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Liu Bo, whose ancestral home is in Shanxi, was born in [nner Mongolia in 1974. He graduated from the Eastern Art
Department in Nankai University, with a BA in Chinese Painting in 1999. He obtained his MA in Chinese Painting
from the Fine Art & Literature Department in 2002. He received his PhD in Art History from the School of History,
Nankai University, in 2005. Since July 2005, he holds a position in the Institute of Painting, Research Academy of
Chinese Arts. He has held two one-person exhibitions in June 2002 and June 2005. He has published twenty essays
and critiques in newspapers and journals. His translation of Fan Zeng’s book Behind the Paintings was published
in 2004, by Hebei Education Publishing House. His book Liu Bo’s Traditional Untrammeled Style Figure Painting
was published by Chinese Workers Publishing House, the same year. as part of a series of Traditional Methods used

by Famous Contemporary Painters.
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In the winter of 2004, the Buddhist abbot of Longhua Temple, Zhaocheng,
invited my daughter-in-law, Mulan, and me to enjoy a vegetarian banquet in
Yuanming Monastery, where the host introduced a young painter called Liu
Bo to us. During the conversation around the dinner table, Liu Bo said little,
carefully listening, conveying his respect to both the older generation painters
and to their art. He meticulously sought my opinion on issues he deliberated
upon, from styles and characteristics of paintings of past dynasties to tools
and materials. It was obvious that he studied both intensively and extensively,
going into details yet having comprehensive understanding. My interest was
further aroused with each of his questions, and thus we continued talking late
into the night. We did not stop until our host, who worried about my rest,
repeatedly pointed out to the late hour.

During the meal, Liu Bo showed us some of his paintings. [ found them to be of
high quality. In his figure paintings he emulated Gu Kaizhi*"s elegance and grace,
combined with some techniques of Fu Baoshi”! and Zhang Daqian'*"s figure and
landscape paintings. Yet he did not just copy the old masters, he brought into
the paintings his own perception. The paintings were classic in style yet pure
and fresh. Liu Bo’s lotus paintings mainly drew on Yun Nantian""s boneless
style. Due to Liu Bo’s long calligraphy practice the delicate tension between
lines and disposition results in an interesting painting. I told Liu Bo that he
should also learn from Bada Shanren' and Zhang Dagian’s lotus paintings.
Zhang Daqian was outstanding in painting lotus halves in broad view behind
huge barriers. Liu Bo’s figure paintings and works of calligraphy revealed
his thorough training and professional guidance. It is quite rare for one so

young to be actively interested in traditional culture and art and to have such

profound insight and skill.



Shortly after returning to Tianjin, Liu Bo sent me a letter with an attached poem,

which he wrote in a traditional seven-syllable regulated verse:

When painting, from early on, I revered the style of Chen and Xie!”

Who skilfully raised the banner of their art to high peaks.

When they painted, their brush traced the roots of Tang and Song dynasties,

When criticizing ancient works of art, their words enlightened the unlearned
observer.

The kept on maintaining the fire of thousand years for future generations to
bask in,Ensuring the continuation of the long tradition by teaching their host of
students.

After the talks in Yanming Monastery, I knew the road ahead,

Following the very direction I plan to pursue the way of art.

Having learnt poetry from his teacher Fan Zeng, he was confident in writing as
well as reciting. His Classical Chinese is smooth and accurate, plain yet grand,
with meticulous adherence to structure. Therefore, he is well-cultivated in
extensive aspects, which is essential for a promising Chinese painter.

Xie Zhiliu and I taught students both theory and practice, since Chinese
paintings often have substance, which is beyond their outer manifestation.
Modern worthy artists, without exception, mastered all aspects of Chinese culture.
Fu Baoshi and Zhang Daqian, both based their art on a total mastery of ancient
Chinese self-cultivation. One may say that this was indispensable to their high
achievements. In this aspect, Liu Bo is undoubtedly serious and sensible towards
traditional self-cultivation. Starting out it may be somewhat boring, however, long
term practice may eventually put one on the right track.

Moreover, Liu Bo has helped translate and proofread two of his teacher’s



publications. This demonstrates the rigorous instruction of his teacher, Fan
Zeng. The fact that Liu Bo is both practically experienced and well-trained
in traditional Chinese culture as well, may be also due to Fan Zeng’s high
expectations.

Last winter, Liu Bo came again to Shanghai. He arranged with Mulan that we
can have few more discussions. This time, his topics of conversation gained depth
and width, which showed that, in the past year, he has never ceased his research
and study. In every aspect he has advanced, he has both expanded and elevated his
knowledge and skill. Being able to study and promote traditional Chinese painting,
was not only the cherished desire of Xie Zhiliu and me, but also that of Zhang
Dagqian and Wu Hufan.") These forerunners of modern traditional Chinese painting
devoted their life to promote the essence of Chinese painting tradition. Neither
Xie Zhiliu nor I had professional training in connoisseurship. To help us better
criticizers, we observed many traditional paintings, thus we gained new cognitions
in the process. Nowadays, it is getting more and more convenient to study original
and rare paintings, including those preserved abroad, through reproductions, their
quality is little short of the original works. One can hold in hand a reproduction,
while observing and discussing the painting. Such accumulated experience benefits
both our practice and our knowledge of Chinese painting tradition. To preserve
the tradition as a whole, my daughter-in-law has been helping me collect data and
materials. Main issues in this field were raised in my talks with Liu Bo. He still
will benefit from many more years of practice and interiorising this knowledge.
In Liu Bo’s work is to be published, I am responsible for the preface. I appreciate his
affection very much. His intelligence, diligence and modesty should also be highly
praised. I hope Liu Bo would continue his contribution to both Chinese painting and
poetry.

Shanghai, June 2005



Footnotes

[1] Chen Peiqgiu (b. 1922) is a well established woman painter. Studied traditional Chinese painting,
and graduated from The Zhejiang Academy of Fine Arts, Hangzhou, She later became interested in
impressionism and post-impressionism. Her works have been published in The Painting Album of
Chen Peiqiu. She has been a professor at the Fine Arts Department of Shanghai University, painter at
the Chinese Painting Academy of Shanghai and a member of the Chinese Artists Association. She was
married to Xie Zhiliu. Xie Zhiliu (1910-1997) was traditional painter and connoisseur, specializing
in flower and landscape painting. His paintings are based on traditional styles, but his use of colour
has been influenced by Western art. He was a close friend of Zhang Dagian (see below). He served
as a professor at the National Central University in Chongqing and later as an advisor to the Shanghai
Museum and as a Professor in the Shanghai Academy.

[2] Gu Kaizhi (ca. 345 — ca. 406). The best known painter of his period, especially as a figure
painter. He is remembered mainly for his copied paintings, his writings about the theory of
painting and the many anecdotes told about him.

[3] Fu Baoshi (1904-1965). Traditional Chinese painter. Had formal training in China as well as
in Japan. Served as professor of art in the National Central University, and later headed the Jiangsu
Art Academy. Besides his painting he wrote several books of Chinese painting.

[4] Zhang Dagian, known also as Chang Dai Chien (1897-1983). A traditional Chinese painter,
profficient in all accepted traditional styles. He was also a known collector, connoisseur and forger.
He studied textiles in Japan, and in China he studied with some of the most famous artists of the
beginning of the twentieth century. For a short time he was also a professor in the National Central
University. After the establishment of the People’s Republic of China he lived in several countries,
finally, in 1977, settling in Taiwan.

[5] Yun Nantian, or Yun Shouping (1633-1690), known for his brilliantly coloured flower
paintings, he was one of the revivers of the boneless method of painting, where the forms are filled
with colour washes in single, smooth strokes and without ink outlines.

[6] Bada Shanren was the name of Zhu Da (1626-1705) was of the Ming Imperial family and
took to Buddhist monastic life to escape from the Qing. He returned to secularism in the 1670s,
but led a sad and poor life. His painting was very innovative and had great influence on later
generations of Chinese painters.

[7] Chen & Xie are Chen Peigiu and Xie Zhiliu.

[8] Wu Hufan (1894-1970) traditional Chinese painter, calligrapher and connoisseur. He was
the founder of Zhengshe Calligraphy and Painting Society. From 1956 he was a member of the

Shanghai Chinese Painting Academy.
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