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Poetics of Painting & Human’s Subjectivity--Personal reading of Tong Yan Ru Nan's works

Wang Lin

Though once the works are put into the exhibiting room, they will belong to every
viewer, as for every viewer, reading is still a personal matter. | like to read the works in
personal experience, even though this kind of reading seems not to be professional enough
sometimes.

We live in a collectivism society, in which, from ancient times to the present, the
magnificence of collectivism is shown as parades of clay warriors and horses in the First
Emperor's Tomb and processions in front of Tian’anmen Rostrum, as well as the bodies and
looks of Chinese folks with characteristics but without characters. I've read Tong Yan Ru
nan’s works The Fourth Legion. That is a very grand picture: the intensive crowd becomes a
whole, only the texture of the brush strokes can be identified, and the team scattering in the
foreground is just the disposition of the density relation, with an ancient town as its
background. Deep bluish grey tone and abundant black-and-white composition bring forth
the history experience, which makes people deeply shocked. | have no idea about how the
artists think about China's revolutionary history, and if they intend to communicate the
formal sense with the historical sense. But | by myself really experiencing a kind of very
complicated mood on the picture full of heroic poetry, just like an emigrant straightly facing
the ruins of the historical site in his motherland.

Tong Yan Ru Nan’s paintings can be regarded as a kind of painting of poetics or painterly
poetics. He has very good grounding in basic skills of painting, the brush strokes looked like
being daubed at will and saturated but heavy color is often vividly, directly, and
synchronously demonstrate the glamour of the image and emotion, as well as that of the
form and skill. His works are full of writing characters of poetics, musical sense and the
composition of thinking. He is different from a lot of the painters today who always want to
narrate everything thoroughly with the simple and patent forms. The most important value
of poem is implicitness. Tong Yan Ru Nan would like to live in the implicitness and depth of
painting poetics. In the series of Body Poetics, we will not sense the fleshly showing-off, nor

the sexual lure, body becomes a carrier of movement forms here through which the painter



intends to express the puzzlement of the spirit in movement forms. This kind of puzzlement
does not belong to the those individuals themselves, just as we have seen in those
mass-presenting pictures, the individuals lack specific symbols and become the metaphor of
collectivism. The only should be questioned here is that as the subject of expression, what
on earth the painter want to imply. In China, body poetics is the mighty nationalized
narration. One can understand what a society of mights and authorities he or she lives in just
through the fruitful management toward individual’s body during the period of the plague of
SARS. If you experience a kind of sentimental and resigned feeling from Tong Yan Rnan’s
works, that is because your impression always faces injuring, and you sentimental feeling
can do nothing and is difficult to be poured out.

The mood shrouds Tong Yan Ru nan’s huge painting Comrades in Manjuelong more
obviously. These busts are all drawn out of the monochromatic background, in a harmonious
integration with slightly change, in which the function of the grey makes the color neutral.
This is an essential requested form for a painting series. The figures with various looks
become flexible for the liberal disposal, and become free for writing. The painter's
inadvertent assurance to the subject's characteristic is very accurate. Sketching for comrades
of a whole village does not merely have the significance of sociological investigation, but an
intention of challenging the difficulty degree of the portrait painting. Those figures are
arranged together, becoming the square matrix of Chinese folks. When they are all gazing at
you, you will be feel a kind of unusual visual provocation and the psychological tense, in the
state of appreciating too plenty for the eye to take it all in. | think this is exactly an
on-the-spot effect that the painter expects to give us.

These figures have various kinds of expressions, but scarcely any smiles. The Chinese
countryside is often described as the hopeful field, however hope is remote and dim for
those individual, concrete, and animated Chinese peasants. It is their images in group, the
individual characteristic of the look is merely the superficial difference, in fact they live in a
kind of common culture state and realistic experience which are difficult to get rid of, and
they have never really become hosts of their own. Here what merits attention is that, a
group of self-portraits with grief looks and anxious sights are included in this painting. The

painter incorporates his own subjective behavior in the state of mind of other people, using



the co-growth of spirit to call the objectives' subjectivity. This is undoubtedly a kind of dream
with poetics longing, feeling both grieved and indignant at the suffering of the teeming
masses or delivering all living creatures from torment. But frequently, the cruel reality and
the poetic goodliness are separated with a gleaming screen after all.

| have no intention requiring the painters to be the sociologists. There are many
different realization levels and ways from social reality to artistic reality, where a more
important thing is with what kind of personal language an artist seeks the balance between
society and art, and demonstrates the specific and unique subjectivity. Tong Yan Ru Nan
studies diligently in the field of painting of poetics or painterly poetics. It’s in itself an
introspection and revealment to the social reality of collectivism, still more he is an oil

painter with excellent skills. | am expectant to his paintings.
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