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Conversation with Mr. Gao Minglu
Involved: Gao Minglu, Tong Yanrunan and some other people. (Assistant: Kuang Liping)Date: July

9th, 2013Place: Gao Minglu Contemporary Art Center, BeijingCollector: Lii Luyang

Tong: Mr. Gao, I want to talk directly about the main topic. My doctoral dissertation is about
portrait painting. Among all the books that I’ ve read, the most important one is your “Yi Pai:

A synthetic Theory against Representation” . And there are also other 5 or 6 references like this



used in my dissertation. The dissertation was submitted in the first half of last year and
experienced one years’ practice. Many of the exhibitions that curated by you are mainly about
the abstract painting , at least it seems like this in modality. And it is possible to do some
extractions, especially to some other materials and media. But I paint the portraits, and I have
a deep impression of this book when I was in reading. In the description of the whole book, 1
seem to feel that all the things that I want to say has been expressed, and there is also something
that I want to say but unable to express clearly. It is strange, because you mostly study the
abstract inmodality. Since I’ ve come here to consult you, I know there probably have any mistakes,
but I hope you can forgive me.

Gao: Tt’ s ok.

Tong: I had some of my own feelings in painting portraits. The subtitle of the book, “Yi
Pai ” ,is “A synthetic Theory against Representation” . If you ask me whether it is probably
has any new possibilities, I think perhaps the meaning is not “Against Representation” , or maybe
it contained the representation at the same time. Of course it had writing the same things in
your articles, actually, it means contains the “representation” . But I’mstill thinking about
whether it is possible there has a type was not appeared when you choosing the artists. In your
articles, it means it contains many things are relating the representation, but there has few
examples of these kinds, also as for the topic. I want to consult you because I want to find whether
there are any differences between your thought and mine

Gao: I hope you can come up with new ideas and I am willing to listen to them

Tong: According to my understanding of the Chinese spirit, the word “Against” wused in

the subtitle may not be a reverse attitude of the things happened formerly, it is more likely
to be what you also has mentioned before in the articles, the “Synthesis” . It might include
the previous things in its own system, but not a process of overturning

Gao: Right.

Tong: Maybe in the western world, it has the category of classical, modern and contemporary
or it might have something else that might happen. It is a process of continually reversing and
overturning. If your thought is still along with the spirit of Chinese art, then whether it is
the modern or contemporary, will not be the main value standard of you. For me, I think this is
doing a comparison with China, or using Chinese to compare the western representation. Or we can
say this is a dialogue between Chinese art spirit and western modern or postmodern. My own
dissertation is about portrait art, and I have used an ambiguous topic called “Across through
the Image: Research of the Western Portrait Art. ”I have used the word “Across”, because currently
the time—travel TV series it has become very popular and very easy to be misunderstood. I only
have a simple definition for it, cause I painting representational portrait, I have three layers
of meanings in the word “Across” . The first meaning is to compare the last sentence in this
book. I didn’ t use the word “Exceed” because it different from “Across” . “Exceed” means
to go to another level from a totally different level before. But “Across” 1is in the range of
appearance, and the pinpoint is to illustrate the relations between “Cross though” and “Exceed”.

The first layer of the meaning of “Cross though” 1is that the artist using his flesh to face
to the image directly, it means the feelings of the artist are direct. He is directly facing the
figure of the portrait that we are facing, encountering it. It is just like when we are passing
through the jungle of the tropical rain forest, we will meet with different kinds of obstacles

and you have to face them directly. You can’ t avoid them



It is a collision between the figures, an active and breaking out process. That is to say
you have to accept it and then break out. This is a very important procedure. Another important
issue of the “Pass” 1is that you face it directly, it will become vivid and active. The relation
of it with the figure is a kind of interactive relations. But at the same time it is a confronting
process of the “reproduction” that we have discussed before. It isa process of constantly peeling
the so—called figure. At the same time, it is welcoming different kinds of problems to come. The
state of it then is as the teacher has described in another book, to embrace many new problems
with the “Xinzhai” . The people at that time were in a releasing and welcoming state. In fact
the embracing and welcoming state is rarely seen in many abstract painters. There is another
important meaning of the word “Pass” that is a kind of linking up. Because when we are facing
a detailed figure, the more detailed it is, the more limitations we have. Why do I do portrait
painting? Because when you are facing the portrait, the figure of it is very detailed, it has
all kinds of limitations. For example, the minor change in face and the corner of face can trigger
huge differences. This is just the limitation of the subtlety as we have said in the limitation
In fact I think the more limitations we have, there is more possibility of freedom. The freedom
here is different from that in abstract. The more limitations we have, the freer the freedom.
It is just like you are facing a blank paper, when you have no limitations, that freedom is not
true. The ideal state for me is like that described in the “Prince Huei’ s Cook was Cutting up
a Bullock” in “Zhuangzi” . The knife of the cook is like our pens, every movement of his knife
is in the beam of the bones are very exact. However the state of him in dismembering the ox is
very free, abstract and beautiful. The sound and size of it are all very beautiful. Next what
I want to say is that the “Tao” it has mentioned is very detailed and concrete, but not the
abstract things that is close to the Chan sect. Many of them are in fact designed by the painters.
The more concrete you are, the more “ Tao” it may have

Gao: Yes, what you’ ve said is right. The “representation” we just talking about, along
with some of the figures mentioned in Yipai, have both the abstract and concrete part. It also
has some behavioral arts. According to the truth, the reproduction has no relation with realistic
painting. Because the realistic painting is “skill” , whether it is realistic enough relates
to the technique, and has nothing to do with Yipai. Yipai will never negate ant techniques. So
the realistic painting is mainly about the concept of “representation”, because the past concepts
of “reproduction” are all about realistic painting and the realism. In fact the concept of
“representation” comes from the enlightenment, and Kant has been given the post modern meanings.
This is the definition of the doctrine of reproduction. It doesn’ t refer to the realistic painting;
it is not the “simulation” 1in the early Greek period, but the “reproduction” of modern times
of Kant. This has added the element of brain figures. The brain figures and the external object.
In some recent books I will hackle the western concept of “representation” . If seen from this
aspect, the “representation” actually includes the western abstract painting.

Tong: Actually it is also a kind of representation

Gao: It is also like what has been said in Greenberg’ s book, he said we will not object
“representation” .

Tong: It includes the concept

Gao: Yes, concept can also be reproduced. In fact, the most basic concept of “reproduction”
is the absolute correspondence. It believes that art works can correspond with a kind of

authenticity. It includes the innermost tendency, but for the Yipai, actually it is not a



symmetrical relation. That is to say, “representation” emphasize on the symmetrical relation.
The so—called “symmetry” , is the art performance and truth. But if we say that “meaning is
implied” , you should first confess the nonidentity. It is that you should truly pursue the art
performance or the language, and finally to show the meaning. And this meaning is actually not
a symmetrical relation with the language that you want to express.

It is free, isolated and beyond the meaning. So in this way it gives the art performance and
the language a greater freedom. But we didn’ t say that we have no way to approach it, instead
we should find the shortcut, and that’ s why I have mentioned the above relations and finally
share that part of all these relations. Or we can say that “the seemingly wrong truth” might
just be the thing beyond the actual words. That may be the difference between Yipai and reproduction.

The question you raised just now about the subtitle is fairly good. It should be inclusion, but
not to reverse and reproduce. Actually later when I was translating this word, the subtitle has
been changed to another one, and I used the word “Synthesis” . “Synthesis” doesn’ t mean to
make a fresh start, but means that the concept of “reproduction” has too many limitations. I
think we should jump out from its limitation, and one word can separate the two but not contradict
them. The concept of reverse might be too limited. But what you have mentioned is also good. As
for “Across” that you have mentioned, I know you mean to cross but not to surpass, I can understand
you.

Tong: The relations between limitation and freedom.

Gao: The relationships between limitation and freedom, and details. You used the fable of

“Prince Huei’ s Cook was Cutting up a Bullock” +to illustrate, but finally it reached this kind

of state of freedom. And the state of freedom itself is not a wholly fictitious one, it must have
a Gradual Cultivation and Sudden Insight. South and North actually is something about this. 1
conceive the debate between South and North has some relations with what you have said just now.

If you have any thoughts about this, we can discuss.

Tong: The things we have mentioned, including the meaning of “ordinary” in the Chinese
character “Ri” of the “Yi” 1in Yipai, which has often been mentioned. Several years ago, when
I have seen all kinds of exhibitions, this “ordinary” has been used as a by—product which has
been borrowed. It is not like what really happens in the “ordinary” . Just like the things just
now, we can see that it is very close to the abstraction, the so—called things that have the Chinese
spirit. In fact, you’ 11 know whether it is a strategy or a diversion of the symbol if you talk
with the painter. For this thing, I think you have no way to surpass it and there must be a path. This

“Tao” 1is something that you can sublime on the detailed foundation. That foundation is realistic
and vivid. For example, the painting, if the painter is smart, we ourselves will immediately think
of a way that can be directly accepted. Once you have such kind of clear character, even though
it can be immediately accepted, they are all frauds. The things that can be directly felt are
in fact very shallow. For example when people get my painting, they will immediately categorize
me as a simple portrait painter, and a performance painter. And people might mix me up with Liu
Xiaodong and other painters. I know I am totally different, but I don’ t want to be differed from
them obviously, because in the process of differentiating from them, I am going to another wrong
path.

I began portrait painting in 1998 and 1999. It seems I didn’ t have too many changes in these
14 years, but I didn’ t confined myself in keeping my technique mature and doing it repetitively,

totally not. In hope the sediment of the picture of it is more and more dense, and has a longitudinal



development, just like the time issues that the teacher has mentioned in the book. The progress
of the painting depends on the linking—up of all sectors, just the third layer of meaning of “Pass”
in the “Passing through image” 1in my dissertation, the “connection” . But connect to what?
Through connection, we can see the visible and invisible things, and the things that have been
covered. This has often been mentioned in the book that Deleuze send to Bacon. Just as what he
described, the “unity” and “connection” of all things. For example, if a perfect painting
it might like that in the medieval church, the feeling of unity and beyond the time. It might
get through you in that moment and you will feel the rising of yourself. Even if you don’ t have
the belief of Christianity, you will have this feeling in this space. And I think it is the same
in a good picture, it has a huge ground in itself. A good picture, through all kinds of supports
will connect it as a big space that has tension. This tension will surely includes the longitude
time and feelings of all kinds. This kind of feeling might surpass the vision and might be audible
and touchable, and even if the kind of Synaesthesia that we have mentioned before. In this way
the painting can be perfect enough. We think in the Chinese art history, it is not like the
“Against” of the west that our teacher often mentioned. In the concept of Yipai, it has the
plan to constantly progress and innovate, and it is unceasingly finding the extension and making
it more profound, deeper and wider. I think it is the thing that has supported the constant
expansion of the ground, instead of innovation. It will only make its inner containment has longer
time and the feeling of it denser. In fact it doesn’ t have to change, and it is unnecessary to
confront all kinds of possibilities with no change at all. All that possibilities might be inserted
into the ground of “unity”. I think this is the most important supplementation of the contemporary
art, because the contemporary art is just like the constant isolation and renovation. In fact
it is still in a superficial stage. Finally we need to build a synthesized and grand field, and
the sensation can make this field bigger and bigger. For it this core will never be changed. Gao:
Yes, it actually has a complexity hyperplasia, you also mentioned the complexity. I mentioned
the Yipai because contemporary art is becoming increasingly isolated, and the isolation,
separation, and the independent, it cannot have the hyperplasia, the proliferation or a complex.
This is like what you said just now is a symbiotic phenomenon. It is considered to be complex,
as you have just mentioned , that is to say, this kind of illusion, in fact valuable things are
very complex and full of illusion. But in this thing that is full of false things, it contains
a lot of factors that can really come to the things that fit you. This thing is not unidirectional,
but very complex. If the artist’s creation can include this complexity, in a moment, what you
see is a kind of tension, explosive force. This is the something that the artist can’ t accurately
describe. What you have said are right, this shows you think a lot in your life. Are there many
people who think as much as you in the Academy of Arts?

Tong: Few communications. Because communication is often like we said , when you first see
the mountain it’ s mountain, the second time you see it, it looks not like a mountain, and when
you see it for the third time , it become the mountain again. Basically in the first and the second
level, but the third basically is mixed in the first level. In fact, it’s almost impossible to
talk about it specifically, for example, when we reading Morandi’ s work, if you haven’ t read
it repetitively, it certainly will be mixed in the first layer. For me, I never expect that we
must come to the third level. It is possible that we paint for a whole life, and only fall on
the first layer, but we must have prepared to do this before. Because I have little time to think

if I should convert a kind of style which is more suitable for me, but I don’” t have the energy



to do the things, so I just stay in the same. The portrait painting of mine is always in the same
small size, and is always positive, which is not like what most commentators have written before.
Because when they are thinking of me they often consider the social normal, even if everyone sees
things differently. For me, I choose face, because there are all kinds of restrictions in face

and face has a variety of richness. I didn’ t choose other size, and I also haven’ t chosen other
special forms, and that’s how I normally do in the picture. I won’ t differentiate my works with
those previous ones on purpose. In the early years, there are some teachers told to me: “You need
to change and to find the differences from others.” This means there will be a plus to tell you
how to change when there is a problem.

So even though there won’ t be too many changes in ten years’ time, the things contained
inside will be more and more, and I know the feeling inside. The more taste inside, then more
feelings you have and the wider the ground of the author become. In the early period of 20th century,
I paid close attention to the contemporary art for a fairly long time. For this thing, I myself
have done a media and many people doing this also come to talk with me. I just want to know what
they want. And later I found that including the famous artists we have seen before, like Ai Weiwei,
almost all the people have talked with me personally. Later when I look back for this, I find
this as a fraud. At least my feeling is like this, I think this is very far away from the most
original things of art, which includes what follows the western art history, from the Renaissance
to the art that we now have understood as, or the “Synthesis” that you has mentioned, they are
all very far away from us. I think the line hide in the west is just the opposite from the line
of the Renaissance, which may not be that tough in the history of art. But since it worked as
a gossamer , which have been kept all along, may be much more closer to the nature that construct
the art. Renaissance, including the impressionism, in fact is leading the art to another line
which is far more away from the original things of art. In fact I’ ve read this “Yi Pai” before,
just want to let those words and sentences to pass in my mid again , and at least I have experienced
this before. For example the book of our teacher, I’ ve read it at least three times. And when
I am totally in it I feel enjoyable, and I think it is important for most of the painters to have
that kind of experience. But if you only leave with a word, it would be horrible. The core is
the word “Across” in “Across through the Image” . I use this word to generalize its vivid and
direct feeling. That kind of direct feeling is vigorous. At first it is something in the skin,
but finally it will be expanded to something like the “Tao” . But even if those feelings of the
skin now becomes numb, because it has been replaced by other words. When the word first appears
that thing has begun. That direct feeling of him becomes numb and he has used other’ s words to
substitute his feelings. It he himself is not in, he will not express this. He must come into
the “Zhong De Xin Yuan” . If he hasn’ t come into it and always a bystander, this wouldn’ t be
ok. So I think in contemporary art, people can’ t really come into it. One is just using his /
her right and left hands to use those things, and those things have become his resources. So the
reason why I think many of the contemporary artists are cheating and false is because I didn’
t come into it. He is very smart and has read a lot of books. Those things are only knowledge
in his mind and have become a point of the clue in his logic. In fact a good painter should evacuate
himself. Surely evacuating oneself is very difficult, but when you are empty, you can get into
it. If you have put too many things inside, it would be impossible to add any other things. You
will see some painters say that if the logic of the painter is very precise, he will not create

very good painting. Some famous painters feel the same. I think he might be a good painter, but



he sees and thinks too clear, and you’ 11 find his painting has power and strength. But every
structure may be too shriveled and not tense enough. Every time when there is Venice Biennale

I” 11 go to see. But I think it is just like a noisy field, everyone is showing their thoughts

They might really have the thoughts, but they are only ideas.

Gao: Surely it is like this. The contemporary art just emphasizes the so—called personal
freedom, thought, choice and performance. The language forms seem to have been prepared. Now we
all use the language contemporary art, and this just cause a dilemma to the contemporary art.
The contemporary art emphasizes too much on the person, from the behavior, to emphasize the thought
of the identity. Now people have become something running away, and they enjoy this kind of state
very much. Then he goes to tell some stories, which might be shallow. But since everyone is telling
this kind of story, it becomes the current situation. Those identities have no way to go back
to the state of “Synthesis” that we have talked about before. This synthesis is not a political
structure, but a way of thought, or something similar to the “apperception” in philosophy

Tong: Mr. Gao, I want to add one thing. When we are speaking of this contemporary time, actually,

it is already out of tradition. Our tradition, in fact, has some relations with the contemporary.
There is the tendency to borrow a very contemporary form. In fact, we can be more confident in
using our own culture at this time. In fact, in Yipai, the relationship between tradition and
contemporary time is in fact the unity. As we are previously talking about the subjectivity of
the artist, there is a problem worth mentioning is that the entire history of art in the West.
For example, when we are talking about the Renaissance, Renaissance appears when a very important
point, since the artist’s “individual” in it is magnified, and we have already talked about his
personal humanity. His personal subjectivity is constantly expanding, when in fact, I think

includes the beginning of contemporary art, in fact, that thing is far away from art. In Yipai,
which I think there may be also like this, the artist’s subjectivity in fact is something you
constantly give out, to give out the subjectivity, your status becomes a Xinzhai state. When you
let it out, that thing is on the show, and here comes the freedom of Chinese and western. The
so—called Western liberalization is simply to use a variety of elements. That freedom is actually
just like what we have talked about, which is helpless, is to make up the story of freedom and
using the radical language to deceive other people. It let out the subjectivity, put this out
and then goes “to meet.” This “cross” is to greet the arrival of the kind of thing , that the
feelings of the flesh is not the same ; and you go out and feel that things are not the same.
Letting out and taking the initiative to grasp are totally different.

Gao: Yes, this is a tramp. Surely to emphasize to identity and totally to make it to a system
is in the enlightenment of Kant. The Renaissance is the reversion of the medieval, from deity
to humanity. But it is after the enlightenment that it has become a system in many aspects
including the science. It is under the flag of human, and later including the western scholars
and scholars of the Neo—Marxism, who criticize the enlightenment. They believe it is
anthropocentricism. Human beings are noble and ideal metaphysics. But in the real world, this
ideal reality comes into the bulk copy aversion of the capitalism, and has alienated itself
Finally it has been proven to be a lie and myth. Actually this identity has some effect in the
modernism. Later in the post modern times and modern times, plus the bulk copy of economy and
market. So the contemporary can’ t find the personal language, the personal freedom. But in terms
of the superficial concept of identity and subjectivity, it is the mainstream in Chinese

contemporary art. The highest of the morality is the personal subjectivity. But this freedom of



subjectivity, as we just said, is making up the stories, the content is very pale, and just those
clichés, it actually really wants to renovate. But where are new things, new personal freedom?
In fact, Yipai just concern about this, from the reproduction of the myth, to come to freedom,
only to realize the incompetence of art and to give it back to the omnipotent art. This is
transcendent, that you put yourself out of the reality to enhance, improve yourself and then to
surpass yourself. Because you have to upgrade, if you do not, it disturbed you, you will have
a variety of interferences. This interference will sometimes go directly, let you come to a halt
so this upgrade is necessary. After we have the thought, we hope to create a culture derivatives
or other thing that is of great value. We hope that this valuable thing can spread, and we hope
that something valuable is able to reverse other worthless things. So at this point we want to
face the contemporary existence. To face it, means that you can just turn a blind eye or what
kind of attitude is good, or that you have the kind of strategy. But in fact in the heart, including
the Buddha, he improved his practice so be it, but his mind was still in this world, so I say
what we are facing now is that, in this world, you have to face it. When you are upgrading, you
should also think whether you have a validity of narration that can go into this world. Among
the general public and that is, of course, has to take time among the public. It is the same like
Sakyamuni and Confucius, both of them have taken quite a long time, there are also some disciples,
who spread it by themselves and to make sure this can be accepted by the public. You know what
I mean?

Tong: I can understand. But the art and Sakyamuni is not the same , the arts must be much
earlier than this era , the early 50 years, or even all the things of this era and what we are
now currently doing is exactly the opposite. Or it may be many years earlier and just the opposite
So in this matter art will not synchronize and may be valid, but the significance of this invalid
is more effective than those might be effective. I think this point is where the cultural
self-confidence on. 1 just called it invalid, but the strength of this invalid it contains may
just want to conquer all the more effective things we are doing now. This is what they call the
kind of strategy. In fact, this invalid is a kind of ...... this is the synthesis that you have
mentioned. In fact, the kind of state that you finally want to get to is just as the realm of
Sakyamuni, but it cannot be so popular to be talked to everyone, art doesn’ t have the effective
thing that can be talked with everyone. What we have said just now is a very important point
this so—called “Tao” , in fact, it is from the most concrete , something out of our daily life
so that it still has its ......

Gao: Reality

Tong: Right, the realistic character. Of course, it is an entirely different level, but it
still has the standing point. As it is now, it is very important to know whether or not we have
this standing point, or it is floating above, it just directly surpass that process without going
through. The surpassing may be false. It is still that mountain, or that it is not the mountain,
but after all it hasn’ t reached the third floor. Now I think the current situation is this. So
I feel that to do the real art is different from doing other things, maybe the whole life will
be lonely, and it is unlikely you will have someone to communicate with. Like what I said today
I dare to say these today which I seldom say in normal times. Now many people have their creations,
and they have a lot of a lot of information just like doing the same task. In fact, painting this
kind of thing, the amount of information we currently have is too much, which makes it difficult

for you to enter the kind of the subjectivity, will be stripped. Apart from the subjection comes



the true freedom. Something, like what we have nowise strange. However, when subjection subsides,
a lot of things just show out. You feel that you are filled with all these subjection which can’t
be released. You step back and wait with patience to embrace with it

Gao: How do you face the challenge when you paint, such as tradition, formation, religion
and character?

Tong: Yes, I do not pursue, and neither do I exclude. It is the exact shape, it's like “Prince
Huei’ s Cook was Cutting up a Bullock” , his knife is still very accurate. But it pays more attention
to other things other than the shape itself, it pays attention to the relationship between form
and shape. This kind of relationship goes hand in hand, “sensation can stop but spirit can’
t.” Some people compare me with Liu Xiaodong, I think he is absolutely not the same as me. That
he still belongs to realism, he also paid attention to strokes, including painted vividly, the
vivid people themselves and the social criticism. In fact, I was not concerned about people s
own vivid character, but the angry it brings to the whole picture. My analogy is China’ s landscape
painting. I have some time trying the spot drawing of 4m x 3m outside, and try to be in the state
that there is no way people can control the painting, and the painting is a mess, but it is an
experience. That person has no way to control the size of the painting, in this case, I try to
draw one every day just to let yourself totally in this picture. I was drawing continuously for
eleven days, one day a 4m x 3m painting. When a person is exhausted, he will forget all the
techniques, tricks. This is an important experience for me. I have a piece of article that describes
the state of “Prince Huei’ s Cook was Cutting up a Bullock” and the relationship between painting
an d me.

(The middle part is omitted)

Gao: I also think what you have said is close to Liu Xiaodong, and part of that starting point
is understandable. In fact you can see that your self-portrait is drawing yourself, in image
basically it is a person, even though every painting gas changes in state, but it still has the
profound inside. In all your portraits, you respect all those images. And in fact you want to
draw the personality of every person. If you draw out the personality of every person, their
appearances, facial expressions, identities, postures of sitting are different. Even he faces
you directly, but the leaning angle is different and the length, width and all other factors are
different and you respect all these. Maybe just because you respect all these and people think
you are similar to Liu Xiaodong. Because all the vivid things people talked about are from those
features. But if we are from a different angle, while watching your portrait, I am thinking what
will be like if you want to portrait the common points of people. That is to say, all the things
you draw now are the personality of people, and everyone’ s character is very strong. What will
be like if you draw the painting from a different angle of the character? That is to say when
you are facing with the person, you have already had thorough understanding of it. Whether we
should try our best to draw something, which has exceeded the vivid and related to the whole unity,
is a question

Tong:Mr. Gao, my understanding to this question is that all these connections are visible and
concrete that can be felt and seen. Touching is way to get through. I am unable to get this level.
But the core, which is visible and touchable, is a common point. Because it needs practice, I
may need a life-time to get it. Or I may be lucky to see a light at the age of 80s or 90s. But

on the other hand, I may be in vain besides long years of efforts, because I choose one that



stretches out on the picture with strong purpose, and this might be similar to Liu Xiaodong and
the so—called academic art.

Gao: Because you are still painting the portrait. I think it is certain that this will be
different from those. Some people want to categorize you as Liu Xiaodong, and they can point out
some common features. Just because of the vivid and reality, and something in the way of drawing.
You still have many things different from Liu Xiaodong, for example, the most important thing
in portrait is, including in the portraits of Go Keisha, he will be very relaxed. But the spirit
and the kind that he had mentioned is a finishing touch. When I first see your works I was thinking
that if you neglect that thing, that so—called finishing touch, this vivid feeling which normally
is understood as realistic. In fact the transition of Paul Cézanne, to put it simple, is that
he eradicated the vivid feelings of the fruits and just painted the volume of them, the so—called
concrete and intangible thing of the structure. He just gets rid of the superficial expression.

In fact I think in portrait, if you do it in the opposite way that is to get rid of some of
the vivid and similar character which is usually deemed as “like” 1in portrait, you will finally
perform the similar part of the portrait from the angle of “unlike” . This might be a little
difficult and some people can’ t manage to do it. This is just one of my thought, which is relating
to the “seemingly wrong truth” in Yipai. But the “seemingly wrong truth is not “the unlikely
similarity”. Because the “similarity” isstill from the dual angle of reproduction and contrast,
but the “truth” is something beyond the word and the image, it is something unique which can
grasp the unity. So it is difficult to imagine what it is on earth. For example, why do I say
unity, unity is not something dull and dry, but something , for example, there are several sizes
of people, but when it come to one person, I won’ t emphasize the individual and extreme character,
because everyone is totally different. 100 million people will have 100 million styles, and you
can draw 100 million totally different things. But you won’ t find even one connection in 100
million things. It is just like what we have said just now that this world is ina state of “variety”
and “running away”

Besides, people are good or evil in nature. Xunzi preferred the evil theory while Confucious
believed in goodness. According to Adler, people are born with selfishness and the desire of
occupation. In fact, goodness and evil can 't be endowed at the first sigh. Either individual
or an organization needs a sense of belonging. And here comes the rub, when you face someone,
you label them by their ages or social states.What a man at that age should be. But if you see
what he sees or feel what he feels, you are using your “passing through” or your “wisdom” . You
catalog him under the list of evil or goodness without purpose.We already have our “passing
through” which should be used to reflect something different and concrete. That’ s what is opposite
to vivid. My point is to stress your academic icon and portrait which is opposite to the former
one.

Tong: Mr. Gao, as for the question just now I have this understanding. When we are facing
with it we have no judges, that is to say, the judges of it is constantly growing. In facing the
red slash in his face and the light in his eyes, I have already has them in front of my eyes when
I am painting. They are only the light points of all kinds of light spots, colors high and low.
In this time, the model I am painting is not a real identity, let alone a member of the society
I try to make it as simple as possible, the “knife” 1T used will accurately cut the beam of the
bones. And the thing itself is not important anymore. In fact what I want to construct is him,

the ground he is in and the entirety he has made. The entity also includes the author himself



In fact what we have to do is to construct this field that has both the time and the length. In
fact my state is to let myself out, and surely this is difficult to do, especially when finalizing
the detailed size and color. So are there possibilities that this detailed and empty ground, as
we has described in Yipai, has the relations. That ground has to be a real, free and isolated
ground. What is the state of the people watching the picture? Just like painting the mountain
and the river, the relation of people with him is very free and you can perceive it in any direction.
The character of him as a person is only a path for you to enter, it is only a path but not a
result. It is something that we might provide in the process and of course it is a path. So I
think the sooner we have this perception, for example what this thing is, the sooner the path
will vanish. And the direction that we may finally reach, which is invisible and untouchable might
be vanished. I also think I am not mature enough, because after so many years of education, there
must be a great prohibition force in it. The important thing is that I should continuously abandon
the so—called understanding of the object. All these so-called ability will hinder me, hinder
me to feel the very important resistance force in that thing. And the important thing is to break
it, including the conception that we have previously. It must be the spot, the things transferred
from the spot, and to construct the synthesis

Gao: In fact, as you just said, the academic. The academic stresses on this perception. But
this thing stretch out in the level of consciousness. Because Yipai is not a form, nor is it confined
to the context of perception, it might be the problem of your stock of knowledge issues, while
there may be an idea, or what other things. I think it is a symbiotic thing. In fact, in this
comprehensive symbiotic nature of things, which specific context this was, and in the end which
aspect are you focused on. In fact when you sit there, faced with an object, there will be one
kind of particularity. This specificity is not entirely objects. For example, you four individuals,

(looking at pictures ) , when we see the four portraits , we can feel , you four who are faced
with these portraits all have a different perception of time. But, in fact, the way and large
aspect feeling of you is similar to its four portraits. This similarity does not mean that these
people are alike, but that they have a similar perspective. I mean, not every painting has to
be different from each other, and I think that if you currently use this language to approach
a certain distance. Because you already

have a lot of foundations, a lot of mature ideas , mature cutting point and the thing you
want to grasp. But now I think the feeling of watching your painting has changed only a little
because precisely in each painting you must have personality changes. Although I feel that you
are going to change that thing, but I could feel that it may be just in the process, you need
to go to extreme in thinking and methodology. Only be more extreme can you be able to jump out
of it , for example, Liu Xiaodong and this academicism. Otherwise, if the basic, the appearance
of the technique of you may still be similar with him, it is still likely to be classified into
this one. For example, the reason why I ask you, is because of the problem of adding the finish
touch, the problem of similar shape and this ......

Tong: Mr. Gao do you think it is possible that I may not stretch out in the formation, Just
like the question we have raised above, whether this mountain is mountain or not. Or is it possible
that even if I can’ t stretch out in the formation, I can reach the unity that we talked before.
When I am stretching out, I am actually making everything more natural. If I actively stretch
it out, I myself as an identity is playing me own effect. I think the best state is to let myself

constantly eradicating, to let out my own subjectivity. That is to say, the thing will stay the



same as when I first fetch it, and I just will make it more and more connecting, to construct
the ground of it bigger and bigger.

Gao: In fact it is not you who come out, but the “freedom” . Once you are free, that objectivity
and the portrait itself became free. It is not easy to be free.

Tong: It is the experience that I had and now I want to set aside some points. The habitability
that I mentioned, the so—called habitual judge on the things, and this will stop you from
approaching that thing.

Gao: Yes, we should jump out of this habitual judge: One habitual judge is of the style of
Mr. Jin Shangyi, totally reflecting the truth, or the style of Yang Feiyun; another style is of
Liu Xiaodong; the third one is the graceful style. This thing has no relations with the method,
but it is something of the techniques, and it is also the general trend in contemporary portrait.
Which type will people categorize your portrait? Surely you don’ t want people to classify you
into which type, and I think your painting is really unique and very good. You can display the
character of everyone. From the perspective of portrait, you’ ve done a really good job. But the
problem is that if we are starting from the complete surpassing way of contemporary portrait,
that is to say these things are all created by yourself alone, and new brand new way of perspective
created by yourself alone. From this perspective, your portraits are not unique enough, and that’
s why people night easily generalizes you with other painters.

Tong: But this vitality is totally different. One is the vitality of this model, and the other
is the vitality of realism. And the vitality I refer to is the vitality in the process of production.

Gao: That is syntheses.

Tong: It is the mutual and interactive vitality. I say this is vivid doesn’ t mean that this
model is vivid, but the vivid character that you have with him in the process. This is totally
different. But the style I currently show might be similar to Mr. Liu, but I don” t want to change
this situation first.

Gao: The most important is that I think the things you’ ve seen before have changed you, and
people like to categorize you because every portrait of you has strong and unique characters.
This is the simplest way to illustrate it. But actually you don’ t mean it, you just want this
person to be the person, even though you have your own method, but every portrait is too
individualized. Everyone in this world is different. But if we really portrait everyone
differently, others might feel there are something left in our portrait.

Tong: Yes, our synthesis.

Gao: We lose the synthesis without freedom. So it will be too objective. Even though technique
of drawing is freestyle, you respect people’ s appearances like eyes, hairs too much, so your
paintings are too unique. This kind of uniqueness in the contrary has affected things of your
own at last.

Tong: The world behind him.

Gao: Freedom and unity. But how to express this thing is really a big problem. In fact, when
it comes to perform its characters, the academic art has its own solution. It will use different
ways to perform the characters and appearances of every individual. But that is just the thing
that the surpassed vitality can’ t show. And this is the most difficult thing.

Tong: Yes I know, but the more variety, the more unity.

Gao: In fact this is the most difficult.



The Tao, which was been in the fancy forever, is sublime from the specific activities. All of
the transcendent spirits of everyone are cruising in society. They have their own time and field,
use themselves and become to themselves. And the Tao has been manifested by them, especially the
specific images that we could see, hear or touch. Its vitality shows the unlimited in the limit

In the various transcendence, it will cost you a whole life to fulfill it.



