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LI JIN
The Artist

LiJin (b. 1958 in Tianjin, China) is best known for his lush and colorful
depictions of sensory pleasures in contemporary China. But his art has always
had a spiritual undertone, perhaps even a spiritual purpose. In 1984, inspired
by the examples of van Gogh and Gauguin, he went to Tibet in search for

an authentic life and primal connection to nature. There he began to reflect
on the limits of corporeal existence. Drawn to the religiosity and the sense

of time and history in Tibetan culture, he would sojourn twice again in the
region, but would gradually come to recognize its essential alienness.

Upon leaving Tibet in 1993, he set out to embrace the shifting realities of
contemporary China under liberalization. Influenced by his encounter with
the New Literati painter Zhu Xinjian in Nanjing, and inspired by his new life
in the Beijing hutongs, he developed an aesthetics of xianhuo, or "aliveness."
His paintings came to represent food, sex, and other aspects of quotidian

life with honesty and enthusiasm, and in a manner strongly evoking first-
hand experience. As he gained in reputation and exposure, his paintings also
changed, becoming increasingly boisterous and incorporating experiences of
his travels abroad.

The major 2015 retrospective exhibition Sensory of the Mass: 30 Years of Li

Jin concluded a phase of his career. Li Jin has now turned his focus towards
painting in monochrome, translating his well-honed sensitivity towards color
washes into a masterful control of tonality—what is traditionally called the
"five colors of ink." He paints in a looser, more gestural and expressive daxieyi
style, exploiting the accidental effects of the medium. As if again retreating
from the mundane world as he did decades ago in Tibet, Li Jin now seeks to
return to a state of freedom and unencumbered creativity.

LiJin graduated in 1983 from the Chinese Painting Department of the Tianjin
Academy of Fine Arts, from which he retired as Associate Professor in 2018.
He was awarded Annual Ink Artist at the 2012 Award of Art China. In 2014,

he was selected Artist of the Year by the authoritative publication L'OFFICIEL
Art. LiJin has mounted solo exhibitions in China and in Australia, Germany,
and the United States, among other countries. His works are in the collections
of major institutions such as the National Art Museum of China; Museum of
Fine Arts, Boston; Seattle Art Museum; Hong Kong Museum of Art; and the
Metropolitan Museum of Art..
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ALAN YEUNG
The Curator

Alan Yeung (b. 1982, Hong Kong) is an independent art historian and

curator. At Ink Studio he has co-curated with Dr. Britta Erickson solo
exhibitions of Tai Xiangzhou, Wei Ligang, and Yang Jiechang, and curated the
multidisciplinary group exhibition Luminous Shadows, which was organized
as a series of shrine-like enclosures and explored spirituality in the sensory
engagement with the material world. He worked closely with Li Jin on his
2016 solo exhibition Being.

Alan received his M.A. in art history from Harvard University. His ongoing
doctoral dissertation is on the Qing-dynasty ink artist Bada Shanren, on
whom he has presented at Harvard, University of California, Berkeley, and
the Los Angeles County Museum of Art. Recently he has been involved in
research on Chinese finger painting at the Freer-Sackler Galleries. He also has
a background in ethnographic filmmaking and has produced numerous video
documentaries for Ink Studio.

Alan thanks Micki McCoy, Britta Erickson, Craig Yee, Zhai Yuefei, Song Yongping, Liu Zhuoquan, Liang Lisha, Dai
Guangyu, Chang Gong, and Zhao Dechang for their inspiration and help.
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INTRODUCTION
Alan Yeung

A comprehensive survey of Li Jin’s early works, Flesh and Bone uncovers the
full story of his artistic formation, particularly the profound impact of his
self-exiles in Tibet. The title refers to Li Jin’s preoccupation with the human
body as subject and medium, as the ground of experience and art-making. It
is also a metaphor for the interplay of brushwork and inkwork, control and
spontaneity, and essence and appearance—mutual dependencies seminal to
the ink tradition. The exhibition itself is organized into “bone” and “flesh™
first, a chronology of form and style, and second, an exploration of thematic
variations.

Best known for his lush and colorful depictions of sensory pleasures in
contemporary China, Li Jin (b. 1958, Tianjin) began his career by turning
away from the mundane world. As a student attracted to the Buddhist grotto
shrines of Dunhuang, he spent months producing painstakingly faithful and
deeply felt copies of its famous murals. In pursuit of individual freedom and
a primal connection to nature, he volunteered to serve as art instructor at
Tibet University in 1984-5, and sojourned in Lhasa again in 1990 and 1992-

3. Li Jin’s encounter with Tibet’s culture and environment—including a
gradual recognition of its essential alienness from himself—transformed his
thinking about selfhood and corporeal existence as manifested in his pictorial
language and approach to figuration. This experience lies at the heart of both
his pleasure scenes and his Zizai series of freehand monochrome ink paintings,
which made their debut at INK studio in 2016.

Flesh and Bone chronicles Li Jin’s artistic development during the 1980’s and
90’s. His student-era portraits, even when sketched from life with graphite
pencil, defy socialist realist dictates with a sensitivity to the nuances of the
Chinese brush. The 1984 Tibet Series conflates animals and humans into
totemic images of an archaic past. Introducing an unprecedented primitivism
and expressionism to ink painting, the series garnered national attention
amidst the fervent avant-gardism of the time, although Li Jin would always

remain skeptical towards theoretical debates and collective movements.
Dating from his second and third Tibet sojourns, pictures of arhats and adepts
in the midst of transfiguration contain a double tension: between embodiment
and transcendence, and between inK’s liquidity and translucency and the
textures and iconographies of Tibetan art. Fine-line drawings in the “iron-wire”
mode at once estrange and animate the body by dissecting and articulating it
into surface ornaments, suppressing a violence beneath quotidian imagery and
inscriptions.

A stint in Nanjing in 1985 renewed Li Jin’s connection to the heritage of
literati aesthetics, introducing into his work a playful redefinition of elegance
and vulgarity, as well as a new erotic sensibility. After settling in Beijing and
Tianjin in 1993, he continued to embrace food, sex, and other quotidian aspects
of life. But the analytical and dispassionate view of the human body that he
developed in Tibet would persist, at times in imagery and theme but more
importantly as a pervasive sense of transience—what the scholar Wang Min’an
has described as the coexistence of sorrow and mirth. In life-size hanging
scrolls that bring us to the verge of his famous banquets, young women seem
spiritually vacant beneath their luxuriantly colored and patterned attire,
already shadowed by death; and sullen, solitary eaters amidst culinary spreads
are trapped in an endless cycle of consuming and being consumed. In Li Jin’s
ambivalent vision of human existence, our only hope for transcendence lies
paradoxically in the acknowledgement that we ultimately remain mere flesh
and bone.

The second part of the exhibition unfolds the interconnection of Li Jin’s most
important themes: solitude, bodily desires and functions, the uncanniness

of the face, and the vagaries of love and sexual intimacy. He exploits the
ambiguity of the ink medium, overcoming and subverting his own foundation
in veristic drawing with amorphous wash, expressionistic brushwork,
recursions and repetitions, and sensuous, evocative colors. His figures suggest
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the subtlest emotions and states of being without settling definitively on any:
they may be monks in meditative concentration or constipated shitters, taking
a nap or drawing a last breath, listening to the wind like classical literati or
passing time in sheer boredom. Often self-portraits with varying degrees of
specificity, they have the vividness and nuance of lived experience even as
they are tinged with the melancholy of recollection and the irony of a self-
conscious fantasy. Thus Li Jin’s art is as much self-disclosure as self-invention,
wherein identity becomes indistinguishable from role. At the moment we
seem to have caught the artist in the flesh, he has already slipped away, leaving
behind an anonymous everyman whose pleasures and pain, aspirations and
foibles are equally, humanly our own.

Lhasa Self-Portrait fuf=E®E%, 1993
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WORDS FROM THE ARTIST
LiJin

Flesh and Bone is a retrospective survey of my early period, beginning with my
student works from the 1970’s and ending with works from the late 1990’s.
This was the period when I gradually developed my own style and formulated
my personal artistic commitments and convictions.

Curator Alan Yeung and I decided to include a number of my student works.
From my first art lesson I understood the importance of self-expression. This
became clear to me as I gathered works and materials for this exhibition. Even
when I was just embarking on the path of becoming an artist, my character,
attitude, and perspective were manifest. They say you can tell someone's
personality already in childhood. Whether in secondary school, at the Tianjin
Crafts and Arts College, or at the Tianjin Academy of Fine Arts, I never made
art in the so-called mainstream mode recommended by my instructors. My
attention to emotion and characterization always exceeded what was required
of me in foundational courses and figure drawing assignments. I was more
interested in my subjects’ personalities, in finding something in them that
moved me, and in establishing personal connections with them—as opposed
to following predetermined curricula or meeting so-called standards set by the
authorities. In this sense, I was a rebel.

Certain people and events leave enduring traces on our lives. During my early
years as an art student, I was influenced strongly by my aunt Zhou Sicong,
who was already a renowned painter. She encouraged me to devote a lot of
time to sketching from life, to confront life directly. Her psychologically
penetrating depictions of figures and faces had a deep effect on me.

The overall ethos of the Tianjin Academy of Fine Art was also an important
influence. TAFA was conservative compared to other art academies. By this
I mean that the Chinese painting instructors emphasized classical aesthetic
notions like gufa yongbi (“bone method in the use of the brush”) and ganshi
nongdan (“dry, wet, dark, and light”). At the time there were still classically-

ARTEENEZRE

Drawing by LiJin at age 18 FisEIFZ£ 18 &
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trained masters around. I am fortunate to have received their teaching, which
laid a solid foundation in traditional brushwork for me. I didn’t realize then
how important this was, but being immersed in that environment honed my
sensitivity to the ink tradition. This sensitivity is the wellspring of much of my
later work.

In 1981, I spent four months in Dunhuang copying its murals as part of a
group drawn from the national art academies. This was a precious experience;
we could copy the murals at close proximity inside the caves. My object was
The Hungry Tigress of the Northern Wei dynasty. The painting expressed a
profound and solemn piety, which has greatly influenced my attitude towards
religion and my thinking about art. On our way to Dunhuang, we passed
through Xi’an, Maijishan, and Labrang Monastery in southern Gansu. My
interest in religion and religious art arose directly from this expedition to
Dunhuang, which also inspired my later decision to go to Tibet.

After graduating from TAFA in 1983, I was retained as an instructor. Some
time afterwards, the Tianjin Municipal Education Commission announced

a call for Tibet-aid cadres from the tertiary institutions. This would prove

a pivotal moment in my life. My department had decided to send another
teacher, but I very much wanted this opportunity for myself. There were two
reasons. First, I was becoming tired of city life and my work at the academy.
Immediately after graduation I was assigned to an administrative position in
the departmental office, which was slightly depressing. Second, I adored van
Gogh and Gauguin for their devotion to art and aspired to their pure way of
life. In the end, I successfully secured the Tibet assignment for myself. My
time in Tibet was a hardening experience. Before that I'd never been outside
of school or been tested in society at large. In Tibet, I had to learn to do
everything on my own, whether in everyday life or in regards to interpersonal
relationships. More importantly, as a twentysomething in the 1980’s, I was
awed by and enamored with the culture, religiosity, and natural environment

of Tibet.

The Tibet Series came out of such a moment. In Tibet I also made some
paintings that crossed into other media; in my experimentations with pictorial
language I exceeded the academic definition of Chinese painting. Some of

my gouache paintings were closer to western paintings; indeed, I had the
impulse to try my hand at western-inspired paintings. At the time I needed
above all to express myself, regardless of type or genre or format, and I chose
whatever means appropriate for my expression. This was considered rather
irresponsible—after all, I was a Chinese painter and an instructor of Chinese
painting. But in Tibet I began to realize that art was not about limiting
yourself to a particular language or applying a certain set of techniques.

I had lived for so many years in Tianjin, a relatively conservative city. TAFA
was also conservative. I yearned for new experiences and new ways of life. I
was looking to break out of my existence. In Tibet, I went sketching in temples
and traveled through nomadic pastures. In this environment I experienced a
new physical and intellectual freedom, relieving myself of certain burdens and
of concerns that had troubled me back home. Consequently, my works from
Tibet were overall more personal and purer. They had a more distilled pictorial
language. The depictions of humans and animals in the Tibet Series were
comparatively complete in scope and mature in style.

After leaving Tibet for central China in 1985, I went to study for several
months at the Nanjing Arts Institute and then returned to TAFA to teach.
Over the next year or two in Tianjin, I had little contact with the outside
world, and tended to shutter myself in my studio to ponder fundamental
questions about painting and about the construction of artistic language.
Those were simple and peaceful times. I painted some gongbi works. Later,
for various reasons, my life became unstable again, and I couldn’t carry on
normally. So I chose to go to Tibet for a second time. Now I realize that Tibet
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was for me a place of refuge from the troubles of life.

I stayed in Lhasa three times. During the latter two times, I had a family and
made a life there. I felt different than I had in 1985. Now I carried with me

a kind of religious piety, wanting to gaze up into the stars yet also returning
to life, to the everyday, to personal experience. I began painting my own
living environment and everyday experiences, a practice that gradually turned
into the Eat Drink Man Woman series. Religious imagery may seem to have
disappeared in my recent works, but my intention was to place “ultimate
meaning” in the background and to foreground everyday life. Many of

my paintings are “meat on top, vegetables at bottom”—and this “bottom”
foundation may well be some fusion of Tibet, Dunhuang, and many other
supernatural powers, or rather experiences that made me forget myself. Yet my
everyday life is still colorful and enjoyable. At some point I decided not to talk
about formal questions anymore, and instead to reconnect with my instincts.

I have a natural feeling and interest for images and color. I am a painter. Why
shouldn’t I paint whatever I like and however I please?

Preparing for this exhibition at INK studio has been a very rewarding
experience. Alan and I go back some time. He had become interested in my
work already in the 2010 exhibition Fresh Ink at the Museum of Fine Arts,
Boston. Moreover, his wife is a scholar of Dunhuang, and they have lived in
Dunhuang and northwest China. He and I have had many parallel experiences.
When I was in Tibet, I was about the same age as he is now. Over the past
year, Alan has conducted many interviews and much research in Tianjin and
Beijing, with admirable scholarly seriousness. The work by Bricks Li and his
exhibition team at INK studio has touched me tremendously; the installation
has been perfect from conception to design to actual construction. I am a
very sentimental person, not one to make a plan or envision the result before
doing something. Often, I simply do it, and after it's done it’s over for me—

I don’t need to think about it anymore. This exhibition has given me a rare

22

opportunity to review my own development and history. Now, looking back,
I see the path that had led me to the present. As people like to say nowadays,
“Forget not your original intention.” This will prove very meaningful to me
for the rest of my career. I must here express my gratitude to Christopher
Reynolds, Craig Yee, Britta Erickson, and my old friend Mee-Seen Loong of
INK studio. Without their support and oversight, Flesh and Bone could not
have been so perfectly realized.

(Translated by Alan Yeung)

LiJin and classmates in Dunhuang, 1981 1981 FZ=2FIESERUE
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Envelope of a letter Li Jin sent from Lhasa to Tianjin in 1985 252 1985 FEM\HIFSERRHIEE
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LiJin's early works and photographs 22982 H388 5 R EfE

Mostly unfinished or student exercises, these early portraits show Li Jin confronting

a problem faced by modern ink painters: how to reconcile western realist figuration
with classical Chinese brushwork. Even when drawing with a graphite pencil, Li Jin
maintains a sensitivity to the nuances of the brush, as seen in the subtle modulations
of speed, tonality, and texture in the assured contour lines of Study of a Girl in Sandals.
This reflects the influence of his aunt and teenage mentor, the eminent ink painter
Zhou Sicong (1939-1996), who encouraged him in the uncommon practice of sketching
from life with a Chinese brush.

In the immediate wake of the Cultural Revolution, with its stereotyped and heroic
idealizations still fresh in memory, Li Jin’s portraits are striking for their individuality
and complex interiority. They acknowledge that which is beyond visual representation.
In Study of a Young Woman, Li Jin is drawn to a face that is masklike in its inaccessibility
and inexpressiveness. In My Good Friend Yongping, he uses shading not to model form
but to suggest a fellow young artist's brooding melancholy.

As we shall see, a tension between figuration and a persistent drive to overcome it
animates Li Jin’s artistic practice as a whole. In him, the search for and refinement of
pictorial language becomes also a sustained negotiation between embodied existence
and spiritual transcendence.

XEBGEMARD R R RERTHANES I NP IEBFRIUSAKEBREIE
EIRAIPLSL: MTLIEF S EREXLSERTEESZENRR . AEERERENSEFR,
FREARSENTEEMVEESIER. LRNARTN. BRESRLNFIMTE. MR
B, TENRESBESS, XEEM (SFRENZZIL) TR0 EL SHEMESIT
F—HIREFELMAE, XERTFEREFRMMIIRE —S2KEERETIE (1939-1996
F) FENERERN . BRESENFERETLEHITAEEL . XAELNRAIEN—HLE)IZ
FE, (BANE T F RN T EEHRIERE .

EXHWREBRERTIA, =" HREGEADHEEZN, FENEGEEERTE
MAOIEFNBLENLRE, A ET2NEBMIERAEENATERE. (DX) PRI
HEBE—RAFBEBRE. (FRKTF) PAYERRRIBRABHIERBIETAR, MENTE
RXFRZARINEBEIRAIREE o

MENTRERIGRNT R, HISRUWAKSELSBHEIHE ZE9KS, 18T HERE
EEZIERNN . FRXVREESHIRRMEE, BEAFIRE—MMERRFESEEELRS
[E1[=ELE R
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O1

Study of a Girl in Sandals
EBEHY: FIRENITZ

1981 | Graphite pencil on paper 6% | 38.5 x 27 cm [U_171]
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02

Study of a Young Woman

EE%S: i

1979 | Graphite pencil on paper #EAEE | 38 x 27 cm [U_175]

O3

Study of an Old Man Making a Net

B4 RaMIEA

1981 | Graphite pencil on paper A& | 38 x 27 cm [LU_174]
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04

Study of Fisherwomen

EE%3): =MNEY

1981 | Graphite pencil on paper AR | 27 x 38 cm [LJ_173]
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O5

Study of Fish and Hooks
ES%: A&

1981 | Graphite pencil on paper AR | 27 x 38.5cm [L]_172]
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06 Countryside Schoolgirl E‘
LR /NFESE -
1977 | Ink and color on paper ZEAKEIZE | 45 x 33 cm [U_180] > ;’"
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07

Figure Study of Two Schoolboys
GBS WA EZER

1981 | Ink and color on paper KAKEIRE | 85x 51.8 cm [LJ_179]
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038

Color Study

ERES

1976 | Gouache on paper ZE47K# | 37.5 x 43.5 cm [LJ_177]

09

My Good Friend Yongping

YR KT

1981 Ink on paper #£4AKEE | 58 x 58 cm | *In a private collection * FA AW
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10

Figure Study of Tibetan Man
RS FEEET

1978 | Ink and color on paper AIKZEIZE | 79.5 X 49.5 cm [LJ_181]
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1979 Chinese edition of Herbert Read's A Concise History of Modern Painting
BE (MRALEBSE ) 1979 FHhR

ANEAERDR

AT
BN RNE

52

In 1981, Li Jin joined a study trip to the Mogao Caves of Dunhuang with students and
teachers selected from national art academies. He was deeply moved by the Northern
Wei-period mural in Cave 254 depicting Prince Mahasattva, a past incarnation of

the Buddha, sacrificing his body to a starving tigress and her cubs by jumping off a
cliff. Because of his facility with painting in color patches without underdrawing,

Li Jin earned the responsibility of copying the mural. He spent two months in situ
painstakingly replicating it in its present physical state, with innumerable erosions
and decayed colors. Responding to Mahasattva’s act of devotion and self-sacrifice with
one of his own, Li Jin reincarnated the mural as a living body, weathered and aged

by history. This experience underlies his later attempts to capture the physical and
sensorial textures of Tibet in gouache. His Gauguin-inspired renderings, with their
reduced palette and simplified modeling, reflect period interests in primitivism.

In 1982, Li Jin copied a portion of Lady Guoguo on a Spring Outing, a Northern Song-
dynasty copy of a painting attributed to Zhang Xuan (713-755). Here he appreciated
first-hand the utmost refinement of Song academic court painting, whose overall
effects result from countless individually imperceptible operations, as in subtle tonal
gradations created by overlapping translucent washes. Known among his teachers and
peers for quick execution and bravura brushwork, Li Jin now became reacquainted
with a sensitive and patient side of himself.

Li Jin’s student copies help us to understand him in the context of the post-Mao era,
which saw a sudden expansion of art-historical horizons. Central Asian Buddhist
murals and European modernisms (albeit mediated by reproductions and translations
of uneven quality) now became available and even mandatory resources to an entire
generation of Chinese painting students, on par with court and literati painting
traditions. Li Jin would draw on all of them in his subsequent transformations of
pictorial language.

1981, ST 2EEREALNHEESEFIE, K264 BRLERER (S3EK) &
R . BB T HICRIEEIYFEE T NEE, KBERIATIENERMNENZE.
RETMIRBEELE, EMRE 78S (£8EK) 19ES. 7w BrRIEE, FE+
MERFHT ‘SRR, HOMESTHEETEERIHREAERIR, LARINETF=ER 28k
MBI . IREDHAMBERLUKEATEARENIEE T TRE. AtEZsERRI—K
TIKIHERT, ERANSRETNEE, RIL T HAIXIRIAE AIXE.

1982 &, FRIRE 7EKE (713-755 F ) BIF (REXRANFEER) FHERER . XittE
SFBRRFIRNEELERINENSE, HEAIRBTEEURTEHILSRETER, INEREN
AR EEIBERR . FRAEREINRFRLMREABINTERS, HANEARTH
SRR ORI—E .

XEIEEIFLR IR EEZET I EALARNABRAT KNEEFFHAAES=T, X
MRS ARETIERIIERE . PIUHHEEFRUIIRENY (REEERXNEHERTENEPE
=R2E) CHEENXASREERSR—H, MM —ZAZENHERR. ZENMERLR
BRRESHTEF, BIEME B RS EIESE.
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The Hungry Tigress
HBER

1982 | Gouache on Korean paper (mounted as hanging scroll)
7K# SAR4E 4 | 161.7 X 113.5cm

11

*In the collection of the Tianjin Academy of Fine Art
* RIRFEARF BRI
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Dunhuang Co
—|2 i *8 py
HEIRE

1982 | Gouache on paper ZEA7K# | 32.5 x 87 cm [LJ_352]
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13

Lady Guoguo on a Spring Outing
MREIX AN EE

1982 | Ink and color on silk 8 | 57 x 82.5 cm [LJ_182]
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14

Prehistoric Creature

SERIEY

1984 | Gouache on paper 44 7K#53 | 106 x 68 cm [LJ_185]
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15

Butter Lamp
ERIEXT

1984 | Gouache on paper 4XZ7K#5 | 76 x 99 cm [LJ_183]
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Tibetan Woman

%8

1993 | Gouache on paper #EA7K#3 | 74 x 9o cm [LJ_184]
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PaikZAiE TIBET SERIES
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Inspired by van Gogh (1853-1890) and Gauguin (1848-1903) to seek an authentic
existence apart from modern civilization, Li Jin volunteered to serve on an official
mission to teach art at Tibet University. He arrived in Lhasa in August 1984, having

left behind the protections and comforts of his hometown for the first time. He

found himself suddenly confronted with unfamiliar customs, political complexities,
and an exciting land-based cosmopolitanism. Journeying through nomadic pastures
sundrenched and close to heaven, he experienced a new sympathy with all forms of life.
The primitivist himself became a “primitive,” growing a full beard and becoming fond
of meat.

The Tibet Series represents an artistic exile consonant with Li Jin’s own cultural
displacement: he had to create a new pictorial language to express his experience of

his own Tibetan “wilderness.” Unlike most other artistic representations of Tibet at

the time, including Li Jin’s own slightly earlier gouache works, the series downplays its
cultural specificity. Here yaks or Tibetan herders are only barely recognizable amidst
totemic images of fish, faces, birds, and nudes that evoke Matisse (1869-1954), Picasso
(1881-1973), Han-dynasty pictorial carvings, and Neolithic pottery. He deconstructs and
reorganizes the elements of ink painting, overlapping ink with earthy ochre, line with
wash, and dry with wet passages in compositions that have little sense of space and
scale. Teetering on the edge of abstraction, the resultant forms erase any distinction
between animal and human. They channel a primal vitality that lies outside culture and
history and subsumes even the artist’s own subjectivity.

After its inclusion in the landmark 1985 Invitationl Exhibition of New Works in

Chinese Painting in Wuhan, the Tibet Series was featured in the June 1986 issue of the
prestigious Jiangsu Pictorial. The issue covered ongoing reactions to Li Xiaoshan’s (b.
1957) “On Contemporary Chinese Painting,” which had appeared about a year prior
in the same periodical. Controversial for its pointed dismissals of established masters,
the essay ended on a note of diffuse hope about “leaders of the revolutionary artistic
movements unfolding silently before our eyes.” The editors of Jiangsu Pictorial may
have intended the Tibet Series as a response to Li Xiaoshan’s critique.

FEZR 7S (1853-1890 4 ) FIisE ( 1848-1903 & ) EMM B IPSRELFHENER
FIFSEAF ZARLEERZUD . 71984 F 8 BN, FIRERZNRERAETFERE]
EmME, EARIE CENEELIEFAINAEIIRRBIEIER, URMRZEATERIRES
TTXM . BT, INAERYE, RETthENLR, S A SRR IRISE AR .
FRA—EBRIBENE, MSECTRTERA. SERM RN .

(FafEE ) RN T FRAEZA ENEHE: OREIS—MITNAEES, RIAMIITEH
R B, SEEASHEMIERERNZAERAR, BARTEREMKNE, %
IR T TRAIRIRS € . B AINERAEBTYXERE T, UBMRNEBEIL SRS
H7 (1869-1954 5 ) | Eefnzk (1881-1973 &) « INBIGRIELFIFA=EAI(CAIMERS . F2AFIA
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FRBZFAKBERTER, BEOSIHERES, FKEERES, WR/LFE=EMAIR
AOMREIE . XEIERINE 7 SXUFRES R, U—fea X nRRESD, ER T AMszE
X5, EEETZARBENERE.

(PR E M 1985 FNEEAEREE MRV ‘“FEEHFRERE" 25, 2209015 ER )
1986 F 6 B L3 2A0PERI FRTIE THRIA=RNAMRE . ZHEREEZ/N (£F 1957 F)
—FRITER T LA (SRPERZ N ) 5HEAMSFERING . Z/NL—3 i U7AE
ZRRMRGEIIRFEZFN, REU BIIRAIEERANERENENIOMSE” BHE
MPELELER .. (TIAER) RRENISETLA (FEREE ) BN 7 2/NUASFE .
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17

Yak Head
sk

1984 | Ink and color on paper &KAIKEIZE | 67.7 x 81.5cm [L_186]
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bd (detail) ik (B7B) , 1984
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18

The Tibet Series IV

ik = (T U

1984 | Ink and color on paper KAIKEIZE | 48 x 43 cm [LJ_052]

19

The Tibet Series VII
faEAEZ

1984 | Ink and color on paper KAIKEIZE | 47 x 45 cm [U_049]
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20

The Tibet Series IX:Yak and Tibetan Woman

FEEAEZ N FBFESEE

1984 | Ink and color on paper #EAVKEIRE | 48 x 43.5 cm [U_044]

21

The Tibet Series |
PO A B —

1984 | Ink and color on paper KAIKEIZE | 49 X 43.5 cm [L_057]
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22

The Tibet Series XII|

AR +=

1984 | Ink and color on paper KAIKEIRE | 47 x 42 cm [LJ_o55]

23

The Tibet Series VI
FasEHE 2 75

1984 | Ink and color on paper KAIKEIRE | 47 x 44 cm [L_053]

86



The Tibet Series VI (detail) FEfEEEZ/S (S0 , 1984
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24

The Tibet Series X:Joyful Dancers

FamAEZ+: WRIES

1984 | Ink and color on paper KAIKEIZE | 48.5 X 44 cm [U_0438]

25

The Tibet Series Ill: Breastfeeding
ARAEZ=: HE

1984 | Ink and color on paper KAIKEIZE | 48 x 43.5 cm [LJ_046]

90



91

26

Tibet Series: Prehistoric Creature

PoiEeHE . SERIEEY)

1983 | Ink and color on paper EAKEIRE | 43 X 47.5 cm [U_190]

27

Tibet Series: Golden Pheasant
PaEAE: 85

1983 | Ink and color on paper £EAKEIRE | 46.3 x43.8 cm [U_191]
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28

Tibet Series: Frog

[iic = [T =5

1983 | Ink and color on paper AKEIRE | 40.5x 46.8 cm [LJ_192]

29

Tibet Series: Fish
faEAE: &

1993 | Ink and color on paper #EAIKZERE | 42.1x 47 cm [UJ_354]
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LiJin in his Lhasa studio ZS27EHFE T{F2

98

In 1985, having completed his teaching assignment, Li Jin left Tibet with the sober knowledge
of himself as an outsider. Although he would return to Tibet twice in the early 1990’s, he
withdrew from a planned 1986 group exhibition featuring works by Han Chinese artists
resident in Lhasa. He spent several months studying at the Nanjing Arts Institute, where

he reconnected with the heritage of literati aesthetics and identified its spontaneous ink-
play as his native pictorial language, closest to his own sensibilities. During this time Li Jin
also befriended Zhu Xinjian (1953-2014), best known for his playfully erotic renditions of
female nudes. The Nanjing experience transformed Li Jin’s art-historical self-consciousness
and precipitated his shift towards quotidian life as subject.

The works in this section were produced in the early 1990’s, during and shortly after Li
Jin’s second and third sojourns in Lhasa. They conflate Li Jin’s impressions of lamas and
depictions of wrathful deities and arhats in Buddhism, particularly those in the lineage of
the monk-painter Guanxiu (832-912). Ageless, magical beings of foreign origin, arhats have
long stimulated Chinese painters’ experimentations with the grotesquery of gnarled skin,
misshapen heads, and overgrown hair.

Executed vertically, Li Jin’s energetic brushwork embraces the quasi-accidents of bleeding
and dripping. It disfigures and obscures in the very process of figuration itself, of painterly
gestures becoming form. They evoke a rich variety of emotional and mental states, from
meditative concentration and tranquility to discomfort and pain. The layering of translucent
ink and color washes over fine lines, as in the triptych of Disciples and Buddha’s Shadow
triptych, suggests both anatomy (muscle over skeleton) and corporeal transformation.

These paintings play out complex negotiations between gestation, embodiment, and
transcendence, and moreover between Li Jin’s self-conception as a Chinese ink painter and
the “Other” of Tibetan art.

Crucially, these negotiations unfold on the level of medium and pictorial language.
Through rubbings and impressions, Li Jin assimilates so-called Mani stones (rocks inscribed
with Buddhist mantras), stone carvings of Buddhist icons, and sutra blocks. In Words of
Awakening, an iconic rubbing stabilizes the figure and rescues it from dissolving into the
surrounding wash. Rubbings and impressions predominate over brushwork in Imprints:
Tibetan Ritual Theater and Imprints: Skeleton, creating a dense web from which the figures
struggle to emerge. Produced after Li Jin’s departure from Tibet, the final works in this
series fully integrate imprints of both a sutra block and his own fingers and hands into life-
sized figures, achieving a kind of interfusion of self and other.

In tandem with Transfigurations, Li Jin engaged with the heritage of Sino-Tibetan Buddhist
art through his gongbi practice, the subject of the following section.

1985 F, FREMHAISEBEIT 7R, REE 1990 FAMNARREIFR, WIHbeXECE
A= EIKERE T EEINAR, R T 1986 FHIKEFEANNESFERREIM “Tusb
WRER" . WEMERRZAZRFINE, BIEAEZCSR, LEHRIREXESEEH, 7
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BIAZARAERNONEEIES . AXRIEE, FRESIUEERIEIRZRIIMERZAIR
i (1963-2014 F ) XEEE . BRNEHEETEENZARELEER, FHEMERMEHH
EERIS S HEE.

(8 ) ZFIOWETF 1990 4D, Z=EEZ . ZXRENFFE, REBEEH—BRE. tb
MEE T ZRXISRIRRIENSRIANH AN RS I EFR RINEZ XA, AR T B RE
KRN (832-912 F ) —RAIIN . BIKHLLKS [AEFEEFNFSHRITHANRER, SF
XY EHH A9 RZ POFNRS 2RI SLBTAYHEL: o

FRAREEFE, LIRERIMER . KESBNHESIUENR, DEidiRzHEEY
FRFIBHAISE . XREAMIBEEBRITE . &, FBo S SIS BRASIEIAS . £ (L
BED 70 (G52 ) =BkEF, KEMNLENSRNES, HHRBRIEANEEXR, NERER
RGBT, XEREELR. B, SHUEZEREE, AT Z2FEATEKEBZR
BEREBES ST AIEARR b ZAERS .

FEERENE, RETPRARNEEES EEEFR. Z2LUAIMSIRITL, #eTH
. BEAAMAER, £ (E) 1, —NIVBERIVREIBIREE, RTFETEERER
ERYR St . JRENFOZEED IR (HREN: B ) 70 (#BED. BiR%) MEm, ELET — &AM,
AN FIEILIFIIME . RIREFSKIEEFR (FBEN) , MISHERININZZECHIFE
FTEMAZEARNAYEF: XA T —M ‘B 1 “bE” IEERS.

O HE IRFIRERT, 2RI T EESE R EEX AR EAER XER T —ETRIE-.

Arhat attributed to Guanxiu B{RETHIZINESR
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Red-Robed Disciple
AR

1992 | Ink and color on paper #EAKEIZE | 136.3 x 68.8 cm [L_196]
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Red-Robed Disciple (detail) £I7<3kBe (BEF) , 1992
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Buddha's Shadow

T
3

4
1992 | Ink and color on paper #EAIKEIZE [ 137 x 69.2 cm [LJ_197]
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Buddha's Shadow (detail) 22 ([B&B) , 1992
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Black-Robed Disciple
EARLPE

1992 | Ink and color on paper #4EAKZEiZE [136.8 X 69 cm [LJ_198]
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Black-Robed Disciple (detail) 27&LpE (/BEB) , 1992
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33 Transfiguration: Arhat
E DA

1993 | Ink on paper #XA7KE8 | 136.9 x 69 cm [LJ_205]
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Arhat: Mirage
BX: 4]

1993 | Ink on paper XAIKEE | 136.4 x 68.5 cm [LJ_206]
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Transfiguration: Yak

mF s

1993 | Ink on paper XA 7KEE [ 135.8 x 68.1cm [LJ_204]
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Imprints
360

{FHENE

1993 | Ink and color on paper 4EAKEIGE 136 x 68 cm [LJ_203]
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38 Imprints: Sky Burial Master
{REDFRFI: XZEH

1993 | Ink and color on paper 4EAKEIRE | 136.8 x 68.5cm [U_207]
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39 Imprints: Skeleton
{REDZRYY: BhB%

1993 | Ink and color on paper #4EAKERE | 136 X 68.5cm [U_208]
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Imprints: Tibetan Ritual Theater
{FREDZRTY: Bt

1993 | Ink and color on paper 4EARKEIZE | 136.5 x 68.7 cm [LJ_353]
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Buddha's Shadow and Sutra (detail) #2252 (B2
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4_] Words of Awakening
g

1994 | Ink and color on paper £EAKEIZE | 140 x 70 cm [LJ_108]




Words of Awakening (detail) #4& (/&3) , 1994
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42 Impressions
EMic

1993 | Ink and color on paper 4EAKEIRE [ 136.8 x 69 cm [ 202]




Impressions (detail) ENZ (E&B) , 1993
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Imprints: Dance

3RED: £%

1993 | Ink on paper &XAIKEE | 174.6 x 92.7¢m [LJ_200]
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(detail) #8EN: £F (/57#B) , 1993

Imprints: Dance
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Imprints: Obeisance

(BED: ¥

1993 | Ink on paper &EAIKEE | 174.6 x 92.7cm [LJ_201]




149 150

Obeisance

22

1995 | Ink and color on paper 4EAKEIGE | 137 x 53.5 cm [LJ_355]
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Flowers

==

1%
1993 | Ink and color on paper 4EAKEIRE | 80.5 X 50.5cm [L_150]

152



J#3iF HALO




155

Here Li Jin assimilates thangka and gongbi through their common foundation in fine-line
underdrawing and shared historical heritage in Sino-Tibetan Buddhist art, which emerged
during the Tibetan rule of Dunhuang (ca. 755-848) and matured during the Ming and Qing
periods. In the Halo series, Li Jin builds subtle chromatic gradations and illumination in
many thin layers of gouache, approximating gongbi technique in a different medium. The
paintings echo thangkas in their palettes of emerald greens, earth-tones, and reds, and their
hieratic compositions with jewel-like borders.

The three works on bedsheets stage dialogues between various artistic traditions. Li Jin
departs from the standard procedures of polychrome gongbi painting on silk, applying liquid
ink and color washes that he allows to pool on and stain the unsized sheets before adding
alternate layers of sizing and pigments. In Monk, the result evokes both ink-play and the
dense accumulations in wall paintings of Tibetan monasteries. In Lhasa River, the process
creates a segmented and layered composition, with a mask and chakras hovering above the
dematerialized body of a deity. Divine Bird, a fantastical adaptation of a wrathful Buddhist
deity, is flanked by Tibetan scripture in a wide rectangular format resembling the pothi
book. Li Jin washed this work in the Lhasa River and rubbed it with river rocks to evoke the
weathering in Tibetan art and architecture.

Effectively, Li Jin’s second confrontation with Tibet forced him to distill the artistic
traditions he knew into their constitutive elements—Iline, wash, color, gesture, texture,
translucency, opacity, imprint, repetition, recursion, diagrammaticity—and recombine them
into a more expansive pictorial language of his own. This became a new foundation of all his
subsequent work.

Three Faces, Dream of Lhasa, and Divine Bird are some of Li Jin’s more legible responses to his
witnessing of a sky burial in 1984. This theme is explored in volume two.

BB EARETFRIEM BSUARTHER (£ 755-848 ) , AEATBRBRIHER . AERERF, 2B
IR SBS S RN HEHER RS ESS R A, MET TENERWAEES., (YR) RIILIE
EERNTERE, BEKRNESHYNeRITNYGE, MEETEMNE5ERS. THNae. Ex
LAEIREGEDE S E- R,

SRR FRENARZAERZERIZY . ZREFARLIRINAIRE DRERE, AEBRARIM
AR ERE. XMS5E ETEBRENOMEFE, £ (1T8) FRE T ERIRMEARIEHAER
HESEHN, £ (FUFTOE) P T 2ESRIAME, BLUIEHRRIIRARMI#E SFHE FA9E
B . 5—1FR (183 ) URHALREREXFNEE, MESEENNKLIEE, SAKE

FRSPE . ZREBEUFTRG TXAHMER, ARSIAEREE, LEEHARZAMER
AIBELLRE o

SEhr b, ZFESTERAIE TR WIF BB PG ZARERAE A RS B —
5% 256 £L5IE. BPS5EE. B B BEE. BH. BRXERxE, FHEE1EN
HEN—MEHNBHFHIN. BETHECHSEIES . XAEEEIFRIHITESR.

(m=m) . (FFRIZS) . (#3) =IR(FRIMENEEERIN T ZAREK 1984 FERFIER,
XETIHRERZ—.

LiJin by the Lhasa River Z527ERIF=TRE
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Halo: Dream of Lhasa

FWRY: RFERIS

1993 | Gouache on canvas #EZK# | 118.5 x 118.5 cm [LJ_232]
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Halo: Dream of Lhasa (detail) Y¢IRE7: $iEa9%E (/B3B) , 1993
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Halo: Three Faces

FHRS: @M=Mm|

1989 | Gouache on canvas #EZK# | 81x 65 cm

48

*In a private collection
* FA WL
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Divine Bird
5

1992 | Gouache on bedsheet FREEZK#S | 75 x 113 cm [LJ_195]
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5 O Monk
4=/t

718

1992 | Gouache on bedsheet FREETK¥S | 196 x 78 cm

*In a private collection
IYNIE
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Monk (detail) 171& (/B58) , 1992
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,I Lhasa River Heart Sutra
RIFEIE

1992 | Gouache on bedsheet FREEZK# | 196 x 77.5 cm [LJ_194]
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Lhasa River Heart Sutra (detail) $zF=a& (BE6) , 1992




Lhasa River Heart'Sutra (detail) fup=a /2= (536) , 1992
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LiJinin Tibet Z=21E705,

In the Man at the Door series, Li Jin estranges and deforms the human body in

fluent and tensile “iron-wire” lines executed with a fine, upright brush with minute
modulations in pressure or speed. As in Transfigurations, he finds inspiration in
depictions of wrathful deities in Buddhist visual culture and Guanxiu’s lineage of arhat
paintings.

Li Jin pursued the “iron wire” drawing practice throughout the 1990, elaborating

and dissecting human figures into organic forms vaguely resembling musculature,
internal organs, and plant life. The subtle violence of this process is made explicit

by the recurrent images of knives and axes and inscriptions of cooking instructions.
Sometimes the body parts are even individually labeled. But the dissection is ultimately
superficial and ornamental, like tattooing skin and patterning fabrics. It is moreover
tempered by the absurdist humor of the figures’ resemblance to a soft-shell Turtle

and an Eel. The only true casualty, the disemboweled sheep in The Butcher With the
Vegetarian Son, may indeed be blessed with a happy rebirth, as its spilled intestines are
identical in form to the auspicious clouds above.

Li Gonglin (1049-1106) endowed baimiao (plain-line) drawing with the literati’s moral
and aesthetic values, but the practice more fundamentally relates to preparatory
sketches and pictorial models for ritual pictures, woodblock prints, ceramics, and other
folk and artisanal traditions. Li Jin’s inscriptions on body parts echo, for example, the
notations on pictorial models from the Library Cave of Dunhuang, and his densely
repetitive forms reflect the influence of what he calls “folk thangkas” in local Tibetan
Buddhist temples. In the latter sense, baimiao is both modest and invested with divine
power, a duality captured in Craftsman, which depicts Li Jin himself in the act of
drawing a creature to life.

FEIRA) B, ZFRUEMTFELE, 532, @B ‘g’ | ST (1
5 ) BIS AR THIRNAIER o

FRME 1990 FARBEARSKERHRY, BAMTROBATNA . RIEFEYIRTEY .
EFESELUNNFIRIERT, LR ERPESEIMAISRIRIRC, SRR T tim
PET RIS . (EXMEALFIETRE, BREARITENKENEMESR, FiftEIRE
RIFFREAIERERR , LIl RE ) FO( i Y)OAY) . RIIPE—RIERGTERE(L
FIZER ) PWEZNF, AMERENBFIES EHIEFRBNL, UFPER T =EBHEINTEE.

ZRBE(1049-1106 VB BEEFAFEAZAMERAVAIL, EEREERENMRE, TDREHIREER .
ANREl. BESMEMRE I ZERNER. F2EADBHEMVIRFES TEINESERE
FENERTAINGS, EENENGRMT TR VEFHEAMBEN “LER" M. WX
RN, BERMEER, DRHEMENNE. XMUERE (EAE) FZARE2
REEfFEEaninESIFE.
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52

Man at the Door: Master Walking

iIJRA: A=

1993 | Ink and color on paper 4EAKEIRE | 45 x 39.5 cm [U_212]

53

Man at the Door: Bell Sounds
iJhA: B

1993 | Ink and color on paper 4EAKEIRE | 44.5 x 40 cm [L_106]



54

Man at the Door: Triple Door
IJPA: =50

1993 | Ink and color on paper 4EAKERE | 44 X 40 cm [LJ_210]

55

Man at the Door: Karma

IIRA: HEFE

1993 | Ink on paper &AIKEE | 44 x 40 cm [LJ_211]
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5 6 Adept
ZSCEE

1993 | Ink and color on paper £EARKEIZE | 44.5 X 40.5cm [LJ_209]
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Lhasa Drawing
>/ RIBERE

1996 | Ink on paper ZEAIKEE | 38 X 44 cm [LJ_159]
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8 Lhasa Drawing: Skull
PIBEEfE: BRERSL

1993 | Ink on paper HXAIKEE | 44.5 x 40 cm [U_217]




Lhasa Drawing: Skull (detail) ff=ERfE: 8Esk (B2B) , 1993
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Line Drawing: Eel
59

INETERHE: 28
1996 | Ink on paper HEAIKEE | 37 x 43 cm [LJ_213]
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60 Line Drawing: Thick-Cut Ribs
NFEtE: BERAE

1996 | Ink on paper HXAIKEE | 37.5 x 32.4 cm [U_214]
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61 Line Drawing: Knife
INSFEHE: 7]

1996 | Ink on paper ZXAIKEE | 37.3 X 43.6 cm [LJ_216]
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62 Line Drawing: Flower God

=T -,
IVETERHE: e
1996 | Ink on paper &XAIKEE | 37.5 x 20.2. cm [LJ_215]
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63 Line Drawing: Turtle
INFHE: &

1996 | Ink on paper ZXAIKEE | 37.5 x 43.5 cm [LJ_218]




Line Drawing: Turtle (detail) /\Sj&kit: F& (5EB) , 1996




2N 212

64 Line Drawing: The Butcher with a Vegetarian Son
INFEHE: ILFIZE

1996 | Ink on paper HXAIKEE | 31x 27 cm [U_219]




Line Drawing: The Butcher with a Vegetarian Son (detail)
ISR )LFEER (BEB) . 1996
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65 Line Drawing: Craftsman
NS EA

1996 | Ink on paper ZXAIKEE | 26 x 29 cm

*In a private collection

* FANMLTET



Line Drawing: Craftsman (detail) /\SF&&#: EA (BEB) , 1996
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66 Lhasa Drawing: A Sprig
PIBERE: —TE

1994 | Ink on paper 4EAIKEE | 37.5 X 43.5cm

*In a private collection

* FANMLTET






224

JFE WILD CURSIVE
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LiJin's Tianjin studio Z2XEMTIEE

In tandem with his highly controlled “iron wire” drawings, Li Jin painted in an opposite
mode of loose and spontaneous brushwork, to which pliant and repeating leaves and flower
petals are ideally suited. He contrasts dry and energetic linear strokes with liquid ink wash,
generating semi-amorphous forms and tonal gradations as it diffuses across the paper. The
series harks back to the “mad cursive” calligraphers and splashed-ink landscapists of the Tang
dynasty, who used wine to suppress their conscious agency and channel the greater forces of
nature.

In style and subject matter, however, the series refers to Xu Wei (1521-1593), the foremost
classical practitioner of splashed-ink flower painting. Xu Wei’s “madness” was more than
alcohol-induced or a rhetorical pose: during mental breakdowns in a life fraught with guilt
and frustrated ambition, he inflicted grievous injuries on himself and murdered his wife.
Flowers in Chinese poetry and painting had always symbolized of virtuous men and beautiful
women. Xu Wei’s flowers and especially peonies, ever on the verge of dissolving into illegible
splotches, came to be more explicitly charged with both bodily trauma and sensual desire. Li

Jin draws from both aspects of his legacy in his erotic paintings and Zizai series.

Making his living as a ghostwriter, Xu Wei necessarily adopted a host of inauthentic voices
and positions. Later, he was forced to shift his political allegiances and loyalties to survive
factional struggles that had caused his patron’s death. In Four Cries of a Gibbon, he employs
a nested, play-within-a-play structure in which actors must embody contradictory emotions
at the same time. Li Jin describes Xu Wei’s painting as “a needle scratching on glass,” its
allure and seeming freedom precisely calibrated to deliver a single piercing scream. Li Jin
does not find the same sugarcoated aggression in himself; indeed, his splashed-ink manner is
more restrained and richly textured that Xu Wei’s, rarely approaching the sheer indexicality
of blood and tears. But there is perhaps an equally profound ambivalence in both painters’
work.

SR “gikin” B4R, TR TIRNEMRNEES2MEEEMTETRES ., TEL
FNERU, SEESIYURMERAXTL, LT, HRAWMNeRRARE, HERE, FREIk
EREELABRAIEY . LEIWFRNHBILERIEED ERSAEIKERUERRATTRAE,
AEHBIRSBANEZETRKERNZFTAIR.

MUSFIER E3fift, HRIOEABERIBAEZRRE (1621-1693 F ) ATAEASELTT. HBZ
9 FTRREENR: EORESHIT—IRNRZE, tEEAE, 5286, JLEERER. %

28, mHtlhsmn.

WBNAETH T FE—MLSEIANERE, BIFEEREEE, BECHEFAZE, BhE
RERIRSFSEPRERMEENERIE; MAOZE (URAR) KA Wb AORESD, HEERFN
AREEHMAEFIRAIESE . AFEARF, RBATREIN SRR, AECAIREN T ERN—
MEHRBEIIRM . 20 T2 HBERIRBINREREEMRBREZ, B8 7T BIF=1EE,
FALOENEE . AMANLZARKANERIUFEEERFRAAIT B .
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67 Wild Cursive Series: Weeds 6 8 Wild Cursive Series: Peony
BEERS: RENE FEERY: 1

1996 | Ink on paper 4EAIKEE | 34.5 x 34.5 cm [LJ_224] 1996 | Ink on paper ZXAIKEE | 34.5 x 35 cm [LJ_222]
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69 Wild Cursive Series: Point, Line, and Plane 70 Wild Cursive Series: Fluttering Pine Leaves
FEERI: [%mE FEERY: MM

1996 | Ink on paper #EAIKEE | 34.5 x 34.5 cm [LJ_226] 1996 | Ink on paper #EAIKEE | 35 x 34.5 cm [L)_223]



Wild Cursive Series: Pine Leaves (detail) JEEZ5: #AME (B30) , 1996
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71 Wild Cursive Series: Autumn Chrysanthemum 72 Wild Cursive Series: Autumn Resonances
FEERY: MEE FEER: MEIE

1996 | Ink and color on paper #EAIKEIRE | 34.5 x 35 cm [L_153] 1996 | Ink and color on paper 4EAKEIZE | 35 x 34.5 [U_152]
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73 Wild Cursive Series: White Chrysanthemum
FERS: A%

1996 | Ink on paper ZXAIKEE | 34.5 x 35 cm [LJ_225]
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EX EATERS
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LiJin at a seafood market Z521EiEEEH17

A lifelong gourmand, Li Jin would only arrive at food as subject matter in the mid-1990’s,
when he had relocated to a hutong residence in Beijing. In the Eaters series from 1995, he
uses a narrow vertical-scroll format normally reserved for calligraphy, in part a reflection

of his constrained physical environment. In each case, dishes are spread over a table, across
which a figure sits as if to share a meal with us. But the table is positioned parallel to the
picture plane, such that both food and the viewer’s would-be dining companion oscillate
uncannily between proximity and distance. The dishes themselves are often painted too
ambiguously to be identified. Resembling scraps and trash, moreover, they are too washed
over with ink to be appetizing. Yet some of the dishes, like the fish, appear move alive than
the eaters, whose sallow and asymmetrical faces partake in the ambiguity of the arhats in
the Transfiguration series, vacillating between beastly gorging, melancholy, spiritual vacancy,
introspection, and meditative tranquility. Here society appears atomistic: people dine in
alienated proximity, unreadable and unaware of one another, perhaps even unaware of their
own selves. This quality of psychological isolation will persist even in Li Jin’s later boisterous
and congested banquets.

REFRR—IENEESR, EBMENTFATHRIIIRBRCEA RS THEEY . WUEE
HIRAIE, 1995 FFHAEUFR (BE ) FINFRELIBEBIKEERIBTN . SRETHE—
BEME—SXE, FRESNEENERE, BERE—NREENNTE, FEEEMMRZEE
—FRERIEBAER KR . EYINRIE AR, EEMGIEMEIR, EGREKSET—R
ATENE, EEFHNSHRAEENEEREEAES . AMPERBEM (KS ) RIFHSZN—F
BERR, AHRETEEFSRMSEE. WAL, BemE. N, EENBARSZE. (EE) ZIGHAETLT
—MREFEEMRIM S, XERAIRIEIT, MR TRAGREFR T LIRS R SRR T AR .
X SR F TSR EEFm P R AR E .
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74 Eaters Series: Plum Blossoms
BEZRY: 1812

1995 | Ink and color on paper EAKEIZE | 150 x 40.2 cm [LJ_250]
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75 Eaters Series: Fish-Eater
BERY: Iz68

1995 | Ink and color on paper £EAKEIZE | 151 X 40.5cm [U_249]
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Eaters Series: Fish-Eater (detail) #2Z&%I: 12& (BEE) , 1995
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76 Eaters Series: Blue Bow! A
BERY: WD

1995 | Ink and color on paper £EAKEIRE | 152.2 x 41.5cm [U_244]
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77 Eaters Series: Skewers
BERY: B

1995 | Ink and color on paper 4EAKZEIRE | 152 x 41 cm [LJ_248]




255

Eaters Series: Skewers (detail) #Z=Z3: &)L (B3B) , 1995
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78 Eaters Series: Floating
BEE: W

1995 | Ink and color on paper 4EARKEIRE | 153 x 42 cm [LJ_252]




259 260

Eaters Series: Plump

BERI: F

1995 | Ink and color on paper £EAKEIRE | 151.5 X 40.2 cm [U_245]

/9
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Eaters Series: Plump (detail) = &7: % (B38) , 1995
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30

Eaters Series: Happy for What | Have
BERY: BIRE

1995 | Ink and color on paper 4EARKEIRE | 152.5 x 41.6 cm [U_247]

264
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81 Eaters Series: Grapes
BERY: @5

1995 | Ink and color on paper £EAKEIRE | 151X 39.5 cm [U_246]
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Eaters Series: Grapes (detail) BZx7: #E (BEB) , 1995
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82 Eaters Series: Melancholy Woman
BERY: K&

1995 | Ink and color on paper £EAKEIRE | 151 x 40.5cm [LJ_251]
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¥ EPHEMERAL COLORS
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Photograph taken by LiJin in Tibet Z=2iEF 795

Before entering the Tianjin Academy of Fine Arts, Li Jin spent three years studying textile
design at the Tianjin Crafts and Arts College. To this day he maintains a strong interest in
the textures and patterns of clothing. In these life-size paintings of single figures, Li Jin plays
with translucency and contour to create an eroticism of dressing and undressing. In all but
the young woman in a fur coat, there is subtle visual punning with genitalia in the pattern or
folds, a feature still observable in his current work. In Fancy Pants, a voluptuous female body
is palpable beneath her tight clothing. The three young women painted in a liquid xieyi style
recall late-imperial and Republican-period images of wispy, melancholy beauties. Pattern here
flattens and dematerializes its wearer, and produces an image-within-an image, reminiscent
of Li Jin’s use of prints and rubbings in the Transfiguration series. It is a curious paradox in
much of Li Jin’s work that clothing makes tangible the bodies beneath, while unclothed skin,
as in the Iron Wire series, take on the quality of superficial ornaments or another layer of
clothing.

FERAENRZEAFZ A, BARRZLZEAFRIPREWFI=F, ESUIREMEAIEEM
EREAFEREAKE, EXEESNAIFRS, TEREFEEESTE. FERFZEE
BEREEL, (FRPAMKRRNOE RSB R Zs O EA R . XMl EAINCEES 2T
BIFmRATT . (HEF ) hFERHIILIES AT RPRIRIR T 2EEIMEIRILRE, HeEmF
. ZESEL L EREERBNRENBLFRNT T . AMDRRINESHNEZRZEHER, B
EERRE AR, SOREHNE, LD H . XTVERET AMRFER, EfiEE—M ‘E
hE” . ‘BRET AR, SFELMREFHAABR (K8 ) RIISHETL., FEFERPUFER
FIE—MEPREE: APMERNRDSRHHITZML, MRENRKEIEENG (k) R
S N—1E R I FEEE e — R AR AR o
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8 3 Untitled
p v ]
1994 | Ink and color on paper EAIKZEIZE | 131.5 X 66.5 cm

*In a private collection
* FANMLTET
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Untitled (detail) 3% (/5&B) , 1994
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8 Fancy Pants
EtEF

1994 | Ink and color on paper EAIKEIZE | 133.5 X 63 cm

*In a private collection

* FANMLTET
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85 Beauty in Fur

FRENZF

1996 | Ink and color on paper #EAKZEIZE | 137.7 x 70.5cm [LJ_258]




285

Beauty in Fur (detail) ZEREMLZF (B3B) , 1996
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8 6 Beauty Sitting in Melancholy

1996 | Ink and color on paper #EAKEIZE | 138.2 x 70 cm [LJ_259]
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Beauty Sitting in Melancholy (detail) AR4IHE (BEB) , 1996
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87 Beauty in the Shade

BT

1996 | Ink and color on paper 4EAKZEIZE [ 138 x 70 cm [U_260]
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Beauty in the Shade (detail) &5 T (&%) , 1996
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At the exhibition Dialogue 1999 “34i% 1999 ZRE" Mi%

The human face is Li Jin's one of favorite and most enduring subjects. Here he paints
anonymous and imaginary visages in a larger-than-life format, pushing them to the limits of
legibility and challenging our instinctual response to them. The scale requires Li Jin to begin
his compositions on the ground and renders his deskbound brushwork habits physically
untenable. Free from overt art-historical reference or any insistent sense of gesture, the
paintings focus our attention on the bare qualities of linearity, liquid diffusion, and ink
tonality. They turn face into mask and topography—eyebrows become demilunes, hair
raindrops and leaves, and pupils unreflective wells. Recalling the “accumulated ink” and
“broken ink” techniques of landscape painting, the regular dabs of gradated mid-tones in the
backgrounds add a distancing abstractness.

In their original display, Li Jin interspersed these faces with calligraphic scrolls, raising
questions about the notions of xieyi and shuxiexing, or calligraphic expressiveness. Does the
sense of animation in a portrait originate in the sitter, the painter, or their interaction? If the
abstraction of a face into a mask obscure or hide personality, can it also be the distillation of
a spiritual essence? In his latest Zizai series of monochrome large-scale paintings of faces, Li
Jin resumes this line of inquiry.

ARRFEENEFTEREH TR 2 — . EXE(Emiptribii “FRRBM” pORIR, EE
EFNNARAIRBERL . Z2EEEIARIITHR, EEEEAXRNIRIRENRED . 20t
KRB b RTERD iR, F—RANsEINR. XRFRSSUERSRERNERTZEM, 5
MERTEENETAELSE . BCNONE, UNRERESHEXLKENERTRZ £, FEARREL—IBL
KEFRRIEE: MIIREEWNHA, LRNMEMNM, BARINRSF . BRPHEN. TTHNEeR
FONBERUKBIRRELTMREL, BN BHFTHIERBAImSRE

FEERAERLXLERIPEEIIRBESHEEE, sIA—MXTF ‘B 5 “B5%" 2R,
ANBIERFINBN ‘B BETHEAENSR, K2ER, JTTE_%Z@EGEEJJ? BARHSIEmA
B2 7 AMDROME, ARG 7 AMRIEHE? Al ‘B RIAREBASEAGIERSF, =2
PREE T X LRV R S18HE
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8 8 Head: Large Eyes
LBFRS: KR

1996 | Ink on paper ZXAIKEE | 179 x 96 cm [LJ_227]
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Head: White Face
LGRS : FiE

1996 | Ink on paper #EZ7KE8 | 179 x 96 cm [LJ_228]
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90 Head: Smile
SLIRFRT: 5

1996 | Ink on paper ZXAIKEE | 179.5 x 96.5 cm [LJ_229]
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9_] Head: Downcast Eyes
LIBER: i

1996 | Ink on paper &XAIKEE | 179.5 x 96.6 cm [LJ_230]
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92

Head: Sleep
LBET: EIR

1996 | Ink on paper ZXAIKEE | 177 X 94.6 cm [LJ_231]




309 310

Head: Full Body
LBRY: =25

1996 | Ink on paper XAIKEE | 233 x 51.5.cm [LJ_199]

93




Head: Full Body (detail) s&%2%1: 25 (/F56) , 1996




313

THIS CATALOGUE WAS PUBLISHED ON THE OCCASION

OF THE EXHIBITION LI JIN: FLESH AND BONE AT INK STUDIO,

BEIJING, MARCH 22 TO MAY 12, 2019.
Curator ALAN YEUNG

Editors ALAN YEUNG, YANG FAN, RICKI FU, HU JINGYUAN
Designers LI XIAOGUANG, HU JINGYUAN

Translators TINA LIU, YANG FAN, ALAN YEUNG

Publisher INK STUDIO

Image Scanning LONGRI DESIGN AND PRINTING
Printer BEIJING JINGE PRINTING CO.LTD.

Limited Edition 600
Published MARCH 2019

PRINTED IN P.R.CHINA

314



315 316

INK studio £

FEGRHEARTSHEERESZARXLI—SBI, #48100015
Red No. 1-B1, Caochangdi, Chaoyang District, Beijing 100015, China
Tel: +86 10 5127 3143 (0) info@inkstudio.com.cn  www.inkstudio.com.cn




