HERREHAE
i i

FANF VR A 2 R S B RS AR AR B iR IR 2
Kok, M —MNEER TIZARE . XX RIWE AR WERWE
2 — P LR WG - ZE MRS (1 AR A2 — R ILE . At 22 m 7 A0
Jer i, HERAE TS 5%, WS ERMARBALK —FEi R, X
SRR EE A A S E L R AR I R AR AR AR R R 2 A
Al B8 OO AN Z IR ol S S BROUE A —FE BN o 38 TR AE DS AR T XA
JE ST AT — Rl TR e U 3, AR BE TR R /DNl 1 5 LA RS 2347 0 B
XTI, B EEJA— R Boua AR . (Fi G EE —50, 46
SRR A RSN, HR B S AR SR . (HR TR — A% W
B B EA AL MR, 102 2R AR AN GARFAEIE F) i S AR TE
ERER—Mas R i, BRELE WA A GRS M E, KR AT AR —
Tk . AR, F TR L SE DA FAR AR B AR R B id P 5 1 %
NPERIZIHT o BT ABRATTE BN N H AR AR A PEEE B, B i i (k2.
AR L P R AR R Y o T b, LS P O B A P K. R
AN, 2016 I AR T I ME TR AR S [ SR TE N AN RN MR I 5 AR
HARMIES . — 5 EF S AR Z4b 30 728 Bl S5 AN S B —
THiai X mR A, SR HBEERTE ¥, WEEH M, R oae i<
& T WhELSE S A ARG A T {E R B T R ) R A 5 [
HImR B RR > 7 B NS AR SR 2 1 i o 1 B S E AR Rz
JE A AR T NIRRT AR R, o AT {5 P A5 R0 SR AL 5
— N AT e i JE it B JEE VA R R EATAT: 1 B L RAFAIE, JF48 2% B BN AT . A S,
TR R AR AR R e A A BRI R RRATSR . A7 I S0 AR W
B, MAHENREER XARARETSEIIANBOCERZ BN X —
Fir TR “OREI, WEEIR” MRR. BEELFE AN AN LK R 2
XA, e ORI — Aok R TE 405 MET g 10 1 BT S RO TIRRE, WL P
A B HBER B AN S AR R 2 . HAGME RN — N AR



FEULEHE Y] Bl B TE A IRAPE W AR, skbr b, flekiih2 /e 5 A0
TEANE 10 2% T R AR N o T R, S TR [ P AR AT AT — A5 2 8] AR I 1] 1
FEIR AN R PR 8 2, WL R DU B9 I BUBURE X R TS ULIA )32 3,
HIAE LR LR B . G ANRAE (I ST o B v B 7 MRS AR I A AL
b B, — EAE BT R R A A AR IS B . BURE XS R AR I AR
Feo W ZXAE AT XS B A [R]IF 5 SR o SRt DA A4 1) B 3 S MR A A
A REARN I 2K A RN SLI A — W o B8 B B LI RE R — R Bdoxf 1 45 e 3= 44
HIRREAS NIRRT R SR RRIL, £55E 7 LRI 33 30 BLsE 32 i
FKIREPRA Rt Eam e e R e R M o, BIRA—Fhalieze 0l Foc B 4hith
RRIHBG NG 07 X071, ML B E Ny — M HE 2%, H
FRORT o B 2 S SR HR DL sk, B METL R U5 A IR WO R o TR T R
RER . HZIGF, RN AE, MM N2 B1EEAZ .
VR ) F AR AN e TAIEIL S, AR TR Sk, RS — R
AR AFAE I BNIR XM BN RIR A SR GO FA BT — P BN 42 11 5 R
BLE— R R k0. DA, 35 METC R AN AT A2 — b S B AR TR AR
RS N AWNIDY R SEE S

GRS AW, LR AL TR DAY RAES RS
B PE R Ao PRI A A 5K ¥ (0 R A 2B Al A e A — o i), L A K i T AL
PRI AR AR — 0 ) o A R A Tt A — o A T L A% A o B R TR A
IR PSS B RN, HE T L R AR A Ok, s Gk
i IF k. MBRYIX LS H RN — PR R BOZEUE R AR B 1
B BOVERR VTR IR WS, (o2 38 e m AR m iR AN s . ARIE A
T FL B T AH 2 18] B SR IRTBE — PO A5 AR R BB EORZ5 RS, Br MASFE — A4
H AR R A SRR AE 25 BRI RIS, TR BV SIEX R LEAFE . O
B PR AR AR TSR  ARBLH R By DAFRAT T n] DRI 28 F AR B AR 5 2 (1A
HHORFLATHIRAN - BRI A A5 0 R PP S, R 1 2 1 5 2
PR g B e e AR B 1 S AP S R0 B R A o At ) F AR — A E A O
K.



Portraits Made By Tong Yanrunan

Gu Zhenging

Tong Yanrunan and | come into several times of contact in many expositions and
on-site portraying activities. My experiences about on-site activities tell me that he is
an artist living in the present. His view of the object is not objective, but subjective.
His course of portraying work is a witness of that. His way of painting and display is
definitely a result of the baptism of the times through the analysis of philosophy,
semiotics and conceptual art. Of course, Tong has experienced and paid attention to
those contemporary contexts of knowledge evolution. Based on the accumulation of
these knowledge and experience, his portrait viewing is different from the previous
viewing of classical portrait. Tong Yanrunan exhibits his works in Wuhan Museum of
Art in a novel way. Small portraits with uniform specifications are displayed in rows
and lines on the wall, which looks a little bit like a periodic table of the elements. The
image format of the works is also consistent. They are all portraits of parts above the
chest of people. They are all painted from life. What the uniform format allows
viewers to witness are not something from traditional classical portraits, but the
result of the artist’s instant capture and quick grasp of the characteristics of different
characters and objects. Thus, Tong proves his present nature, which is a
transcendence of his predecessors. This transcendence actually enables Tong
Yanrunan to transit the portrait itself from object analysis to human nature analysis.
Therefore, we can see that every portrait has a distinct personality, and the painting
factors of the whole portrait, such as strokes, colors and shapes are also vivid. On the
screen, some brush strokes even retain a sense of speed. Let me give you an example.
In 2016, | planned an activity for Tong Yanrunan to draw different figures in turn in
Mongolia National Art Museum. A beautiful businesswoman from Mongolia also
came to be a volunteer model for his 30-minute live portraying. At first she was in
high spirits. However, she had left angrily before the painting was finished. As she
walked along, she left one word behind, “Draw me so ugly”. The senior Mongolian

intellectuals, however, who were painted by Tong Yanrunan adhered to the end as



volunteer models. At last, every volunteer appreciated, understood and recognized
his paintings very carefully after they are painted and they became the first person to
exercise the judgment power as the viewer. They feel that Tong Yanrunan’s paintings
grasp their own characteristics, so they conducted mutual recognition. Indeed, Tong
Yanrunan has a wonderful catching of the relationship between subject and object in
his paintings. Sometimes, the painter is considered as the subject or the viewer, and
his model is the object. Sometimes, the relationship is interactive in the on-site
portraying scene. This is a relationship of “face to face” and “when you see me, | see
you too”. Tong Yanrunan believes that human interaction is bidirectional, and it is
also a relationship between subject and object. As the paintings made by Tong
Yanrunan show, the portrait models look at the viewers with a clear, or empty, or
illusory eyes. In fact, he or she is watching the painter, Tong Yanrunan, in the on-site
portraying. Therefore, there is a temporality in his portrait works. This temporal
picture expression enables the viewer to see and feel the facial muscles movements
of models, but it is difficult to identify the realistic details of their skin, appearances
and expressions. During the portraying course, Tong Yanrunan has been trying to
catch the mobile sense of model’s life existence in the short tens of minutes. Models
are living objects. The painter looks at the model when he conducts portraying. At
the same time, the object acts as the subject, looking at the painter and every viewer
who may take the role and position of the painter. Regarding portraiture, Tong
Yanrunan has an extremely individual expression for the object. He denies a God-like
omnipotent role that classical and realistic painters were keen to play, but expresses
portraits in a purely objective and non-trivial way, so as to return portraits to a
feeling of daily experience and perception in modern society. Realist painters
emphasize that seeing is true, while Tong Yanrunan emphasizes that seeing is false.
Everything in the world is an illusion. The phenomenal realm of all things shows that
space changes constantly and time fleets. Aren’t they portraits of people? Portrait
paintings made by Tong Yanrunan are not confined to physical reality, or to
traditional dogma, but are brimming with a sense of life existence. The mobile sense

is immersed in the artist’s understanding of the essence of things and his conscience



in the expression of painting language. Therefore, portraits made by Tong Yanrunan
are a kind of spiritual portrait of modern people with perceptive feedback and
semiotic significance.

With regard to portraying from life, Tong Yanrunan is keen to capture the
spiritual characteristics that are available for him. | found that colors and strokes of
each painting are unique, and even the composition of each face is unique. Of course,
he has also captured some precise characteristics of people’s faces. These captures
actually stem from his individual cognition. Tong Yanrunan paints by himself, which
inevitably highlights and publicizes his personality. These portraits made by him
should be considered as one spiritual portrait, and it should be non-intuitionistic one.
Intuitionism holds that seeing is believing, but Tong Yanrunan wants to draw that
seeing is not believing. He views the relationship between human faces in a way of
symbol recognition. Therefore, he doesn’t conduct the external characteristics of
portrait objects with detail expressions any more, but tries to catch and reflect the
object’s psychological characteristics and attributes very accurately. So we can also
easily recognize our acquaintances from these portraits. For example, this is a
portrait of the critic Lu Hong and that is Leng Jun. Since Tong Yanrunan catches the
real psychological attributes of the vivid characters, portraits made by him are

considered as one psychological portrait of all living beings.






