH, ERBRE, FEEASTERE
SEBREBNETRANEL T RENE
BERNEY.
ES PN

BAABER, TARBHA, E8BA,
EREMBSN, MEHEYTHED
HEBRAREEHEBEEH A, 1]
EMHABREE, X@RARM R
RABFHEER “EHBY", HRLEH
A0 B X B — A A 3R
B, STRSHE T LARE N,
KRAMESTFRABTE, RELRM
WEASERSAEN, REFENDH, 3
BB LFR, 3R S &, REOAIR

RSN A, S TR R B RO 9 R A A 5 BC AR P Y
AEBIA
P TS

BEXEWEALARRATTUESE,
EHREMNEEARRE, BAERA BRI ER—
SHE, —REE. —%%. —IMRAFSHEEER
MR, STEFHERER, AASWH AR
BT PR ORI EIZ S AN BL, ZE
FHEF MEBRAEREERLNTERE, £E
ZEHFKE, BERARPE, ZERE, Mt
FREEU - BOREREUERKRS , BHERFE
MBERERATFHR, ABEYHERBRRI". I
], BYRNZBRE “KREER

XF “Hlm”

EOEBET MER, BRRAOABE A ML
B ERRLEFHER, FEABEI K. FXK
U EEEE NKMNNETRZE, XFHSH
WHEROAHRAEKBAYERL; HXZHME
BiE, XEAERT M “BR" O At
ARBERRK, BE, KfT, 3 “BE” OEEZE
BARMZE, BERAE—HNBRERRABAR
FET. INFTAIIALEME “SLE" BEEH

KT “Bit” gk

BEXMBEAS RUTBHLEIKRR", 8
BOMEHRHFHOBARRITANRSRE, B2
BS5RTHKIRBRTBEZN, REMHIRE
X R0, BofE 78 61 A9 72 b o B 1 SRR Y BD B M
MEEH, ERFLERSRER T EME R
B, ABE—BRRABEBESRITNEGARERX
MARER, MEANRENURKBEINALK. T
EXFMRITHEAREARGAURER LN, @@
MEERABETERT T, ARNRELEATL, AHE
EHAER, ENEEAN—NTEDTAF, AHRAH
BRELT, AR MABRELEEETRMR
W, REBFHBE-

11



Thoughts about art
Dang Zhen

About method

I once chatted with a friend about teaching art class
students how to sketch. When we talked about the rela-
tionship between the tones of black, white and gray and
the forms, we had the same feeling: students always
draw things gray and dirty and teachers always fine-
tune the overall resulting relationships. Then we teach
the student how to observe and how to do the
representation---and only when the sketch could be done
realistically, might there be a chance to pass the enroll-
ment examination of the Central Academy of Fine Arts.
But in real art creation there are many non-realistic gray-
ish tones in the attractive works of masters. After the
students learned how to paint true, it would be hard for
them to draw things “not true”. Many works by gradu-
ates from the academy have too much “academic”
flavor, a negative effect of their long-term serious but
rigid education about creating forms. This negative ef-
fect might be already imbibed and embedded in their
bone marrow. A special style of one’s work is a sign of
maturity as an artist. But it might be a limiting factor
urging repetition in one’ s further creative works; this

is a very perplexing problem.

About style

I had suffered over what type of style I should

create. Realistic? Super-realistic? Anti- realistic? Or

Expressive? ? At the back of every style there are their
cultural supports, their time background and the envi-
ronment of existence of the artists. But what kind of
style and forms should I have in my paintings? Truly,
four years ago, I never had the idea about painting black
and colored landscapes and portraits. After many trial
and error attempts, I started understanding that only
when one was led by one true passion and experience
which were deepened and refined, then could something
valuable be created. With one’ s intuition and the feel-
ing developed from it, a clue or road could appear at
last. The style of an artist is the result of long term accu-
mulations of experiences. During this process, various
nutrients are needed, such as a rich knowledge, plus deep
and unique life experiences. The materials and knowl-
edge learned from the book is just as important as the
experience in real life. I am against what the art colleges
and schools are now doing: go out to do a sketch in
autumn and come back to do a creation; go away from
onel real life and what is familiar and head to the coun-
tryside or go to the national minority areas for two or
three week. In this way how can the work created not be
superficial? That is not our life. I wonder if the works
about the country landscape and about the minorities
done by rich people who live in mansions and drive
fancy racing cars could contain much real passion. People
can cheat themselves.

This batch of my colored ink landscapes originated
from my sketch work in northern Shaaxi. I was in
Jichaxiang (Jicha Village) seven times. The first trip was
in my junior year at the academy, and the last one was in
October 2001. Every time while sketching in northrn
Shanxi, my pictures show some changes. It is related to
my attempts in using form language in usual times, and

also related to my deeper and deeper feeling of apprecia-
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e beauty that is there. Facing the vast yellow
ick loess, I felt stronger and stronger emo-
ts. This is the sentimental power support-
aintings. [ Value this power which is behind of
paintings. I told my peasant friend in that village,

ngshan, if my first painting of the Shanbei
n Shanxi) will ever be sold, I will give half the
0 him. In this painting there is my deep passion
s the loess of the northern Shanxi and that is the
urce of the nutrient for my paintings.

those colored ink landscapes of mine, I put in
 of trees. They are the only remaining marks of the
ms that are indispensable. In the abstractive im-
stic paintings, innermost specific factors of real
indispensable. Some real marks of form should
there. Chinese like things that are in the middle of
ind dislike, similar and not similar. I will not stray
this point.

About form

~ The traditions of brush and inking are regarded holy,
e. They are also being regarded as something like
ritual religion by the intellectual scholars who paint
s kind of work. These ink and brushing complexes are
only related to the skills of paintings, but also limit

“traditional Chinese painting” in a boundary of cri-

teria of “how are the brushings” and “how are the

inkings”. With these analytical criteria the enjoyment
of appreciation of ink and brush paintings frequently
lead to one paying more attention to a more important
factor: the forms should serve the real experience of the
individual. For this reason, I want to pay much less at-
tention to, if not discard, the appreciation of the tradi-
tional lining, cun and ink shade. I want to place more
value on tone and mass of colors, forms and the han-
dling of the whole. Here, the brushing is no longer one
of the six methods of ancient skeleton brush ways. It
becomes a factor of how it reflects the individual’s per-
ception to the real. A good language is a language that
can help me convey my feelings.
About colors

After my graduation from the Central Academy of
Fine Arts, I painted oils for two years. The feeling about
oils is totally different from that of ink and water. It led
me to appreciate the colorful colors much more and to
understand the properties of them more. To me, the
most attractive colors are those which are relatively
simple but have some penetrating properties. The depth
of color is the property of its attractiveness. The combi-
nations of these forces, whether they are simple, quiet
or bright and variegated should be attractive to the eye.
One should not remain having to ponder about the
flamboyance, magnificence and detailed richness of colors.
What colors should say, whether in high C in low C, are
the key tones of passion. The colors most suitable and
most related to the key passion tones are the most accu-
rate colors to be used.

About painting portraits

I choose to paint portraits of city and young people,

individually. I think I encounter them most of the time.

The young men bred by and who rose from the city
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really worthwhile to be concerned
F or without it is not important. What
it real? The top masters of the Zhe school
re to most people are those with “refined
‘wonderful ink” painting. Those portraits re-
- city sentiments usually fall into a stereotyped
et me just paint portraits, even without any
> goal. The portraits, showing me the real feel-
with simple faces, should have a reason for their
and perpetuation. Please don’t put them into
ol. They are just portraits, portraits of people I
or real people who gave me visual associations
interested me.

About Gaoli paper

1 like Gaoli paper because you can put paint thicker
. xuan paper is too delicate and sensitive. I do not
quick and instant painting. Every color, line and
form and their arrangement with other colors and
s needs scrutinizing. I do not like the stroke marks
t on the xuan paper with a water trace of every stroke.
e colors in patches. They should be neat where
ed, and changing when required. I do not like too
obvious layers or levels of changing. I like rich
in the fog. Too many wonderful and refined brush
<ings are too “witty”, too “smart”. Wonder and
ent should also be something like “top wisdom
being stupid”.

“too liberal painting”,“chaotic painting”
the era of “theme first”, the wind follow-
‘theme works. At the time of form creation,
for something new and innovative.
of Li and Liu, there are many “people
‘appearing in ink and wash. The delib-
d to the prevalence of “liberal”
ind following, why fash-

ion and why prevalence? After the method of “liberal”
was no longer a fashion, its easy, natural flavor of unifi-
cation of nature and men also disappeared. Please don’t
think that anyone can “paint liberally” and paint well.

I like to find my inspiration from photographic and
design magazines. The visual impact of pamphlets is the
wit of designers. But the differences between painting
and design are not only in their ideologies, but also in the
tools and materials used in their own fields. There are
some individual and instant feelings of sensitivity, some
strokes, marks and tracings that could not be anticipated
or designed before hand. T usually use the visual impres-
sion of the whole picture of photographs and designs as
a frame of reference, and use my own experience as the
specific operating ways. The key tone of designing is on
the visual perception as a whole. The language of the
painting could not follow a stereotyped grammar.
Sometimes, a simple sketch of lines is needed, some-
times big color patches. Sometimes starting from one
detail, and sometimes no designing lines are necessary,
sometimes+-not beginning from a tree, a stone with the

brush soaked with ink---
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