
ZHU  WEI

ZH
U

  W
EI

勚⚾

勚⚾ 8PSLT����������

$VSBUPS�-J�9JBPTIBO�匃㸰㻘

803,4����������



8PSLT����������
勚⚾ZHU WEI

$VSBUPS�-J�9JBPTIBO�匃㸰㻘





潨� � �䓡

�

��

��

��

��

��

��

��

���

���

���

�

��

��

��

��

��

��

���

���

���

���r

Foreword

A Day Lasts More Than a Year

Context and Logic The Art Career of Zhu Wei

The Successful Integration Between the Tradition and 

the Contemporary - an Interpretation of Zhu Wei's Artistic Pursuit

Inscription in this Era

Using the Past to Serve the Present

- Traditional Elements in the Art of Zhu Wei

Urban Hermit

Zhu Wei's Recent Work:

From Strange and Sardonic to Strange and Bland

Zhu Wei's Art Works

The Transition of a Handful of Common Sense in Work

Academic lectures series on the working methods and 

creative methodology of Chinese contemporary artists

Resume

by Linda Ma

by Li Xiaoshan

by He Guiyan

by Lu Hong

by Zhu Zhu

by Alfreda Murck

by Geremie R. Barmé

by Britta Erickson

倁 �뎢哝楖

倁 �匃㸰㻘

倁 �✇呵䔂

倁 �띸轀

倁 �勚勚

倁 ��㣬倒䖎

倁 ��溮匮僻
�
倁 ��卲⛤盯

CONTENTS

䍈

┞傽ꪍ◟┞䌑

䝠冎┱ꆒꀀ勚⚾溸缔氻⸉瓨

⚿缛┱䓝♣溸䧯ⲍ㸉䱹�闌騣勚⚾溸虪勘ꃰ寛

뀨⫭㐃䌑♣溸낊官╚

⺜╬♁氠勚⚾✑╚溸⚿缛⩧筷

ꌬ䉗갬脢

勚⚾ꂀ✑♈䙓騆駍駥⯒䙓䐻幜撬

勚⚾✑

䈰✑╚┞◲矻䊬駮溸鿛䰄
╚㎼䓝♣虪勘㵶溸䈰✑做䑑┱⮱✑做岻駢笡⮬㳔勘駚䍵

虪勘㵶矻⸉



6 7

Foreword

Linda Ma
Art Director 
Moca@Keppel (Museum of Contemporary Art Singapore)

In the blink of an eye, I have been active in the art industry for 32 years. It has been a great honor to promote Chinese 

FRQWHPSRUDU\�DUW�LQ�6RXWKHDVW�$VLD�DQG�ZLWQHVV�LWV�ÀRXULVKLQJ�GHYHORSPHQW�RYHU�WKH�SDVW�WKUHH�GHFDGHV��,�DP�GHHSO\�

aware of the profound history and remarkable achievements of traditional Chinese art. What touches me most 

about Zhu Wei’s work is its pure embodiment of Chinese traits and essence. He combines traditional art forms with 

contemporary spirit, crafting a unique and distinctive artistic style that resonates with our era.

Zhu Wei is one of the most globally celebrated contemporary ink painters, leading the exploration and evolution of 

FRQWHPSRUDU\�&KLQHVH�LQN�DV�D�NH\�UHSUHVHQWDWLYH�¿JXUH��+H�ZDV�DOVR�DPRQJ�WKH�¿UVW�EDWFK�RI�&KLQHVH�FRQWHPSRUDU\�

artists in the 1990s to gain recognition from the international art community. Even during his university years, Zhu 

Wei demonstrated his extraordinary talent in art. Through relentless study and practice after the painting styles of 

Tang, Song, and the Five Dynasties, he honed his ink and wash techniques to perfection while deeply researching 

Buddhist and Taoist painting traditions.

2YHU�D�FDUHHU�VSDQQLQJ�PRUH�WKDQ����\HDUV��=KX�:HL�KDV�LQYHVWHG�WUHPHQGRXV�H̆RUW�WR�KLV�FUDIW��ZKLFK�KDV�\LHOGHG�

remarkable achievements. While ink painting remains his primary focus, Zhu Wei also created a number of 

outstanding sculptures and prints, showcasing his one-of-a-kind artistic vision that leaves a lasting impression on 

viewers.

,Q�WKH�ODWH�����V�DQG�DW�WKH�EHJLQQLQJ�RI�WKH�QHZ�PLOOHQQLXP��=KX�:HL¶V�IDPH�JUHZ�VLJQL¿FDQWO\�ZLWK�PRUH�WKDQ����

DUW�PXVHXPV�DQG�LQVWLWXWLRQV�DFTXLULQJ�RYHU����RI�KLV�ZRUNV��IXUWKHU�HVWDEOLVKLQJ�KLV�SLRQHHULQJ�UROH�LQ�WKH�¿HOG�RI�

contemporary Chinese ink.

It has been a privilege to collaborate with such an exceptional artist for nearly two decades. Through this opportunity, 

I look forward to exploring Zhu Wei’s fascinating art world with all my friends and art enthusiasts, hereby also 

publishing this catalogue to facilitate traditional Chinese culture with my modest contribution. Wish our motherland a 

PRUH�SURVSHURXV�DQG�ÀRXULVKLQJ�IXWXUH�
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A Day Lasts More Than a Year

Li Xiaoshan

Professor at Nanjing University of the Arts 
Director of AMNUA, and Director of Graduate School of 
Contemporary Art of Nanjing University of the Arts

A few years ago, Zhu Wei and I had an in-depth conversation about the phenomena of ink painting and the things 

EHKLQG�WKHP��:H�FDPH�WR�GL̆HUHQW�FRQFOXVLRQV��QRW�VXUSULVLQJO\��IRU�ZH�VDZ�LW�IURP�GL̆HUHQW�SHUVSHFWLYHV��$�ZKLOH�

ago, Zhu Wei brought up this matter again, which made me think a lot and dive deeper. The "fever" of ink painting has 

been going on for a long time, and to all appearances, it has become an unyielding trend. Almost everyone, from artists 

to critics, from art market to someone outside the circle, are entrapped in it, they enjoying its favor, promoting its 

EULJKW�IXWXUH��RU��IROORZLQJ�WKH�FURZG�EHZLOGHUHGO\��,Q�D�ZRUG��WKH�¿HOG�RI�LQN�SDLQWLQJ�VHHPV�WR�ÀRXULVK�DV�VSULQJ�ZHUH�

KHUH��+RZHYHU��,�PXVW�HPSKDVL]H�WKDW�WKH�EORRPLQJ�ÀRZHUV�LQ�WKLV�¿HOG�DUH�MXVW�DQ�LOOXVLRQ��PRVW�RI�ZKLFK��LQ�IDFW��DUH�

GD]]OLQJ�EXW�OLIHOHVV�SODVWLF�ÀRZHUV�

In an article I wrote twenty years ago, titled “From Chinese Painting to Ink Painting”, I talked about the strategy and 

ORJLF�EHKLQG�WKH�QDPLQJ�RI�WKLV�DUW�IRUP��,QGHHG��&KLQHVH�SDLQWLQJ�DQG�LQN�SDLQWLQJ�DUH� OLNH�WZR�FRDWV�RI�GL̆HUHQW�

styles, applying to the same person by different requests at different times. For ease of understanding, here I will 

VWDWH�P\�FRQFOXVLRQ�¿UVW��DIWHU�PRUH�WKDQ�WKUHH�GHFDGHV��DOO�WKH�ZD\�IURP�DQ[LHW\��WHQWDWLYHQHVV�WR�VWDELOLW\��WKH�¿HOG�

of ink painting has gradually become an obvious closed loop - compared with the traditional art, it is contemporary, 

and compared to the Western art, it is indigenous. In such a closed loop, everything is self-circulating, self-arguing, 

and self-positioning. Tom is the standard of Dick, while Dick is the standard of Harry, and so on. The vertical axis 

of historical context has disappeared; the horizonal axis of lateral comparison is gone. Everything is its own destiny, 

and therefore only necessity exists. Where are probabilities and possibilities? Where are inheritance and creation? 

Where are the artists and works that can be associated with art history? When we talk about ink painting, these 

unquestionable questions once again become a Hamlet’s query.

Everyone knows the metaphor of the elephant in the room. Whether ignoring it deliberately, or accepting it blindly, 

WKHUH�LV�QR�IXQGDPHQWDO�GL̆HUHQFH��$V�DQ�DUW�IRUP�ERUQ�DQG�EURXJKW�XS�LQ�&KLQD��LQN�SDLQWLQJ�KDV�EHHQ�TXHVWLRQHG�

and criticized constantly since the beginning of the last century. Many artists and theorists cudgeled their brains on 

it, producing all kinds of theories, and based on which, contributing some seemingly valuable and exploratory works. 

Later, with the reform and opening up, another cycle of samsara has emerged in ink painting, with the basic features of 

WKH�ODVW�F\FOH��EXW�D�ODUJHU�TXDQWLW\��7KH�VFDOH�LV�HYLGHQW��ZKLFK�LV�UHÀHFWHG�RQ��WR�QDPH�D�IHZ��QXPHURXV�ODUJH�RU�VPDOO�

ink painting exhibitions, endless so-called academic seminars, countless self-proclaimed market darlings, and various 

booming associations, schools, and painting academies. These mirages lead to delusions, and delusions can make 

people exciting and arrogant, even they will not last. In my experience, many clever people in the ink painting circle 
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KDYH�VHQVHG�WKH�HPSWLQHVV�EHKLQG�WKH�VHOI�HQWHUWDLQPHQW�DQG�VHOI�H[DOWDWLRQ��1HYHUWKHOHVV��EHLQJ�ODFN�RI�FRQ¿GHQFH�RU�

strength, they would rather live in the mirages.

Coming back to the topic of Zhu Wei - the label on him is ink painter. There is something magical about labels, which 

can subtly shape people's thoughts and behaviors. However, some people are peculiar, who can lie down with dogs 

EXW�JHW�XS�ZLWKRXW�ÀHDV��+HUH�,�ZRXOG�UDWKHU�QRW�XVH�WKH�ORIW\�ZRUGV�³FRPH�RXW�RI�WKH�GLUW\�PXG�XQVRLOHG´��IRU��LQ�WKLV�

¿HOG��=KX�:HL�LV�QRW�D�VXSSRUWHU�RI�ORIWLQHVV��+H�KDV�DOZD\V�EHHQ�PRGHUDWH��PRGHVW��NHHSLQJ�D�ORZ�SUR¿OH��DQG�RI�D�

OLWWOH�ELW�RI�SHUIHFWLRQLVW��KH�SXW�PRUH�H̆RUWV�LQ�SDLQWLQJ�UDWKHU�WKDQ�ZRUGV��7KHVH�DUH�YLUWXHV��DQG�WKH\�FRPH�IURP�KLV�

long-standing sense of propriety. I remember once he told me that the key to evaluate something or someone is time. 

³7KUHH�\HDUV�WR�¿YH�\HDUV��HLJKW�\HDUV�WR�WHQ�\HDUV��RU�¿IW\�\HDUV�WR�D�KXQGUHG�\HDUV��ZKHQ�WKH�WLPH�VSDQ�LV�GL̆HUHQW��

WKH�VWDQGDUG�LV�FRPSOHWHO\�GL̆HUHQW��,I�WKH�VWDQGDUG�LV�ORZHUHG�E\�RQH�LQFK��WKHUH�ZLOO�EH�D�EXQFK�RI�PDVWHUV��DQG�LI�

the standard is lowered by one meter, masters will be all over the world.” I couldn't help laughing, “for you, a day lasts 

PRUH�WKDQ�D�\HDU�´�=KX�:HL�ZDYHG�ZLWKRXW�DQVZHULQJ��,�DOZD\V�KDYH�D�IHHOLQJ�WKDW�WKHUH�DUH�WZR�GL̆HUHQW�=KX�:HLV�

coexisting inside him – one is an ink painter, and the other is an artist; one is entirely contemporary, and the other has 

DQ�REVHVVLRQ�IRU�FODVVLFV��7KH�WZR�=KX�:HLV�VRPHWLPHV�FRH[LVW�SHDFHIXOO\��DQG�VRPHWLPHV�FRQÀLFW��,�RIWHQ�IHOW�UHJUHW�

WKDW�DPRQJ�VR�PDQ\�RXU�DUWLVWV��ZULWHUV��GLUHFWRUV��DQG�PXVLFLDQV��QRERG\�FRXOG�VHH�WKH�LQQHU�FRQÀLFW��DV�ZHOO�DV�WKH�

XOWLPDWH�UHDOP�VWLPXODWHG�E\�LQQHU�FRQÀLFW��7KH\�OLYH�DV�LI�OLIH�LV�SHDFHIXO��ZKLFK�OHG�WR�WKH�KROORZQHVV�DQG�ÀDWQHVV�RI�

their works. There is no doubt that the passion and motivation of art creation comes mostly from the inner world of an 

individual, and it is also where the secret of creation lies in. 

$V�,�SUHYLRXVO\�PHQWLRQHG��WKH�¿HOG�RI� LQN�SDLQWLQJ�LV�JUDGXDOO\�EHFRPLQJ�D�FORVHG�ORRS��DQG�KHUH�LW�GRHVQ
W�PDWWHU�

whether it is a fact or an opinion, for in front of creation, all facts and all opinions are hypotheses. It is said that 

everyone is a product of the environment. I would say that only trees, flowers and plants are the products of the 

environment, but not human beings, at least not all of them. As for artists, they have the privilege of surpassing the 

environment: artists have always been flying in parallel with the environment, far more than just a shadow of it. 

Throughout the history, there were a lot of examples. Even now, the closed loop in the making is still not so closed. 

As the well-known saying goes, “there is a crack in everything, that's how the light gets in."** The status quo of ink 

painting is undoubtedly disappointing, but not hopeless. After all, my opinion was yet an entry-level insight into 

art. For instance, when Zhu Wei and I discussed about "New Literati Painting", "New Ink Painting", "New Freehand 

Brushwork", " New Gongbi" and other new trends, in his usual cold and humorous way he said, “there is no easy life. 

They should be allowed to get some food from their own plots.” Sure, the threshold for art is too low, hence ordinary 

people dare not pretend to be a scientist or a medical professional, while those who call themselves artists are packed. 

On the other hand, the standard of art is too high, for becoming an artist, who will not eventually be eliminated by 

WLPH��LV�DV�GL̇FXOW�DV�D�FDPHO�SDVVLQJ�WKURXJK�WKH�H\H�RI�D�QHHGOH��=KX�:HL�KDV�¿IW\�\HDUV�DQG�RQH�KXQGUHG�\HDUV�LQ�KLV�

mind, and one step at a time, he put it into practice – and he has outstanding works. So, is he standing in or outside 

the closed loop?

:H�KDYH�WR�ORRN�IRU�WKH�HYLGHQFH�LQ�=KX�:HL
V�DUWZRUNV��$V�,�FDQ�UHFDOO��=KX�:HL�ZDV�WKH�¿UVW�SHUVRQ�ZKR�GHOLEHUDWHO\�

introduced ink painting to the door of contemporary art. In other words, when most people were still asleep, he woke 

up early - and, he was not woken by others, but woke up naturally. People who understand contemporary art know 

勚⚾վ唴둛▇┞տ��;IV�8FJ�7BO�(PHI
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN
����

勚⚾վ묛⪫労տ��;IV�8FJ�)VBOH�(POHXBOH
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN
����
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that contemporary art emphasizes concepts over means, where concepts is the core, means (including materials and 

so forth) is in a subordinate position. The materials of ink painting should not be an obstacle to creation. However, 

within the closed loop mentioned above, people have adopted an approach of collective unconscious: they made a 

cocoon around themselves as a cave, a place to avoid the vertical and horizontal comparison, so that they could relieve 

themselves from the anxiety and pressure when facing such confrontations. Zhu Wei woke up early and naturally, 

unlike the ones who were woken up by others – as soon as they opened their eyes, and realized that a thousand years 

outside the cave was as a passing night, they hastily changed their coats and jumped on the bandwagon without 

WKLQNLQJ��7KH�DGYDQWDJH�RI�ZDNLQJ�QDWXUDOO\�LV�WKDW�HYHU\�VWHS�RI�FUHDWLRQ��IURP�VRZLQJ�WR�KDUYHVWLQJ��IURP�ÀRZHU�WR�

fruit, happens by nature, and it all comes from the surging talent and impulse inside.

For years Zhu Wei has created a number of his representative works: “The Story of Beijing”, “New Pictures of the 

Strikingly Bizarre”, “Sweet Life”, “Descended from the Red Flag”, “The Square”, “China Diary”, “Tightrope”, “China 

China”, “Diary of the Sleepwalker”, “Utopia”, “Curtain Series”, “Spring Festival” and so on. Even as of today, these 

works are important and have a significance of guiding. Zhu Wei has created a unique artistic style - according to 

P\�ROG�WKHRU\��D�XQLTXH�DUWLVWLF�VW\OH��D�KLJK�GHJUHH�RI�GL̇FXOW\��DQG�D�SHUIHFW�OHYHO�RI�LPSOHPHQWDWLRQ�DUH�WKH�WKUHH�

elements that accomplish an outstanding artist. For quite a long time, Zhu Wei's works have been labelled and 

categorized, and since he uses ink brush and xuan paper and other local materials, it is logical for people to label or 

classify them. I have always opposed to a confusing claiming that contemporary art, on the whole, represents the 

"advanced knowledge production", because in the field of contemporary art, there are obviously different levels of 

artworks. Yes, it is correct that contemporary art is the frontier of art in our era - with waves of artists charging into 

the battle, art will always live prosperously. Even so, advancement is not absolute, but relative, and it will wither once 

isolated. That is to say, advancement is changing, and as Baudelaire said, things roll forward, one half being eternal 

and the other being movable. The eternal will last, and the movable is constantly replaced.

There is a contemporary person, with contemporary appearance and contemporary vibe, whilst he also has an 

REVHVVLRQ�ZLWK�WKH�FODVVLFV�±�LV�WKHUH�D�VSOLW�LQ�WKLV�FRPELQDWLRQ"�=KX�:HL�LV�YHU\�GL̆HUHQW��+H�OLNHV�WR�PDNH�IULHQGV�

with all kinds of people; he used to be keen on rock and roll, sports, and other music; he is a person who doesn’t resist 

fun. In the meantime, no matter what he is facing, he is sincere, disciplined, and virtuous, like a really old-fashioned 

person. I have met a lot of people who are scheming and say one thing while doing another; they are clean on the 

front and dirty on the backs. Our ancients always said that the writing mirrors the writer, and the painting mirrors 

the painter, which is convicting, for the saying has proved itself in practice. I appreciate Zhu Wei's obsession with 

classics. It is obvious that the classics itself has become a thing of the past, and cannot be revived. Then, why do some 

people cherish the classics? The reason lies in its fascination. When I look at those Western or ancient classical works, 

ZRUGV�EHLQJ�SRZHUOHVV��WKH�RQO\�WKLQJ�,�FDQ�GR�LV�WR�WDNH�P\�KDW�R̆�WR�WKHP��,�VWLOO�YLYLGO\�UHPHPEHU�WKH�PRPHQW�,�

stood in front of “Wind in Pines Among a Myriad of Valleys” and “Travelers among Mountains and Streams”, I felt 

so overwhelmed that my eyes became warm. Needless to say, the charm of classics is eternal, and the classics are an 

eternal standard for art. I can understand that there is no split in Zhu Wei; it is the exterior and interior in the same 

person. His respect for the classics is revealed in his works bit and bit - eventually, the so-called classic obsession 

implicates a kind of self-competition. Just like a mirror as well, the great classics is on one side, and the artist is on the 

other side.

Some people change, and some stay the same. Some people change because they follow the trend, and some people 

stay the same because their inner aspirations are more important than any trend. The truth is, one will never catch up 

ZLWK�WKH�WUHQGV��DV�D�VKDGRZ�FDQ�QHYHU�À\�DKHDG�RI�D�ELUG��7KRVH�ZKR�UHPDLQ�XQFKDQJHG��WKRVH�ZKR�SHUVLVW��DQG�WKRVH�

who are obsessed, will one day be followed by the crowds. It is such a wonderful world, with unmovable mountains 

DQG�ÀRZLQJ�ZDWHU��,�H[SHFW�=KX�:HL�WR�EH�WKH�VDPH�DV�DOZD\V���RI�FRXUVH��ZKHWKHU�,�H[SHFW�LW�RU�QRW��KH�ZLOO�EH��1RW�

long ago, he told me in a solemn tone, “what else would I do, if I didn’t keep right on to the end of the road?” Certainly, 

in the twinkling of an eye, Zhu Wei has been halfway along the road – by and by, he found that he had left behind the 

crowds that labelled him, away from the noise, and being alone. Moreover, there is no road ahead of him. Lu Xun once 

said that actually the earth had no roads to begin with, but when many men pass one way, a road is made. It seems that 

these words are raising an interesting question here: if an artist is walking his own way alone in a vast land, is this road 

considered a road?

October 7, 2020

Translator's notes: 

* The translation here is derived from a novel by Chinghiz Aitmatov, The Day Lasts More Than a Hundred Years, translated by F. J. French, 

SXEOLVKHG�E\�,QGLDQD�8QLYHUVLW\�3UHVV����)HEUXDU\��������,6%1�������������������

** Leonard Cohen, Selected Poems, 1956-1968.
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І

,Q�WKH�¿HOG�RI�FRQWHPSRUDU\�&KLQHVH�LQN�SDLQWLQJ��=KX�:HL�SOD\V�DQ�LPSRUWDQW�UROH�ZLWK�KLV�ZRUNV�LQYROYH�D�LQ�D�YDULHW\�

RI�WKHPHV��ZKLFK�QRW�RQO\�KDYH�D�FOHDU�GHYHORSPHQWDO�WUDMHFWRU\�DQG�DUWLVWLF�ODQJXDJH��EXW�DOVR�UHÀHFW�WKH�FKDQJH�DQG�

breakthrough of contemporary Chinese ink painting and traditional Chinese Gongbi after 1989. For example, his works 

subverted and deconstructed the painting paradigm and aesthetic taste of traditional ink painting; in the post- 89 art 

movement and in the 1990s when Chinese contemporary painting were transforming. Zhu Wei's understanding of 

UHDOLW\�DQG�FXUUHQW�D̆DLUV�DQG�SUHVHQWDWLRQ�RI�SHRSOH
V�OLYLQJ�FRQGLWLRQ�DQG�VSLULWXDO�OLIH�H[SDQGHG�WKH�GHSWK�DQG�VFRSH�

RI�FRQWHPSRUDU\�*RQJEL��DQG�KLV�HPSKDVLV�RI�YLVXDO�H̆HFWV��DHVWKHWLF�WDVWH�DQG�LPDJH�QDUUDWLYH�EURXJKW�QHZ�SRVVLELOLW\�

to the development of contemporary Gongbi and ink painting. Zhu Wei's dialogue with the tradition, his knowledge 

of the tradition, and his quest of contemporary transformation of art language can be found in his works created after 

������,Q�KLV�RSLQLRQ��&KLQHVH�FRQWHPSRUDU\�LQN�SDLQWLQJ�DQG�*RQJEL�VKRXOG�GHYHORS�LQ�WZR�ZD\V��¿UVW��DUWLVWV�VKRXOG�

JHW�ULG�RI�WKH�LQÀXHQFH�RI�:HVWHUQ�DUW�DQG�FUHDWH�QHZ�DQG�RULJLQDO�DUW�ODQJXDJH�DQG�UKHWRULF�RQ�WKH�EDVLV�RI�WUDGLWLRQ�

and art history; second, artists should concern themselves with reality, culture and aesthetics, and keep up with social 

changes. In fact, in the past three decades, Zhu Wei, with intervention or alienation, was always thinking about the 

relationship between history and reality, traditional and contemporary society, system and individual, culture and 

language. Sometimes he was ambitious, and sometimes he was hesitated and suspicious. Of course, these problems 

have various facets, but due to the changes of history and social context, these problems cannot be resolved in any 

singular action by any artist. And these problems enable us to see the painting trajectory and inner logic of the artist.

Zhu Wei began his creation in the middle and late 1980s. At the beginning, he consciously integrated personal creation 

LQWR�WKH�DUW�KLVWRU\�ZKHUH�WKH�FRQWHPSRUDU\�LQN�SDLQWLQJ�SODFHG�LWVHOI��%ULHÀ\��VLQFH�WKH�UHIRUP�DQG�RSHQLQJ�XS�RI�

China, the development of contemporary ink isn't just an artistic issue, but also a social, cultural and even ideological 

RQH��(VSHFLDOO\�LQ�WKH�HDUO\�����V��XQGHU�WKH�LQÀXHQFH�RI�WKH�UHÀHFWLRQ�RI�&XOWXUDO�5HYROXWLRQ��PRGHUQL]HG�UHYROXWLRQ��

and Western modern and postmodern culture, contemporary ink painting bore an important cultural mission— to 

reverse and alienate socialist realism, to reject and deconstruct traditional ink painting, and to accept and absorb 

Western modern art and post-modern art language. These artistic and cultural demands are not separated but 

interwoven.

In the early stage of his artistic creation, Zhu Wei faces three transforming forces of contemporary ink painting in the 
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����V��7KH�¿UVW�LV�WR�SXUVXH�WKH�FRQVWUXFWLRQ�RI�PRGHUQLW\²�WKH�PRGHUQ�WUDQVIRUPDWLRQ�RI�WKHPH��ODQJXDJH��DHVWKHWLF�

taste and painting paradigm and then endow them with contemporary cultural connotation. This wave of changes took 

SODFH�LQ�WKH�PLG�����V��7KH�VHFRQG�LV�VXEYHUVLRQ�DQG�GHFRQVWUXFWLRQ��$W�¿UVW�VLJKW��WKLV�DUWLVWLF�WKRXJKW�ZDV�LQÀXHQFHG�

by Dadaism and postmodern deconstructionist thought, but its inner power came from the "anti-traditionalist" trend 

in the 1980s. In fact, these enlightenment thoughts basically reached a consensus on "anti- traditionalist" in the 1980s. 

7KH�FRQVHQVXV�IRUPHG�D�FRQFHUWHG�H̆RUW�WKDW�GHULYHG�LQWR�D�GLVWLQFWLYH�VHQVH�RI�UHEHOOLRQ�LQ�WKH�¿HOG�RI�LQN�SDLQWLQJ��

to completely abandon the painting paradigm and artistic flavour of traditional ink painting and explore its new 

possibilities with an attitude of experimentation and deconstruction. The third tendency is "new literati painting", 

which emphasizes personal taste, sense of humor, satire and parody to digest the depth of history and reality, resulting 

in a strong sense of civility. "New literati painting" neither overcame its own cultural limitations nor developed into a 

constructive artistic force. But its deliberate gesture, including satire and parody, had an impact on cynical realism in 

the early 1990s.

In the Imitating Zhu Da series, viewers can unveil Zhu Wei's thoughts and responses on the changes of contemporary 

ink painting in the 1980s. Although he was a student at the People's Liberation Army (PLA) Academy of Art, he had 

EHHQ�WKLQNLQJ�DERXW�WKH�LQHYLWDEOH�¿VVLRQ�RI�WUDGLWLRQDO�LQN�SDLQWLQJ�LQ�FRQWHPSRUDU\�FXOWXUDO�FRQWH[W�DQG�H[SUHVVHG�

his ideas in personalized ways. In this series, Zhu Wei gave up the traditional taste and liberated the noumenon, 

making his works more inclined to a modern expression. His emphasis on the plane means the rejection of the 

narrative function of traditional ink painting, which paved the way for the change of his paintings in the 1990s. In fact, 

in Western modern artistic logic or the context of contemporary Chinese painting, one method of the construction of 

modern art language, is the return to language and plane. Only the liberated and independent language can resist the 

narrative function undertaken by ink painting in its past traditions and the ideological discourse behind the concrete 

language system. As can be seen from the works in this period, Zhu Wei was more in favour of the subversion and 

reconstruction of ink painting. At the same time, those narratives formed by the daily discourse embodied the artist's 

nonchalance and ridicule attitude rather than consider the visual composition of the painting. Is this a response to 

"new literati painting"?

After 1990, methodology to reconcile with the relationship between personal painting and tradition from the 

perspective of language, form and narrative and how to explore the possibility and tension between them formed an 

LPSRUWDQW�GHYHORSPHQW�FOXH�RI�=KX�:HL
V�DUW�FDUHHU��)RU�H[DPSOH��LQ�WKH�GL̆HUHQW�W\SHV�RI�ZRUNV�VXFK�DV�%HLMLQJ�6WRU\�

Colorful Sketch series (1991), Racing Horse on a Rainy Night series (1997), Great Water (2000) and China Diary series 

(2001), Zhu Wei not only absorbed elements in traditional Chinese murals and Gongbi paintings, but also drew from 

the languages and schemas of Han Huang, Guo Xi, Ma Yuan, Zhu Da and many other masters. For these languages and 

schemas, the purpose of the artist is neither imitating nor borrowing. Instead, these languages and schemas formed 

a visual representation, or a hint that showed the relationship with the visual mechanism and viewing habit of the 

WUDGLWLRQDO�SDLQWLQJ��,Q�1HZ�3RVLWLRQV�RI�WKH�%URFDGH�%DWWOH�VHULHV���������7KH�6WRU\�RI�6LVWHU�=KDR��������DQG�RWKHU�

works, there was a correlation with the "model play" of the Cultural Revolution in the respect of visual expression, 

which formed an intercontextuality to the works. If there was a relationship with the old tradition in Racing Horse on 

a Rainy Night and Great Water, then what was shown in The Story of Sister Zhao was a "new tradition", that is, the 

artist deconstructed the "encoded" visual and image resources which have ideological meanings after the founding 

of new China; he then re-encoded them and presented them in a new structure and narrative discourse. Of course, 

for Zhu Wei, the ultimate goal of the intersection with the tradition was still the personal expression in the context 

formed between the ancient and the modern, the tradition and the present, history and reality. From this point of view, 

Zhu Wei's painting is always narrative. The most representative work is New Pictures of the Strikingly Bizarre series 

FUHDWHG�LQ�������$OWKRXJK�WKH�LPDJH�DQG�VFKHPD�DUH�ERUQ�RXW�RI�WKH�WUDGLWLRQ��EXW�WKH�VWRU\�LV�DERXW�FXUUHQW�WKLQJV�

related to reality.

Ї

"I've been working on ink painting for 30 years and my painting techniques and painting materials are closely related 

to traditional Chinese painting. But my paintings are focusing on contemporary subjects. So I've never thought that 

traditional painting and contemporary painting can be separated. I pursue the policy of making the past serve the 

present", Zhu Wei once said in an interview.["Zhu Wei: We Can Only Learn Painting Techniques and the Use of 

Materials but not Spirit", Song Rui ]

Chinese contemporary art, including contemporary ink painting, has been focusing on the transformation of art 

勚⚾վ╚㎼傽駘儘տ曬俚���
;IV�8FJ�$IJOB�$IJOB�4UBS�&EJUJPO�PG����

ꧢ겱㗛 ��#SPO[F�TDVMQUVSF�
���DN�����DN�����DN�����

勚⚾矸⻐뇋녦绵
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ODQJXDJH�VLQFH�������$QG�PDQ\�DUWLVWV�KDYH�FRQWULEXWHG�D�ORW�WR�WKLV�DWWHPSW��,QGHHG��DUWLVWV�KDYH�GL̆HUHQW�LGHDV�RQ�WKH�

formation of art language and inner logic. For that matter, some artists focus on traditional Chinese art; some focus 

on the inner logic of art history; some focus on Western modern and post-modern art; some focus on the methodology 

of art creation. Zhu Wei uses traditional ways to construct the inner logic of his art language, even though he is 

LQÀXHQFHG�E\�GHFRQVWUXFWLQJ�WKH�QDWXUH�RI�ZRUNV��7KH�SDUDGR[�LV�WKDW�LQ�WKH�YDOXH�V\VWHP�RI�&KLQHVH�FRQWHPSRUDU\�

art, the contemporary construction of language gives way to the narrative of the society. On the one hand, Chinese 

contemporary art needs to complete the linguistic turn, that is, in the discourse of "aesthetic modernity", form its own 

LGLRPV�DQG�UKHWRULF�WR�EXLOG�D�ODQJXDJH�V\VWHP�ZKLFK�LV�GL̆HUHQW�IURP�WKDW�RI�(XURSH�DQG�WKH�8QLWHG�6WDWHV��2Q�WKH�

RWKHU�KDQG��VLQFH�������WKH�QDUUDWLYH�RI�WKH�VRFLHW\�KDV�EHFRPH�WKH�GRPLQDQW�GLUHFWLRQ�LQ�WKH�ZDYH�RI��UHÀHFWLRQ�RI�WKH�

Cultural Revolution", "emancipating the mind" and "cultural enlightenment". Thus, aesthetic narrative and sociological 

narrative are always in the state of game and encouragement, which was fully embodied in the seesaw struggle and 

FRQIURQWDWLRQ�EHWZHHQ�WKH�SXUL¿FDWLRQ�RI�ODQJXDJH�DQG�WKH�QHHG�RI�WKH�WLPHV�IRU�WKH�VRXO�LQ�WKH�PLG�����V��2I�FRXUVH��

the inner reason is that Chinese contemporary art lacks a linear and self-disciplined modernist system that relies on 

WKH�GHYHORSPHQW�RI�ODQJXDJH��DQG�LW�LV�EDVHG�RQ�WKH�FRQWH[W�RI�DUW�KLVWRU\��'XH�WR�WKH�LQQDWH�GH¿FLHQF\��LW�LV�LPSRVVLEOH�

to complete the construction of contemporary art system relying solely on language changes or "aesthetic avant-garde". 

In other words, sociological narrative or "cultural avant-garde" still dominated the value appeal of contemporary art. 

7KLV�IHDWXUH�ZDV�UHÀHFWHG�PRVW�YLYLGO\�E\��SROLWLFDO�SRS��DQG��F\QLFDO�UHDOLVP��LQ�WKH�HDUO\�����V�

Zhu Wei starts to intentionally add sociological expressions to his works such as Comrades Caption (1993), The Story 

RI�%HLMLQJ��������DQG�6ZHHW�/LIH�VHULHV�������� LQ�KLV�����������FRPSRVLWLRQV��,Q�&RPUDGHV�&DSWLRQ��WKH�REMHFWLYH�

presentation of the soldier is completely upended while in The Story of Beijing and Sweet Life, "contemporary subjects" 

are closely represented in a calm way. In fact, the changes in social and cultural circumstances and artistic context in 

the early 1990s also indicated the changes in the creation of Chinese contemporary art. China undoubtedly became 

the focus of Europe and the United States after experiencing the changes from 1989 to 1992, especially in the context 

RI�WKH�IDOO�RI�%HUOLQ�:DOO�DQG�WKH�GLVLQWHJUDWLRQ�RI�WKH�6RYLHW�8QLRQ��,Q�WKH�¿HOG�RI�DUW��WKH�0RGHUQ�$UW�([KLELWLRQ�LQ�

�����PDUNHG�WKH�GHFOLQH�RI�WKH�PRGHUQ�¿QH�DUWV��EHFDXVH�ZKHQ�WKH�HDUO\�FXOWXUDO�FULWLFLVP�FRXOG�QRW�¿QG�WKH�DQVZHU�

in reality, it naturally meant the decline of the grand and lofty modernist narrative which is full of enlightenment 

ideas. At that time, it was not by accident that in Zhu Wei's paintings featured soldiers, intellectuals and Chairman 

Mao, but his creation was always at a certain distance from the wave of "political pop". This sense of distance, on the 

RQH�KDQG��ZDV�UHÀHFWHG�LQ�WKH�H[SUHVVLRQ�RI�WKH�LPDJH���3ROLWLFDO�SRS��PRVWO\�XVHG�WKH�LPDJH�SURFHVVLQJ�PHWKRGV�RI�

MX[WDSRVLWLRQ�DQG�ERUURZLQJ�DQG�SDLG�DWWHQWLRQ�WR�WKH�GL̆HUHQFHV�DQG�FRQÀLFWV�EHWZHHQ�GL̆HUHQW�LPDJHV�LQ�SROLWLFV��

culture, consumption, visual expression and other semantic categories. Zhu Wei would not directly borrow or copy 

the existing image but would pay more attention to personal and original image expression. On the other hand, it 

ZDV�UHÀHFWHG�LQ�WKH�GL̆HUHQW�PHDQLQJ�DSSHDOV�RI�WKH�ZRUNV���3ROLWLFDO�3RS��FRQFHQWUDWHG�RQ�&KDLUPDQ�0DR�DQG�PRVW�

LQYROYHG�WKH�¿JXUHV�DQG�YDULRXV�W\SHV�RI�LPDJHV�LQ�WKH�SHULRG�RI�&XOWXUDO�5HYROXWLRQ��EXW�=KX�:HL
V�ZRUNV�LQYROYHG�

more intellectuals, soldiers, or ordinary people. For the artist, the image was not the goal since he was more concerned 

DERXW�WKHVH�SHRSOH�ZLWK�GL̆HUHQW�FODVVHV�DQG�LGHQWLWLHV�DV�ZHOO�DV�WKH�FKDQJH�LQ�OLYLQJ�FRQGLWLRQV�RU�SHUVRQDO�YDOXHV�LQ�

the rapid social changes in the 1990s. From this perspective, "Political Pop" is closer to the Western post-modern art, 

VXFK�DV��1HZ�'DGD���ZKLOH�=KX�:HL
V�SDLQWLQJV��GHVSLWH�WKH�KXPRU�DQG�VDWLUH��GL̆XVHG�D�VWURQJ�WDVWH�RI�UHDOLVP�

Of course, it was not that Zhu Wei relied on the interpretation of society, but the artist could not avoid social changes 

and reality in China. For the contemporary art in the 1990s, the criticism of the language alone cannot fully grasp the 

SXOVH�RI�WKH�VRFLHW\�LQ�WKDW�HUD��LW�ZLOO�DSSHDU�ZHDN�LQ�REMHFWLYH�UHDOLW\��,Q�'HVFHQGHG�IURP�WKH�5HG�)ODJ���������6ZHHW�

/LIH���������7KH�6TXDUH�VHULHV��������DQG�RWKHU�ZRUNV��WKHUH�LV�QR�GRXEW�WKDW�WKH�LPDJHV�DQG�H[SUHVVLRQV�UHODWHG�WR�

rock and roll, pop culture, and urban consumerism constructed a context of era, but Zhu Wei's expression on the 

reality was not a "mirror"; on the contrary, in the humorous atmosphere hid a profound and critical perspective. For 

example, the carnival of rock and roll shows aphasia; the consumer society brings alienation despite the longing of 

people; the "Square" is lofty but erodes personality. Obviously, Zhu Wei was always a calm observer of the changes the 

Chinese society. Sometimes, he was also like an "outsider" as he always kept a certain distance from the reality and 

VRFLHW\�DQG�ZDV�DOZD\V�YLJLODQW�DJDLQVW�SRSXODU�YDOXHV��,Q�WKH�PLGGOH�RI�WKH�����V��=KX�:HL�¿QLVKHG�RQH�RI�KLV�PRVW�

important painting—China•China (1997). It depicts Deng Xiaoping, the father of the reform and opening-up policy and 

RQH�RI�WKH�IRXQGHUV�RI�&KLQD
V�VRFLDOLVW�FRQVWUXFWLRQ��ZKR�KDV�DQ�HQRUPRXV�LQÀXHQFH�RQ�FRQWHPSRUDU\�&KLQD��)URP�

WKLV�ZRUN�ZH�FDQ�VHH�KLV�UHÀHFWLRQ�RQ�&KLQHVH�VRFLHW\�

If one should study Zhu Wei's repertoire of works created after the 1990s, one would fine that the themes would 

naturally converge into a huge contemporary Chinese social landscape. They point to reality and the spirit with grand 

and fragmented expression. But the main theme is still the representation of the actual and spiritual situation of 

people. Utopia series is Zhu Wei's representative work after 2000. In those paintings, conventioneers, though bored, 

listen respectfully but they have no right to declare their opinions. They are outsiders if they cannot vote. "Utopia" 

shows a special social class, who are familiar with a political discourse and accustomed to uniform, collective life, 

and certain rule, but they are categorized and disciplined without personality. If Utopia is a miniature of the Chinese 

people's political life, then in Box, Sweet Life and other works, audiences saw another secularized survival landscape—

micro, daily life which is full of desire. About these works, Zhu Wei said, "I painted my own world and my own 

experience, and as long as you open your eyes to look at any street in Beijing, read the newspaper, or watch TV, you 

ZLOO�¿QG�LW���,Q�IDFW��WKH�DEVXUG�RI�WKH�UHDOLW\�DQG�WKH�DZNZDUGQHVV�RI�VXUYLYDO�SHUIHFWO\�¿W�=KX�:HL
V�SDLQWLQJ�VW\OH�

which compromises exaggeration, joking and uncoordinated shape.

Ј

After 2000, in a very natural phenomenon, contemporary art began to bid farewell to the trend and movement; 

much like the time when an artistic trend followed one another that is observed since the 1980s, forming a linear 

developmental track in artistic movement. This essentially means that the contemporary art since the 1980s, especially 

the kind of contemporary art (or modern art) that was grandly narrated and had a prerequisite of language in the 
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SHULRG�RI�PRGHUQ�¿QH�DUWV�DQG�WKH�NLQG�RI�F\QLFLVP�DSSHDOHG�FRQWHPSRUDU\�DUW�WKDW�VDWLUL]HG�SROLWLFV�LQ�WKH�����V��

gradually lost the dependent cultural context and avant-garde. Especially in the irreversible tide of globalization, 

with the increase in international art exchange and the gradual maturity of the biennial exhibition mechanism, 

Chinese artists began to face a new problem, that is, what's the characteristics of rhetoric and expression of Chinese 

contemporary art compared to Western modern and contemporary art and whether Chinese contemporary art have 

its own idiom, language and pedigree. In addition to the anxiety from the language, Chinese contemporary art needs 

to eradicate the creative strategies dominated by western standards and postcolonial taste since 1990 and explore new 

ways for contemporary art.

After the Utopia series, Zhu Wei stops painting for several years. He is, in his own words, very anxious. "I think that 

ink painting, in its process of development, must stick with tradition, otherwise it will not be ink painting sooner or 

later", Zhu Wei once said in an interview. In his opinion, "I've been working on ink painting for years and I think 

I should make some breakthrough. But at last I haven't done anything so meaningful. Then I think there must be 

some problems with contemporary art—I'm not the only artist who is not creative. Chinese contemporary art is only 

in the exploration stage. Our main task is to stay active." The work Curtain series in 2008 marked an important 

transformation of Zhu Wei's creation, which on the one hand was the correction of the previous sociological narrative 

method and on the other hand was the turn of language, that is, return to the tradition, to look for a new personalized 

expression.

)URP�WKH�SHUVSHFWLYH�RI�FXOWXUDO�HFRORJ\��WKH�WUDGLWLRQ�VKRXOG�EH��IRXU�LQ�RQH���ZKLFK�LV�UHÀHFWHG�LQ�WKH�LPSOHPHQWV�

aspect of physical form, body aspect of practice and communication, institutional aspect of ethics and norm, as well 

as spiritual aspect of aesthetics and temperament. In Zhu Wei's view, the return to the tradition and learning from the 

tradition means that the artist should really mine the connotation and spirit behind the traditional schema, language, 

and style, and build new idiom and rhetoric under the guidance of new ideas and methods. The Curtain series reduced 

WKH�XVH�RI�LQN�DQG�PRUH�UHOLHG�RQ�¿QH�EUXVKZRUN��7KH�VR�FDOOHG�WXUQ�RI�ODQJXDJH�LV�VKRZHG�E\�GLVSHOOLQJ�WKH�FRQFUHWH�

content so as to get rid of the sociological discourse brought by the image, and in the process of the continuous 

purification of language, form became purer and simpler, relying on the line to intensify the abstract expression. 

Of course, what Zhu Wei pursued was not the abstraction in the sense of Western modernism. Western painting in 

the early stage of modernism emphasizes "meaningful form", and in the heyday stresses the personal and original 

abstract schema full of elite consciousness. That is to say, the abstract schemas are completely selfdisciplined, and 

they have nothing to do with nature and reality. However, in the Chinese painting world, the abstraction of the form 

LV�HVVHQWLDOO\�WKH�SURFHVV�WKDW�WKH�FUHDWLRQ�VXEMHFWV�JR�WRZDUG�WKH�QDWXUH�DQG�XQGHUVWDQG�REMHFWV��$QG�GL̆HUHQW�IURP�

the west, the subject and the object are not split nor in binary opposition, but on the contrary, they show the cognitive 

way of subject's pursuit of reason and insight into the nature. Dating back to the tradition, the "investigate things" 

DQG��DFTXLUH�NQRZOHGJH��LQ�WKH�1RUWKHUQ�6RQJ�'\QDVW\�GHHSO\�UHÀHFWHG�WKH�ZLVGRP�RI�VXFK�SKLORVRSK\�DQG�DUW��,Q�

Zhu Wei's art career, his dialogue with the tradition, his learning from the tradition, and his seeking of contemporary 

transformation of language can be found in his earlier works, including Great Water series created in 2000.

His The Ink and Wash Research Lectures series continued the previous creative idea, but he injected image elements. 

,PDJH�LV�DFWXDOO\�DQ�LPSRUWDQW�VRXUFH�RI�WKH�VLJQL¿FDQFH�JHQHUDWLRQ�RI�WKH�ZRUN��$V�FDQ�EH�VHHQ��=KX�:HL�ZDV�VWLOO�YHU\�

tangled on form and content, language and meaning. The root of the problem, as previously stated, existed as early 

as the mid-1980s when "purify language" and "big soul" confronted. In other words, in the Chinese contemporary art 

pedigree without modernist tradition, only the concept expression of language is unable to complete the construction 

RI�WKH�PDQVLRQ�RI�PHDQLQJ��6R��LQ�7KH�,QN�DQG�:DVK�5HVHDUFK�/HFWXUHV�VHULHV��LW�LV�QRW�GL̇FXOW�WR�XQGHUVWDQG�ZK\�=KX�

Wei tried to seek for a balance between the form and image, language and meaning. In this series, there are three types 

RI�LPDJHV��RI�ZKLFK�WKH�PRVW�FOHDU�LV�WKH�¿JXUH�DQG�URFNHU\��,Q�=KX
V�SDLQWLQJV��WKH�¿JXUHV�DUH�JHQHUDOO\�GXOO��DW�D�ORVV�

and they are very similar to each other from their faces to their gestures. It is clear that this is a group of people without 

SHUVRQDOLW\��7KH�VRXUFH�RI�WKHVH�¿JXUHV�LV�QRW�FOHDU��EXW�IURP�WKHLU�GUHVV�DQG�ORRN��WKH\�FRPH�IURP�D�VDPH�VRFLDO�FODVV��

Zhu Wei did not clearly explain whether they are the intellectuals or belong to the middle-class. For these works, the 

artist once said, "Over the past two or three decades, Chinese people's living environment has changed a lot. Many 

people have experienced jazz, bar, loan, mortgage and the like, but in fact, there is no relief in the ambition, and people 

have become tired, no longer passionate like the past. It seems that we are all enduring this state. So what I painted 

is just the state of enduring." Rockery in the sense of image will not be accompanied by clear social information, so, 

FRPSDUHG�ZLWK�WKH�ZRUNV�RI�¿JXUH��LW�FDQ�PRUH�KLJKOLJKW�WKH�H[SUHVVLYH�IRUFH�RI�ODQJXDJH�

Since 2013, "new ink painting" and "new Gongbi" have been the integral part of Chinese contemporary art movement. 

勚⚾վ╚㎼╚㎼տ�曬俚���
;IV�8FJ�$IJOB�$IJOB�&EJUJPO�PG���

楣檶ꦨ겱㗛 ��)BOE�QBJOUFE�CFSHMBTT�TDVMQUVSF�
����DN�����DN�����DN�����
勚⚾訒娉 ��4JHOFE�;IV�8FJ
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%XW�WKHUH�LV�QR�FOHDU�GH¿QLWLRQ�RI��QHZ���+RZHYHU��WKHUH�PXVW�EH�D�IUDPH�RI�UHIHUHQFH��,W�LV�WUDGLWLRQDO�LQN�SDLQWLQJ�DQG�

traditional Gongbi. Actually, on mentioning traditional ink painting and traditional Gongbi, we not only refer to art 

form, art language, but also artistic and cultural system which is already complete after hundreds years' development. 

From this perspective, "new" things should be considered in the context of art history. How to create "new" art? 

Whether through language, rhetoric and methodology of art creation or through media, aesthetics and theme? Zhu 

Wei doesn't care whether his works are "new Gongbi" or "new ink painting". He keeps current art trend at a distance. 

As for the inner logic of art language, he is seeking for a way to stick with tradition without being fettered by tradition. 

He wants to make a breakthrough no matter how small it is.

In his work The Ink and Wash Research Lectures, he tried to paint on newspapers but still used the traditional ink-

based rendering technique. The newspaper itself carried a variety of information, which was hidden or significant 

after rendering, so it was integrated into the meaning system of the work. Similarly, rockery can be seen as a symbol of 

Chinese traditional culture, but in the The Ink and Wash Research Lectures, it is the object of gaze. Rockery, together 

with the bright red curtain, clearly and directly transmits the unique Chinese visual tastes and cultural characteristics. 

Because in this series of works, the red curtain, as the carrier of abstract form, is both visual and full of ideology and 

can also bear the unconscious visual and cultural psychology of contemporary Chinese collective. From this point of 

YLHZ��UHJDUGOHVV�RI�¿JXUH�RU�URFNHU\��ZKHQ�WKH\�DSSHDU�EHIRUH�WKH�UHG�FXUWDLQ��WKH�WZR�LPDJHV�DQG�YLVXDO�PHDQLQJV�DUH�

in a state of confrontation. But for Zhu Wei, this image narrative is not important. What is important is that through 

his paintings people can feel the cultural and aesthetic experience of contemporary Chinese people.

July, 2017

Wangjing Dongyuan
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The Successful Integration Between the Tradition 
and the Contemporary - an Interpretation of Zhu 
Wei's Artistic Pursuit

Lu Hong

"SU�EJSFDUPS�PG�4IFO[IFO�"SU�.VTFVN�GBNPVT�DSJUJD�BOE�JOUFSOBUJPOBM�DVSBUPS

We can easily find the contemporary characteristics in Zhu Wei's artworks if we simply adopt the approaches of 

iconography and sociology, since it's obvious that his works are well related with contemporary life and this can be 

clearly seen in many series like "The Story of Beijing", "Sweet Life", "The Utopia" and "China Diary". However, such 

an interpretation will reduce his works to some common concept, or some symbolic allegory. As we know, there are 

numerous similar articles like that. By not talking about an artwork itself, instead, just imposing some unrelated 

H[WHUQDO�VWDQGDUGV�RQ�LW��WKHVH�DUWLFOHV�FRXOG�KDUGO\�¿QG�DQ\�DUWLVWLF�YDOXH�LQ�DQ�DUWZRUN��+RZHYHU��,�ZRXOG�QRW�GHQ\�

WKDW�=KX�:HL�ZDV�JUHDWO\�LQÀXHQFHG�E\�FRQWHPSRUDU\�OLIH�RU�FHUWDLQ�FRQFHSWV��EXW�,�EHOLHYH�WKH\�DUH�MXVW�UDZ�PDWHULDOV�

Zhu Wei needs to deal with. He is always facing and solving many form issues, which cannot be solved easily through 

merely depicting contemporary life or presenting new concepts - if so, many people could become outstanding artists. 

In fact, I remember some artists could do much better than Zhu Wei in talking about new concepts. An art form, 

including composition, modeling, brushwork and coloring, is a relatively independent system. It has its own origin, 

and its own history. Its development depends more on the rules of an internal structure and self-improving system. 

It's impossible for an artist to be written into the history if he tries to take the shortcut to create some new rules before 

he masters the existing ones. Therefore, even those most innovative artists in the history could not but chose some 

pattern or convention as their starting point, and then, they changed and reconstructed the rules. There is no other 

way. Based on this position, I insist that the key point to understanding Zhu Wei's art is to start from his works, after 

WKDW�ZH�FDQ�DQDO\]H�RU�VWXG\�KRZ�WKH�FRQWHPSRUDU\�OLIH�DQG�FHUWDLQ�FRQFHSWV�D̆HFW�WKH�ZD\�KH�UHXVHV�DQG�LQQRYDWHV�WKH�

art form. As French art historian Henri Focillon proposed in his book The Life of Forms in Art, "technique is the most 

important".<�> I very much agree to the same principle.

We could see from Zhu Wei's artworks that the main form of his creation undoubtedly came from the great traditional 

LPSHULDO�FRXUW��*RQJEL��¿QH�EUXVK��SDLQWLQJ��+HUH�RQH�LVVXH�LV�KLJKOLJKWHG��ZK\�GLG�QRW�=KX�:HL�GLUHFWO\�LPLWDWH�WKH�

form of Western modern painting as some other artists did? As theorist Wu Hong pointed out in an article, over the 

past 30 years the focus of some ink painters is how to make ink painting contemporary and globalized <�>. Isn't this a 

quick way to make the ink art "contemporary" and "globalized"? Moreover, comparing to Xieyi (freehand) painting, it 

is easier for Gongbi painting to imitate the Western modern style. I guess the reason why Zhu Wei took the opposite 

GLUHFWLRQ�LV�¿UVWO\�UHODWHG�WR�KLV�DFDGHPLF�EDFNJURXQG��VHFRQGO\��LW�UHODWHV�WR�KLV�DUWLVWLF�LGHDO��6R��ZKDW�H[DFWO\�LV�KLV�

artistic ideal? Obviously, it is the innovation based on tradition, for the pursuit of a contemporary expression that is 

FRPSOHWHO\�GL̆HUHQW�IURP�WKH�:HVW��,Q�WKLV�UHJDUG��KH�RQFH�VDLG���,�KDYH�EHHQ�SDLQWLQJ�LQN�SDLQWLQJV�IRU�QHDUO\�WKUHH�

decades, and all the materials and techniques I use are from the tradition or closely linked with the tradition. I've never 
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avoided the tradition, but what I paint are today's people and things, namely, the contemporary themes. So, I have 

never felt that the contemporary is isolated from tradition. Applying the past to the present is my concept and context 

of ink painting."<�>�Of course, this also makes his exploration meaningful during the process of re-localization.<�>

I noticed that in the process of utilizing and reshaping traditional painting, Zhu Wei has gone through an experimental 

process of constant trials and errors or constant adjustments. Documents showed that he also had earlier attempts in 

other ways. Take “Portrait No.2 derivative from Bada's landscape brush style, the embryo of Beijing Story” created in 

1988 as an example, it's easy to discover that he then was depicting people and Tian An Men of the Republic of China 

with a minimalist freehand brush on processed rice paper that emphasizes the sense of oldness and time. Moreover, 

he also borrowed forms from traditional mural paintings; that is on the deep blue rectangular grounding, he wrote 

GRZQ�VRPH�FKDUDFWHULVWLFV�LQ�VLPSOL¿HG�&KLQHVH�LQ�ZKLWH�FRORU��7KH�ZRUN�GLG�IHDWXU�&KLQHVH�FKDUDFWHULVWLFV�D�ORW��\HW�

LW�LV�QRW�JRRG�HQRXJK�LQ�WKH�VHQVH�RI�WKH�WLPHV��0D\EH�KH�VHQVHG�WKH�GL̆HUHQFHV�EHWZHHQ�SHUVRQDO�LQWHQWLRQ�DQG�IRUP�

WKHQ��KH�PDGH�VLJQL¿FDQW�DGMXVWPHQWV�WR�KLV�FUHDWLRQ��7DNH�KLV�³%HLMLQJ�6WRU\��&RORUIXO�6NHWFK��1R��´�SDLQWHG�LQ������

as an example, though he maintained the approach of using processed rice paper with ancient sense as the grounding 

RI�SDLQWLQJ��\HW�KH�WXUQHG�WR�UHIHU�WR�WUDGLWLRQDO�LPSHULDO�FRXUW��UH¿QHG��SDLQWLQJ�LQ�FUHDWLRQ��ZKLFK�DOVR�EHFDPH�KLV�

later main way to go. As we see, in this painting depicting the plot of Peking Repartee, he not only made meaningful 

deformation to figures, but also used the small surface of Cubism in his background. It's precious that he made a 

wonderful integration of the two. In Zhu Wei's picture, there are the following elements that led to the distortion of 

¿JXUHV��¿UVWO\��IROORZLQJ�WKH�PRGHOLQJ�IRUP�RI�WUDGLWLRQDO�LPSHULDO�FRXUW��¿QH�EUXVK��¿JXUH�SDLQWLQJ��=KX�:HL
V�ZRUN�

makes a transformation to cater to contemporary peoples. Moreover, during this process, he successfully created 

EROG�VROGLHU��UHG�ÀDJV��¿YH�SRLQWHG�VWDUV�� ODWWLFH�ZLQGRZV��EDQDQD�OHDYHV�DQG�RWKHU�DUWLVWLF�V\PEROV�IXOO�RI�SHUVRQDO�

features based on his special personal experiences, and he successfully transformed these symbols into forms. Actually 

this is a process that new subjects and new sense, including “socialism experiences”, entered traditional conventions 

and reshaped them; <�>�WKHQ�LQ�WXUQ�WKH�UHVXOWV�LQÀXHQFHG�WKH�RYHUDOO�VWUXFWXUH�DQG�GHDOLQJ�DSSURDFKHV�RI�WKH�SLFWXUH�
naturally; secondly, Zhu Wei's humorous mentality also had certain impact which not only promoted his expression 

of absurdity in life with wisdom in a mocking way, but also helped him to form a modeling way with personal 

FKDUDFWHULVWLFV���IRU�H[DPSOH��WKH�IDFHV�RI�KLV�¿JXUHV�IHDWXUH�ELJ�KHDG��ELJ�QRVH��ELJ�PRXWK�DQG�VPDOO�HDUV�ZKLFK�PDGH�

SHRSOH�UHFRJQL]H�WKDW�WKH\�DUH�=KX�:HL
V�DUWZRUN�DW�WKH�¿UVW�JODQFH��WKLUGO\��WKH�ÀDW�DQG�GHFRUDWLYH�FKDUDFWHULVWLFV�

FDXVHG�E\�WKH�SURFHVV�DQG�PDWHULDO� LQ�WUDGLWLRQDO�¿QH�EUXVK�SDLQWLQJ�FDOOHG�³DOXP�ZDWHU�IRU���OD\HUV�DQG�G\HLQJ�IRU�

9 layers” also played a role. That is to say, he has always been doing a contemporary transformation based on the 

WUDGLWLRQDO�DHVWKHWLF�SULQFLSOHV�RI�¿QH�EUXVK�SDLQWLQJ��+DYLQJ�LQ�PLQG�WKDW�VRPH�¿QH�EUXVK�DUW�SDLQWHUV�RIWHQ�UHIRUP�

¿QH�EUXVK�SDLQWLQJ�LQ��'�DSSURDFKHV�RU�ZHVWHUQ�UHDOLVWLF�WHFKQLTXHV��,�FRXOG�UHDOL]H�WKH�EULOOLDQFH�RI�=KX�:HL�HYHQ�

better. Related with this, Zhu Wei also went further deeply into his creation pursuit; namely, on one hand, he adopted 

the big-close up approach often used in modern photography into his paintings, for example, this composition is used 

in “The Story of Beijing, No.3” and his recent works “The Ink and Wash Research Lectures” series; on the other hand, 

he used surrealistic approach through juxtaposing ancient peoples and modern peoples together in picture, which we 

can see in “My Story No.1” and “New Positions of the Brocade Battle, No.5” which showed the coexistence of modern 

soldier and ancient child. Besides, he also utilized “post-modern” approaches like “image appropriation” and “reforming 

the classics”, for example, there are utilization and re-processing of traditional Chinese painting subjects in both “Two 

5HG�)ODJV��1R��´�DQG�³&KLQD�'LDU\�1R���´��7KH�IRUPHU�RQH�IHDWXUHG�=KX�:HL
V�UHIHUHQFH�ERUURZHG�IURP�³&DR�%X[LQJ
V�

GHSLFWLQJ�RI�FORWKHV�ORRN�OLNH�MXVW�FRPLQJ�RXW�IURP�ZDWHU´�DQG�GHVFULEHG�GHWDLOV�RI�UHG�ÀDJV�ZKLFK�LV�FORVHO\�UHODWHG�WR�

the memory of contemporary Chinese; the latter, however, showed Zhu Wei's re-process of the details of “Five Bulls 

Picture”, a masterpiece of Tang Dynasty painter Han Huang. As for the coloring, in my mind, though Zhu Wei added 

some new approaches based on the lightening of modern life and western modern art, he is still in the traditional 

勚⚾վ◜⚂տ���;IV�8FJ�&WFOU�
维勔駦虝 ��*OL�BOE�$PMPS�PO�1BQFS

���DN�����DN��������
勚⚾矸⻐ ��4JHOFE�CZ�;IV�8FJ

勚⚾վ◜⚂տ���;IV�8FJ�&WFOU�
维勔駦虝 ��*OL�BOE�$PMPS�PO�1BQFS
���DN�����DN��������
勚⚾矸⻐ ��4JHOFE�CZ�;IV�8FJ
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SDLQWLQJ�SURFHGXUH�DQG�LV�VWLOO�XVLQJ�FRORUV�IURP�&KLQHVH�SDLQWLQJV��7KH�VREHU�YLVXDO�H̆HFW�ZLWK�VHQVH�RI�WKLFNQHVV�LQ�

thin coloring is achieved through his many times dyeing and rendering blending color and ink; it also has a totally 

GL̆HUHQW�DUWLVWLF�VHQVH�IURP�ZHVWHUQ�SDLQWLQJV��8QGRXEWHGO\��WR�D�FHUWDLQ�H[WHQW��WKH�XQLTXH�VW\OH�LQ�=KX�:HL
V�DUWZRUN�

is established upon his alternative utilization of the features stated above. I must emphasize that the “Album of Vernal 

Equinox”, a recent series of Zhu Wei changed the past freehand approach and adopted traditional composition. For 

example in “Album of Vernal Equinox NO.17”, four agravic peoples are drawn on the widely empty background, which 

stand there dully like four tumblers. A bunch of blossoming peaches on the mid-left part of the picture is manifesting 

the coming of spring yet the scene that spring outing peoples who are in isolation from one another seem to be 

implicating that peoples have a strange mentality that keep looking out one another and emphasize self-protection 

in the declining era. Yet in his new works “The Ink and Wash Research Lectures series” series, he still adopted his 

QRUPDOO\�XVHG�FORVH�XS�FRPSRVLWLRQ�DQG�UHG�FRORU�WRQH��7KH�EDFNJURXQG�LV�WKH�UHG�ÀDJ�V\PERO�KH�FUHDWHG�ZKLOH�LQ�WKH�

foreground, it's a Chinese man of strong modeling style of Zhu Wei who is in Chinese tunic suit and looks dull, numb 

and slow, or with the hair style that the separation line lies in the middle or on one side; or with eyes open or closed. I 

don't know other people's feel about them; as to me, after viewing these paintings, I sensed the great impact on most 

Chinese people from a kind of strong invisible power. So in my mind, they seem to be portraits of the era. I believe that 

all people with the same background could read out some personal thoughts of their own from these works.

Today, people rarely talk about the conventional representation problem in Chinese painting when touching Chinese 

painting and contemporary ink and wash. Some even think that Chinese art has always emphasized conventional 

representation; it is like this in painting as in opera. I remember once Mr. Jiang Zhou said in an article that “the 

integration of the East and the West made Chinese traditional painting gone through an almost damaging development 

in the 20th century, when many precious excellent elements were lost for that; the lesson we got in it needs to be 

reflected entering the new century.” He also said that “development of Chinese traditional painting is a process 

solving the relationship between formula and reality, rather than cancelling the basic formula to rely on because of 

the existence of this relationship. No formula, no Chinese traditional painting.”<�> I agree with him a lot and here I 

ZDQW�WR�VXSSOHPHQW�VRPHWKLQJ��WKH�DUWLVWLF�UHSUHVHQWDWLRQ�IRUPXOD�RI�WUDGLWLRQDO�¿QH�EUXVK�SDLQWLQJ�QRW�RQO\�VKRZHG�

a special aesthetic assumption, but also formed a set of special representation principles and thinking logic. Heritance 

and development could only be gained through good training up to a precise extent. Looking back to those outstanding 

painting masters in the history of China, all of them had precisely grasped the traditional formulas before they could 

create their personal ones. With a profound and overall understanding of the art history of China, Zhu Wei of course 

knows well about this point. His brilliance lies in that he can on one hand well inherit the representation formula of 

WUDGLWLRQDO�¿QH�EUXVK�SDLQWLQJ��ZKLOH�RQ�WKH�RWKHU�KDQG�ZHOO�UH�FRQVWUXFW�WKH�QHZ�WUDGLWLRQ�RI�¿QH�EUXVK�SDLQWLQJ�ZLWK�

new subjects, new ideas and new experiences, which made him feel free to do brand new artistic manifestation. This 

reminds me of the following words of Ooka Makoto, an artistic critic of Japan:

“All products of human civilization hide in the past time and space, which is unknown world to every one of us. What 

we need to do, is to start exploring it from now on and take it as something of our own, namely to acquire 'future' 

again. Based on such a consideration, what I try to discover is a new Du Fu, new Mozart, new Baudelaire, and new 

Matsuo Basho. For me, they are never people of the 'past', but on the contrary, they are people of 'our future'. When 

we enter their worlds, we enter the future rather than withdraw to the past. In this sense, I think, one of the greatest 

powers of culture and art is that they can turn the past into the future.” [7]

I don't know whether Zhu Wei has read these words of Ooka Makoto or not, but I think, he is unanimous with Ooka 

Makoto mentally. Otherwise he cannot develop the contemporary elements he excavated from the traditional imperial 

FRXUW��¿QH�EUXVK��SDLQWLQJV��$QG�WKLV�SXUVXLW�ZKLFK�FORVHO\�FRQQHFWV�FRQWHPSRUDU\�DUW�ZLWK�WKH�WUDGLWLRQDO�FRQWH[W�

is precisely what we must give full attention to when we do contemporary art creation or participate in international 

GLDORJXHV��0\�WHDFKHU��WKH�IDPRXV�DUW�KLVWRULDQ�5XDQ�3X�RQFH�VDLG��³&KLQHVH�¿QH�EUXVK�SDLQWLQJ�LV�D�JHQUH�ZLWK�D�JUHDW�

future and should be well developed.” Zhu Wei proved the rightness of Professor Ruan Pu's view.

In the new era emphasizing artistic invention and personality expression, Zhu Wei kept good tension between 

“creation” and “reservation” which well worth learning from for other painters. The inspiration he gives us is: when 

seeking for the expression of contemporary life, it's important to inherit and develop the traditional expression and 

make something new and better. Against the background that contemporary art is going on a globalized homogenous 

GHYHORSPHQW��LVQ
W�WKLV�SXUVXLW�RI�GL̆HUHQWLDWLRQ�H[SUHVVLRQ�HYHQ�PRUH�LPSRUWDQW"

I wish Zhu Wei a greater success!

At Marco Polo Hotel, Hong Kong

Dec.16, 2012

NOTES:

[1] Henri Focillon, The Life of Forms in Art, Peking University Press, January, 2011.

[2] Wu Hong, Integration of Chinese Contemporary and Tradition: Re-Outlining, published on Hong Kong M+ Art Center website.

[3] Zhu Wei: Techniques and Materials Can Be Inherited, But Not Spirit, published in Art website www.99ys.com: Song Rui interviewing Zhu Wei.

>�@�'XULQJ�WKH�³¶���1HZ�:DYH´�SHULRG��DV�D�UHEHOOLRQ�DJDLQVW�WKH�H[WUHPH�OHIW�&XOWXUDO�5HYROXWLRQDU\�FUHDWLRQ�PRGH��&KLQHVH�QHZ�ZDYH�DUWLVWV�

borrowed ideas and methods more from western modern art; which, though helped surpass Cultural Revolution mode and open multiple patterns, 

EURXJKW�DERXW�³GH�6LQR¿FDWLRQ´�SUREOHP��)URP�PLG�����V�RQZDUG��&KLQHVH�FRQWHPSRUDU\�DUW�VWDUWHG�WR�PDNH�DQ�H̆RUW�RQ�³UH��6LQR¿FDWLRQ´��ZKHUH�

the importance of Zhu Wei’s pursuit was revealed.

>�@�+HUH�WKH�VR�FDOOHG�³VRFLDOLVP�H[SHULHQFH´�VSHFL¿FDOO\�UHIHUV�WR�WKH�FROOHFWLYH�PHPRU\�RI�&KLQHVH�SHRSOH�DIWHU������

>�@�3XEOLVKHG�LQ�:HQ\L�%DR��/LWHUDU\�*D]HWWH���RQ�0D\���VW��������HGLWLRQ���

[7] See Core Problems in Modern Art, by Ooka Makoto, published in World Literature, issue 1, 1990.

(First published in Zhu Wei: Works 1988-2012, China Today Art Museum Publishing House, January 2013, p.10)
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Inscription in this Era

Zhu Zhu

Born in Yangzhou, Jiangsu Province in September, 1969
Poet, curator and art critic
The main exhibitions he curated include “Yangtze River Bridge”(2007), “Starting Point 
The ‘Stars Art Society ’Retrospective Exhibition”(2007), “Individual Case—Artists in Art 
Critique”(2008); he also worked as co-curator in the "Reshaping History" exhibition with 
Lv Peng and Gao Qianhui (2009)

In our tradition, literati had always been good at both writing and painting. However, most artists nowadays have 

given up the pursuit of writing. As a curator, I felt that if an exhibition requires them to write something, they feel like 

being tortured. They would rather receive interviews than to face the blank paper alone, as if they were dizzy abysses...

7KHLU�UHOXFWDQFH�WR�ZULWH�UHÀHFWHG�WKH�ORVV�RI�RXU�WUDGLWLRQV��EXW�LW�GRHVQ
W�QHFHVVDULO\�PHDQ�WKDW�WKH\�ODFN�UHDGLQJ��

probably they are just too shy of their own words. On one hand, since the inscription on painting is no longer required, 

they stopped daily exercise in that aspect. Compared with their professional visual technique, their writing appeared 

more and more amateur. On the other hand, there is an attitude extended from probably the modernism elite 

consciousness that asks artist to hide behind their works and let the work to manifest itself, leaving a mysterious space 

that is full of imagination forces between the artist and viewers.

As an ink painter, Zhu Wei treated writing more like a traditional intellectual. In his early works, he retained the 

tradition of inscription--friend Cui Jian's rock music lyrics or his notes, which are integrated with the pictures. What's 

more, in recent years, he has written a large number of essays at the invitation of magazines that could be collected 

to make a volume. For him, "the ancient painters could play musical instruments, write poems or articles, and even 

ZHQW�WR�ULFK�SHRSOH
V�KRXVH�DV�D�UHWDLQHU�WR�WDON�DERXW�VXQGU\�VWX̆V��LQFOXGLQJ�DVWURQRP\��JHRJUDSK\��DQHFGRWHV�IURP�

勚⚾վ徿㻘鉿偳㎽տ���;IV�8FJ�5SBWFMFST�"NPOH�.PVOUBJOT�BOE�4USFBNT
维勔駦虝 ��*OL�BOE�$PMPS�PO�1BQFS
���DN�����DN��������
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past and today and the way of being a true man. We contemporary painters don't have those opportunities, but we 

can do things that the ancient painters can't too. Take me for example, besides painting, I also carve woodprint, make 

sculpture in the factory, write column essays for art magazines and shoot movies for rock music bands. All these must 

be the extension of ink painting." The words besides the painting seemed short, cynical and sarcastic, the same as his 

paintings, that personal tone implied fury and pride of Ba Da Shan Ren (Zhu Da)’s “supercilious look into the sky”, as 

well as the agility and tease of Jin Nong's Dong Xin’s Inscription on Paintings. If we view it from a literary perspective, 

he probably inherited the Twenty Years Witness of the Bizarre Present, or Lu Xun's ironic and banter writing style. His 

expression has rich Beijing tone. Whatever he said is both amusing and thought-provoking. The frequently appeared 

VODQJV�WKDW�WKH�3HNLQJHVH�DOZD\V�VD\�FRQVSLUHG�WR�WKH�FROORTXLDO�DQG�YLYLG�H̆HFWV��,�HYHQ�GRXEW�WKDW�KH�WROG�KLV�LGHDV�WR�

D�UHFRUGLQJ�SHQ�¿UVW�DQG�WKHQ�WUDQVIRUPHG�WKDW�LQWR�WH[WV�

For the 30 years of contemporary art, Zhu Wei is a witness, a pioneer, as well as a stander-by. In the 1990s when he 

DOUHDG\�KDG�RYHUVHDV�LQÀXHQFHV�DQG�HQWHUHG�WKH�FRPPHUFLDO�WUDFNV��WKH�PDMRULW\�RI�&KLQHVH�DUWLVWV�ZHUH�VWLOO�VWUXJJOLQJ�

WR�VXUYLYH��+RZHYHU��ZLWK�WKH�QHZ�FHQWXU\
V�FRPLQJ��WKH�ZKROH�VLWXDWLRQ�KDV�VHHQ�VLJQL¿FDQW�FKDQJHV��ZKLFK�OHG�WR�

his disappointment. He didn't indulge himself in that disappointment, but he began to criticize and ironize both 

the western and home arts through comparing his personal experience and contemporary art context. Like what I 

H[SUHVVHG�LQ�P\�DUWLFOH�$EVHQW�$WWHQGHH���,W�LV�SUHFLVHO\�KLV�SDUWLFXODU�H[SHULHQFHV�DQG�DQ[LHW\��UHÀHFWLRQ�RQ�WKH�SULFH�

he paid and involvement and witness of contemporary art evolution that resulted in his essay style--aggressive, sharp 

and extreme." What he highlights is the discourse hegemony of western colonialism:

Over the decades, whether you are vanguard or not, "85" or '"post 89", the people who are serious about art and with 

some culture responsibility are more or less feel depressed. No matter what they may say, their dreams have been 

VKDWWHUHG��)RU�H[DPSOH��LI�ZH�YLVLW�RWKHU�SHRSOH
V�KRPH��DQG�PDNH�D�SL]]D�ZLWK�WKH�ÀRXU�DQG�HJJV�ZH�EURXJKW�DQG�WKHLU�

kitchen appliance. They would praise you if it tastes good. But if you want to make a Jianbing(the Chinese pancake), 

they would be unhappy immediately.

On the other hand, he became increasingly sensitive and appalled by the colonization trend of the Chinese 

contemporary art. For example, with an amazed and surprised mood, he discovered that "Richter alone is half of 

Chinese contemporary art history", and that imitation received great success:

Over 100 Chinese painters imitated Richter’s focus-out approach, however, at the end of last year, the price of Richter’s 

paintings were not as high as half of Chinese painters', and were also not as well sold as the Chinese painters'…

"The fake" exceeded the genuine painting. In Zhu Wei's view, it's already not worship or imitation, for in which there 

ZDV�VWLOO�VRPH�NLQG�RI�VLQFHULW\�DQG�UHFRJQLWLRQ�H̆RUWV��EXW�WKH�&KLQHVH�FRQWHPSRUDU\�DUW�KDV�WXUQHG�LQWR�DQ�DQ[LRXV�

trend-following and partial steal, completely failed the research and analysis of western art, but only sought for the 

crash shaping of "contemporary" look.

As contemporary art was not born in our homeland, the artists, critics, art dealers can only act like what railroad 

JXHUULOODV�GLG�ZKHQ�WKH\�ZHUH�¿JKWLQJ�WKH�-DSDQHVH�LQWUXGHUV��HYHU\ERG\�KROG�D�UDNH��DV�ORQJ�DV�WKHUH�LV�WUDLQ�GULYLQJ�

QHDU��UHJDUGOHVV�RI�WKH�FRQVHTXHQFHV��WKH\�XVH�WKHLU�UDNH�WR�SXOO�WKH�VWX̆�RXW�RI�WKH�WUDLQ��ZLWKRXW�FRQVLGHULQJ�KRZ�

much they can get.

However, Richter is changing and the western contemporary art is moving forward. For the pace-following Chinese 

contemporary art, sticking to go along other people's tracks is no doubt a thing without ego and future.

The Chinese contemporary art has been pulling all sorts of things together constrainedly. We are just imitating to make 

every art form that the western has. In the 21 century, the western contemporary art is progressing rapidly. It's sad 

that we have no idea what would go in fashion next time and even can do nothing about it.

In those writings, Zhu Wei analyzed the western centralism, the negative impacts of commercialization and a most 

XUJHQW�PLVVLRQ��WKH�UHPRGHOLQJ�RI�FXOWXUH�VXEMHFW��$V�IRU�KLV�LGHQWLW\��KH�VWUHVVHG�WKH�VLJQL¿FDQFH�RI�UHMXYHQDWLQJ�LQN�

paintings. Surely, he had made the further recognition that the basis lacked for remodeling is that "today's artists are 

not strong enough to paint with the strength of their personalities."

 "Art should follow the times", art should correspond to reality and voice for the society, this has been the consistent 

claim of Zhu Wei. He is also realizing that claim through writing essays. In contrast with the careful consideration of 

personal styles and repeated adjustment of an artist in painting, those words are more wild and agile, which inscribed 

on our times with satire like "cactus spines".

May, 2012

Zhu Wei's collection of essays Behind Of Your Time, Published by Today art museum publishing house 2013, First Published in Oriental Art . 

0DVWHU��6HSWHPEHU�������S������
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Using the Past to Serve the Present
-Traditional Elements in the Art of Zhu Wei

Alfreda Murck

Alfreda Murck earned a PhD at Princeton University in Chinese art and archaeology with 
an emphasis on the history of Chinese painting. She worked in the Asian Art Department 
DW� WKH�0HWURSROLWDQ�0XVHXP�RI�$UW��1HZ�<RUN�� IURP� ����������� 6LQFH� ������ VKH�ZRUNHG�
as researcher at Beijing Palace Museum’s Painting and Calligraphy Research Center.

Zhu Wei is famously a painter of political and social subjects who regularly draws on motifs from traditional Chinese 

SDLQWLQJ��+H�MX[WDSRVHV�DQFLHQW�DQG�XQPLVWDNDEO\�PRGHUQ�¿JXUHV�WR�R̆HU�UHÀHFWLRQV�RQ�&KLQHVH�OLIH�DQG�VRFLHW\�IURP�

the perspective of the era of reform and opening that began in the early 1980s. He also works with traditional media, 

but evolved his own ways of using them. There are clear connections to the period of the Cultural Revolution and 

quotations from the art of the imperial past marshaled to tell stories of the more recent past. The mood is gently ironic. 

Cadres in their Mao jackets and motifs from Song or Yuan dynasty paintings seem equally distant in both being part 

RI�KLVWRU\��=KX�:HL¶V�DUW�UHÀHFWV�D�FXOWXUH�DQG�VRFLHW\�WKDW�KDYH�FKDQJHG�GUDPDWLFDOO\��VR�WKDW�WKH�TXHVWLRQV�RI�ZKDW�LV�

enduring, and how we are to understand the recent past come to the fore.

Zhu Wei’s most recent work is a series of paintings under the title “Vernal Equinox”, which carries his art in a new 

GLUHFWLRQ��,Q�³9HUQDO�(TXLQR[�1R���´��)LJ�����ZHLJKWOHVV�¿JXUHV�OHYLWDWH�DJDLQVW�DQ�XQGH¿QHG�JURXQG�DPLG�ÀRZHUV�DQG�

OHDYHV��7KHLU�IDFHV�DUH�LPSDVVLYH��EXW�YDULRXVO\�UHJLVWHU�JOXP�LQGL̆HUHQFH��GLVWUHVV��VXUSULVH��RU�VDWLVIDFWLRQ��+DQGV�DUH�

tucked into pockets or folded into sleeves recalling the idea of passively “looking on with folded arms”.  Scale varies, 

EXW�QRW�FRQVLVWHQWO\�HQRXJK�WR�LQGLFDWH�UHFHVVLRQ�RU�VSDFH�� �+DLU�ZKRRVKHV�XS�DV�WKRXJK�WKH�¿JXUHV�DUH�GURSSLQJ��

or blowing in the breeze like seeds of germinating trees. Looking rather like untethered balloons, the figures are 

unconnected, neither looking at each other nor us. 
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At the lower left, a branch of peach blossoms in luxuriant bloom is larger than any of the figures and anchors the 

painting. This is a quotation from an anonymous small round fan of the Southern Song (960-1278), here painted much 

larger and on paper instead of silk (Fig. 2). On the left and right borders are impressions of large seals, deployed in the 

manner of collectors’ inventory seals, half on the painting and half on a now-missing mounting. One legend is “www,” 

an incomplete website address. In most, we see the characters Zhu Wei, cut in half vertically. These are interspersed 

with smaller seals, with such legends as “Eight or Nine Out of Ten” (Shi you ba jiu),  “Zhu Wei Authentication Seal” (Zhu 

Wei yin jian), or “www zhuweiartden com”.  There is a small signature on the right edge in a variant of seal script.   

    

7KH�VHULHV�WLWOH�UHPLQGV�WKDW�LW�LV�VSULQJ�DQG�WKHVH�ÀRDWLQJ�¿JXUHV�PD\�EH�IDOOLQJ�LQ�ORYH��,W�LV�WKH�WUDGLWLRQDO�PRWLI�RI�

WKH�WKLFNO\�EORVVRPLQJ�SHDFH�EORVVRPV�WKDW�FRQILUPV�WKH�URPDQWLF�FRQQHFWLRQ��7KH�SRHW�7DR�4LDQ�����������JDYH�

peach blossoms a measure of fame when he wrote the “Peach Blossom Spring Preface” about a remote valley far from 

the strife of a war-torn world. In later centuries peach blossoms were increasingly associated with sensual pleasure 

such as in the popular seventeenth century play Peach Blossom Fan.<�> In Vernal Equinox No. 1, while peach blossoms 

communicate romance, the individual experience is inequitable. Some figures float in contentment; earth-bound 

¿JXUHV�DUH�OHIW�PHUHO\�WR�WKLQN�DERXW�ORYH��WR�GZHOO�RQ�PHPRULHV�RU�ORQJLQJV��7KH�³9HUQDO�(TXLQR[´�VHULHV�ZLOO�KDYH�

many more images. When it is complete, we will have a better idea of how these individual stories are resolved.

Like many of Zhu Wei’s works in recent years, the “Vernal Equinox” paintings are patinated and the colors are made 

PRUH�QXDQFHG�E\�ULQVLQJ�DQG�IXUWKHU�ZRUNLQJ�WKH�SDLQWLQJ�VXUIDFH��+RZ�GRHV�=KX�:HL�DFKLHYH�WKLV�GLVWLQFWLYH�H̆HFW"�

Early in his painting career, Zhu Wei elected to work in the traditional media of soft-haired brush, ink and paper. He, 

however, manipulates them in unconventional ways. The mulberry-bark paper, which is made in Anhui province to his 

VSHFL¿FDWLRQV��KDV�WR�EH�VWURQJ�DQG�UHVLOLHQW�WR�KROG�XS�XQGHU�WKH�UHSHDWHG�VRDNLQJV��+H�DQWLTXHV�WKH�SDSHU�E\�EUXVKLQJ�

on a mustard-colored wash. The paper being treated lies on a wooden grid or nubby carpet which creates interesting 

patterns as pigments puddle in the hollows of indentations. Zhu Wei keeps watch as the paper dries, sometimes 

VRDNLQJ�XS�RU�ZDVKLQJ�R̆�XQZDQWHG�SLJPHQWV�

He carefully considers the elements that will best express his thoughts, distilling designs from multiple sketches. 

For the key persona model sketches (fenben稻勔 ��DUH�PDGH��7KH�PRGHO�VNHWFK�DOORZV�KLP�WR�VKLIW�WKH�¿JXUHV�DURXQG��

WR�PXOWLSO\�WKHP��WKH�FKDUDFWHUV�RIWHQ�DSSHDU�LQ�SDLUV���DQG�WR�UHFRPELQH�WKHP�LQ�GL̆HUHQW�FRQWH[WV��:LWK�WKH�PDLQ�

elements in place, lines are inked with a traditional brush. In the modern era, because Chinese characters are written 

with pens, pencils and computers, the soft brush is no longer a necessity of daily life, but an aesthetic exercise. Zhu 

Wei inks such lines as are needed with a deft and light touch. The forms are primarily formed with color washes in 

both vivid and muted tones. Before finalizing the eyes and hair, he rinses the paper under the tap, crunching the 

SDLQWLQJ�KHUH�DQG�WKHUH��,W� LV�D�SURFHVV�WKDW�WDNHV�¿QHVVH��H[SHULHQFH�DQG�D�OLWWOH�FRXUDJH�EHFDXVH��PRUH�WKDQ�RQFH��

the paper has given way, spoiling the painting. Despite the risk, it seems worth doing as the results are intriguing: 

an antiqued surface, mottled and cracked, with a distinctive texture and depth. The relatively slow pace at which he 

produces art, recalls the Tang dynasty poet Du Fu’s description of a contemporary who simply could not be rushed: “Ten 

GD\V�WR�SDLQW�D�SLQH�WUHH��¿YH�GD\V�WR�SDLQW�D�URFN�´<�>�This observation could equally apply to Zhu Wei’s preparation of 

materials and compositions.

Enhancing the connection with dynastic Chinese painting are the seals mentioned above and Zhu Wei’s calligraphy. He 

LQVFULEHV�DQG�VLJQV�KLV�SDLQWLQJV�LQ�D�GLVWLQFWLYH�KDQG�WKDW�LV�LQVSLUHG�E\�WKH�FOHULFDO�VFULSW��OL�VKX��RI�WKH�WKLUG�WR�¿UVW�

centuries BCE. When the inscriptions are written in white on vertical black panels, they form strong graphic elements 

in the composition and resemble the calligraphy on archaeologically-excavated wooden or bamboo slips. At other times 

WKH�YHUWLFDO�URZV�VHHP�WR�ÀRDW� OLNH�SURSDJDQGD�VORJDQV�WKDW��GXULQJ�=KX�:HL¶V�\RXWK��KXQJ�IURP�EDOORRQV�DW�PDMRU�

gatherings.<�>

Zhu Wei’s art has been shaped by the unique circumstances of his age and life experience. Growing up in an army 

household, Zhu Wei was an impetuous youth with little inclination to do his parents’ bidding. In 1982 at age sixteen 

he enlisted in the People’s Liberation Army. At the time, the status of the army was in momentary decline. During the 

Great Proletariat Cultural Revolution, the PLA had enjoyed a high position due to its having preserved China from 

GHYROYLQJ�LQWR�D�IXOO�ÀHGJHG�FLYLO�ZDU�LQ������������$V�WKH�RQO\�JRYHUQPHQW�RUJDQL]DWLRQ�UHOLDEO\�OR\DO�WR�WKH�&HQWUDO�

Government, the PLA had restored order after the chaos unleashed by the Red Guards. From the summer of 1968, 

the PLA was directing the Cultural Revolution with Mao’s wife Jiang Qing serving as the PLA’s cultural impresario. 

The arrest in 1976 of Jiang Qing and the Gang of Four (characters who would later appear in his paintings) and their 

conviction in 1981 tarnished the military’s heroic reputation. The momentous redirection of government policy to 

economic reform and engagement with the outside world further diminished the role of the army. Because his father 

was a soldier, Zhu Wei was aware of this shift in perception, but, given his interest in art, enlisting in the army trumped 

the alternative of following his mother into medicine.

After three years as a regular enlistee, Zhu was admitted to the PLA Art Academy in the Haidian district of Beijing, and 

his enthusiasm for all things visual was put to the test. The training was both rigorous and tedious. One exercise was to 

practice drawing lines and circles with a rolled up paper tube. The tip of the tube had to be inked just so. The arm had 
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to be suspended above the paper; leaning an elbow on the table resulted in an uneven line. Too much pressure and the 

hollow tube would crunch and bend. Hours of drawing lines and circles with a squishy paper tube drove some young 

minds to distraction. If one lasted, then the discipline took hold and eventually provided precision, deftness of touch, 

patience, and a sense of pride. 

The study of approved literature and political thought provided another strand for Zhu Wei’s art: the poetry of Mao 

=HGRQJ��������������DQG�WKH�UHFLWDWLRQ�RI�ṘFLDO�VORJDQV�VXFK�DV�$UW�PXVW�VHUYH�WKH�SHRSOH��7KH�SDVW�VKRXOG�VHUYH�

the present, Hold high the great red banner, Implement the Four Modernizations. At the same time, the restrictive 

atmosphere of the military encouraged day-dreaming and the creation of an imaginative world. Because of his decade-

ORQJ�DVVRFLDWLRQ�ZLWK�WKH�3/$��ZKHQ�KH�EHJDQ�SDLQWLQJ��VROGLHUV�DQG�ṘFLDOV�IUHTXHQWO\�DSSHDU�LQ�KLV�ZRUNV�DV�ZHOO�DV�

the mind-numbing tedium of meetings. Graduated from the Art Academy in 1989, Zhu drew an assignment that was 

QRW�WR�KLV�OLNLQJ��VR�KH�WXUQHG�WR�ZKDW�ZRXOG�EHFRPH�D�VHFRQG�PDMRU�LQÀXHQFH�LQ�KLV�DUW��¿OP�

In 1990 he enrolled in the Beijing Film Academy for three years and began to assemble in memory hundreds of classic 

¿OPV��$W�WKH�HQG�RI�������LQ�DQWLFLSDWLRQ�RI�FRPSOHWLQJ�WKH�FRXUVH�DQG�KDYLQJ�WR�PDNH�D�OLYLQJ��=KX�:HL�EHJDQ�WR�WKLQN�

about painting as a career. For what he had to say, painting was the language with which he was most competent. The 

DUW�RI�¿OP�PDNLQJ��KRZHYHU��JDYH�KLP�D�XQLTXH�SHUVSHFWLYH��7KH�IUDPLQJ�RI�PDQ\�SDLQWLQJV�UHVRQDWHV�ZLWK�D�¿OP�VKRW�

or a full-screen close-up; some compositions bear a resemblance to story boards, or to movie sets. More importantly, 

film informed the way that Zhu thought about painting as narration. He conceived of his paintings in terms of 

DOOHJRU\�DQG�VWRU\�WHOOLQJ��,Q�DQ\�JLYHQ�VHULHV��WKH�SDLQWLQJV�FRPPXQLFDWH�ZLWK�HDFK�RWKHU�OLNH�VFHQHV�LQ�D�¿OP�RU�OLNH�D�

succession of frames. However striking they are individually, the paintings are more revealing in aggregate. They are 

OHVV�OLNH�D�WUDGLWLRQDO�QDUUDWLYH�KDQGVFUROO��RU�D�VHULHV�RI�DOEXP�OHDYHV��DQG�FORVHU�LQ�PRRG�WR�D�VHTXHQFH�RI�¿OP�FOLSV�

3RSXODU�FXOWXUH�FRQWULEXWHG�IXUWKHU�FRQWHPSRUDU\�LQÀXHQFHV��(OHPHQWV�IURP�QRYHOV��SOD\V�DQG�URFN�PXVLF�DSSHDU�LQ�

KLV�SDLQWLQJV��=KX�:HL�ZDV�FDSWLYDWHG�E\�WKH�LPPHGLDF\�RI�URFN�PXVLF��&XL�-LDQ��RQH�RI�WKH�NH\�¿JXUHV�RI�&KLQD¶V�QHZ�

music scene, wrote lyrics that became Zhu Wei’s text, providing inspiration for images and inscriptions. In the regular 

patterning of bars and bold ink dots in the series “Descended from the Red Flag” or “Story of sister Zhao,” one can 

sense the insistent beat of rock music.

CLASSICAL ALLUSIONS and ILLUSIONS

When Zhu Wei considers pictures of China’s rich visual past, he gravitates to the art of the imperial painting 

academies, especially the idealized realism of Song dynasty painting. His incorporation of traditional motifs from 

court works, however, does not mean that Zhu Wei could have won a position in an imperial painting academy. In 

dynastic China, serving as a court artist required not only technical facility, but also a certain disposition, a willingness 

to paint whatever the court required. Under Emperor Huizong (r. 1100-1125), rigorous examinations were instituted 

WR�VHOHFW�SDLQWHUV��,Q�VNLOO�DQG�LPDJLQDWLRQ��=KX�:HL�ZRXOG�KDYH�SDVVHG�ZLWK�HDVH��0RUH�GL̇FXOW�ZRXOG�KDYH�EHHQ�WKH�

UHTXLUHPHQW�WR�FRQIRUP�WR�D�VW\OH�VSHFL¿HG�E\�WKH�FRXUW��$V�RQH�PLG�WZHOIWK�FHQWXU\�DXWKRU�ZURWH�

What was esteemed at that time was formal likeness alone. If anyone had personal attainments and could not avoid 

being expressive or free, then it would be said that he was not in accordance with the rules or that he did not continue 

the heritage of a master.<�>

One suspects that Zhu Wei would not have made the cut, for although he paints with the precision and meticulous 

techniques of an academy painter, his style is uniquely his own. Zhu Wei is gifted and disciplined but also opinionated. 

During the reign of Emperor Huizong’s father Shenzong (r. 1068-1085), artists were recommended to the court rather 

than selected by examination and his father was more tolerant. After Emperor Shenzong ascended the throne, a 

famous painter named Cui Bai (active second half 11th c.) was summoned to court at the beginning of the Xining reign 

(1068-1077). Biographies relate that although Cui Bai was an exceptional painter, he was said to be overly casual and 

XQDEOH�WR�IXO¿OO�KLV�UHVSRQVLELOLWLHV��%\�FLUFXPVWDQFH�DQG�LQFOLQDWLRQ��=KX�:HL�KDV�D�ELW�RI�WKH�LQGHSHQGHQW�SHUVRQDOLW\�

of a Cui Bai.

While Song dynasty court painting has the greatest drawing power for Zhu Wei, his taste is admirably eclectic. He 

reveres Fan Kuan’s monumental landscape of about 1000 CE, Traveling among Streams and Mountains (hanging 

scroll, Taipei Palace Museum) with its breathtaking scale. He esteems the court paintings of the twelfth and thirteenth 

centuries, such as Water Studies by the court painter Ma Yuan (active ca. 1190-1230, handscroll, Beijing Palace 

Museum) and the Flower Basket by Li Song (active ca. 1190-1230) with its precise brushwork and balanced use of 
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VWURQJ�FRORUV��)LJ������=KX�:HL�LV�D�SDUWLFXODU�IDQ�RI�WKH�ZRUN�RI�WKH�HDUO\�4LQJ�G\QDVW\�������������LQGLYLGXDOLVWV�=KX�

'D��%DGD�6KDQUHQ�������������DQG�6KLWDR��������������ERWK�RI�ZKRP�ZHUH�GHVFHQGHQWV�RI�WKH�0LQJ�G\QDVW\�LPSHULDO�

FODQ��7KHLU�LGLRV\QFUDWLF�ZRUNV�GH¿QHG�OLIH�ORQJ�VWUXJJOHV�WR�FUHDWH�LGHQWLW\�DQG�¿QG�DFFHSWDQFH�XQGHU�0DQFKX�UXOH��

In the dangerous world of the early Qing dynasty, when Ming loyalist generals were still battling Manchu forces, both 

Bada Shanren and Shitao hid their imperial lineage and were guarded in making friends. Bada’s paintings of birds and 

¿VK�VKRZ�D�NHHQ�DZDUHQHVV�RI�WKH�GDQJHUV�OXUNLQJ�LQ�UHODWLRQVKLSV��+LV�ELUGV�DQ[LRXVO\�H\H�HDFK�RWKHU��DOHUW�WR�KLGGHQ�

DJHQGDV��)LJ������7KLV�VHQVH�RI�FDXWLRQ�LQIRUPV�WKH�FDVW�RI�FKDUDFWHUV�WKDW�SHRSOH�=KX�:HL¶V�SDLQWLQJV�DQG��EH\RQG�ERG\�

ODQJXDJH��LW�LV�WKH�H\HV�WKDW�FRPPXQLFDWH�HPRWLRQV��:KLOH�VRPH�DSSHDU�VHOI�VDWLV¿HG�RU�WROHUDQW��PDQ\�DUH�ZDWFKIXO��

wary, and still others are resigned, bitter, or vindictive. They all seem to be negotiating their way through social mine 

¿HOGV��FDUHIXO�QRW�WR�PLVVWHS��7KH�VHULHV�RI�SDLQWLQJV�RI�FKLOGUHQ�SHUIRUPLQJ�RQ�D�WLJKWURSH�LV�HYRFDWLYH�RI�WKH�SDUDQRLD�

WKDW�W\SL¿HG�WKH�DIWHUPDWK�RI�WKH�HUD�RI�FODVV�VWUXJJOH�LQ�����V�&KLQD��7KH�FKLOGUHQ�KDYH�WKH�DQ[LRXV�H[SUHVVLRQV�RI�

NLGV�ZKR�DUH�DFFXVWRPHG�WR�EHLQJ�SXQLVKHG�EXW�DUH�QRW�VXUH�ZK\��(DUQHVWO\�FRQFHQWUDWLQJ�RQ�¿QGLQJ�WKH�ULJKW�EDODQFH��

they strive to please with a good performance.

His well-known series titled “Utopia” features huge heads on sturdy bodies participating in official meetings. In 

a sequence of as many as fifty paintings, party members listen with respect, with boredom, sometimes dutifully 

taking notes with stubby fountain pens. Because Zhu Wei has sat through many of these meetings, his portrayals 

are sympathetic for he knows what it is to struggle to keep attention. Small details are entertaining: a People’s 

Representative has an ear stud suggesting punk leanings; a large worm hole in a robust banana plant hints that it is 

SDVW�LWV�SULPH��7KH�PHHWLQJV�IHDWXUH�KXJH�UHG�ÀDJV�DQG�D�FKHHUIXO�ÀRUDO�GLVSOD\�RI�WKH�VRUW�WKDW�JUDFHV�WKH�GDLV�DW�HYHU\�

formal gathering (Fig. 5).

7KH�EDVNHW�RI�ÀRZHUV�DGDSWHG�IURP�WKH�/L�6RQJ�DOEXP�OHDI�RI�)LJXUH�IRXU��¿WV�ZHOO�DV�DQ�HPEOHP�RI�WKH�PRGHUQ�FRXUW��

7KH�YLYLG�IUHVK�ÀRZHUV�IRUP�D�FRQWUDVW�ZLWK�WKH�JUL]]OHG��YDFXRXV��RU�DWWHQWLYH�IDFHV�OLVWHQLQJ�WR�WKH�GURQH�RI�VSHHFKHV�

that will reveal the new party line.

Juxtaposition of polychrome realism and artful criticism is not new to the  twentieth century. In Chinese painting 

history, although the writing brush was the implement of choice for scholars wishing to hint at discontent, vivid color 

ZDV�DOVR�HPSOR\HG�WR�ORGJH�VLOHQW�FRPSODLQWV��HVSHFLDOO\�LQ�YHJHWDEOH�DQG�ÀRZHU�SDLQWLQJV�<�>�Here “realism” does not 

PHDQ�¿GHOLW\�WR�WKH�SKHQRPHQRORJLFDO�ZRUOG�EXW�UDWKHU�WR�SV\FKRORJLFDO�UHDOLW\��WKH�WUXWK�WKDW�LV�IRXQG�LQ�=HQ�%XGGKLVW�

and literati monochrome ink painting.

Mixing ancient and modern elements often results in humorous and ironic pictures. In The Trials of a Long Journey 

1R����RI�������IRU�H[DPSOH��WKHUH�LV�D�YLVXDO�TXRWDWLRQ�IURP�WKH�WZHOIWK�FHQWXU\�KDQGVFUROO�7KH�1LJKW�5HYHOV�RI�+DQ�

Xizai (Beijing Palace Museum, attributed to Gu Hongzhong of the tenth century). The Night Revels was said to have 

been commissioned to record the rakish Minister Han Xizai’s evening soirees. In the Song dynasty handscroll, the 

women provide the full-range of entertainment from music and dance to sexual favors. In the background of Zhu Wei’s 

SDLQWLQJ��RQH�VHHV�D�SDLU�RI�¿JXUHV�IURP�7KH�1LJKW�5HYHOV�FRPSRVLWLRQ��D�PDQ�ZLWK�KLV�DUP�DURXQG�WKH�VKRXOGHU�RI�

D�\RXQJ�JLUO�XUJHV�KHU�R̆�WR�D�WU\VW��7KH�LURQ\��DQG�LUUHYHUHQFH��RI�=KX�:HL¶V�ZRUN�FRPHV�IURP�WKH�VHULHV�WLWOH��³7KH�

Trials of a Long Journey,” or in Chinese “a thousand mountains, ten thousand rivers,” a reference to the Long March.<�>��

Another traditional source tapped by Zhu Wei is the lore of the horse. In dynastic Chinese literature and painting, 

horses were frequent metaphors for human talent in all its variety. The noble stallion, the lazy mount, the abused 

steed, and the starving nag all appear in literary allegories and paintings. Horses are depicted responding to their 

riders in the excitement of the hunt, interacting with their handlers, enjoying or enduring the existence that it is their 

lot. The intelligence and awareness of such horses, are captured in a well-known wall painting in the tomb of Lou 

Rui, the prince of Dongan of the Northern Qi (550-575). Among the equestriennes parading on the walls, a few steeds 

startle us as they look askance or directly out at the viewer.<�>�The wall painter seems to tell us that these hard-working 

horses know that they are metaphors. 

Why are horses wandering through Zhu Wei’s paintings? Often upstaged by foreground heads that partly obscure 

them, the horses seem to have personal meanings. One source that he has used multiple times is a horse and groom 

'JH�����鱋㳇꽿���������վ騫虙㎽տ��;IBP�.FOHGV�	���������
�
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SDLQWLQJ�WKDW�LV�DWWULEXWHG�WR�WKH�JUHDW�VFKRODU��SDLQWHU��DQG�FDOOLJUDSKHU�=KDR�0HQJIX��������������,Q�7UDLQLQJ�WKH�

Horse (Fig. 6), the groom stands in the conventional position to the right of the horses’ head. What is unconventional 

LV�WKH�VWL̆�ZLQG�WKDW�ZKLSV�WKH�KRUVH¶V�WDLO�DQG�PDQH�DV�ZHOO�DV�WKH�JURRP¶V�VOHHYHV��UREH��DQG�ZKLVNHUV�PDNLQJ�WKH�

title of the painting ironic. How can one train a horse in a gale-force wind that swallows up all sound? Zhu Wei links 

the image to the military life that he had known for ten years. As in other series, he experimented with the horse and 

JURRP��UHDUUDQJLQJ�WKHP��MX[WDSRVLQJ�WKHP�ZLWK�RWKHU�¿JXUHV��,Q�5DFLQJ�+RUVH�RQ�D�5DLQ\�1LJKW��1R�����WKH�JURRP�LV�

replaced by a soldier who sits on the ground with a cloth-wrapped bundle of simple victuals next to him (Fig. 7). In the 

pinched expression on his face we can feel the wind’s cold bite. In another version, Racing Horse on a Rainy Night, No. 

5 (1998), the “groom” is a female cadre with her head wrapped in scarf, while the horse’s long tail is blown around her 

shoulder (Fig. 8). Because Zhu Wei was born in the year of the horse (in the Chinese vernacular, he belongs to horse, 

is a horse), we cannot discount the possibility that some of these steeds represent the artist himself. This connection is 

made more likely in Racing Horse on a Rainy Night, No. 5 where the otherwise rarely-seen sprigs of bamboo (zhu 盯 ) 

makes a homophonic pun on the artist’s surname. Again, ancient and recent past are deployed to serve the present.

WEIGHT and WEIGHTLESSNESS

The poet Tao Yuanming, who was cited above as the author of Peach Blossom Spring preface, had a lack of patience for 

the pomposity of rank and class airs. Tao had the talent to serve in a government position and took a post at his wife’s 

LQVLVWHQW�XUJLQJ��/HVV�WKDQ�WKUHH�PRQWKV�LQWR�KLV�VHUYLFH��7DR�ZDV�WROG�WKDW��WR�UHFHLYH�D�YLVLWLQJ�ṘFLDO�RI�KLJKHU�UDQN��

he had to don a particular robe and belt as a sign of respect. To Tao, the arbitrary distinction was cause for resignation 

MXVW�HLJKW\�GD\V�DIWHU�WDNLQJ�ṘFH��7KH�HYHQW�PDGH�KLP�UHDOL]H�WKDW�UXUDO�SRYHUW\�ZDV�SUHIHUDEOH�WR�WKH�RQHURXV���LI�ZHOO�

compensated - protocol of bureaucracy. Zhu Wei can identify with this attitude.

$OWKRXJK�QRW�WUDLQHG�DV�D�VFXOSWRU��=KX�:HL�KDV�EHHQ�LQVSLUHG�E\�GL̇FXOWLHV�RI�H[SUHVVLRQ�LQ�KLV�WZR�GLPHQVLRQDO�DUW�

to create witty and stylish three-dimensional paintings. (If China can have “silent poetry,” then it should be possible 

WR�KDYH�³WKUHH�GLPHQVLRQDO�SDLQWLQJ�´��=KX�:HL¶V�PRQXPHQWDO�EURQ]H�¿JXUHV�RI�3DUW\�FDGUHV�OHDQ�IRUZDUG�DERXW�WR�

tip over. Their bulky physicality expresses things that could not be easily conveyed on paper. First created in 1999 at 

WKH�WLPH�RI�WKH�¿IWLHWK�DQQLYHUVDU\�RI�WKH�3HRSOH¶V�5HSXEOLF�RI�&KLQD��WKH�SDLU�RI�HQRUPRXV�¿JXUHV�LQ�SROLWLFDOO\�FRUUHFW�

Mao jackets stand at attention with shoulders back, arms at their sides, heads raised. They are rooted to the ground 

even as they eagerly press forward 䔯⯼ꂛ ��7KH�VROLGLW\�EHVSHDNV�XQÀLQFKLQJ�FRQ¿GHQFH��WKH�XSOLIWHG�KHDGV�VXJJHVW�

respect for higher authority, while the absence of eyes suggests blind, unthinking obedience.

 The surface is the most fragile aspect of the sculptures, and a telling feature. The bronze (or in some cases, painted 

¿EHUJODVV��¿JXUHV�KDYH�D�GXVW\�HQFUXVWDWLRQ�FUHDWHG�ZLWK�VDQG\�PXG�IURP�WKH�EDQNV�RI�WKH�<DQJW]H�5LYHU��7KH\�ORRN�

like freshly-excavated objects: they resemble artifacts to be housed in a museum and studied as historical relics as part 

of China’s cultural heritage. When a pair was shown in the atrium of the IBM Building in New York, the installers did 

not understand that the patination was part of the sculpture and scrubbed them clean. The earthen patination situates 

WKHVH�VFXOSWXUHV�ZLWK�WRPE�¿JXULQHV�DV�H[DPSOHV�RI�WKH�LGHDO�VHUYDQW�LQ�WKH�DIWHUOLIH���VLOHQW��OR\DO��V\FRSKDQWLF��7KLV�

cynical interpretation does not credit the reality that the CCP has many hardworking members who actively contribute 

to society. cadres are a weighty presence and wield great power. Like these immobile bronze behemoths, they are 

impossible to dismiss.  

Zhu Wei’s creation of art is an unusual amalgam of past and present. Visually, his paintings are more easily associated 

with the professional class of painters in dynastic China and yet the messages of empathy and social criticism are very 

clearly in the tradition of the educated elite. His awareness of the weight that words and images have carried in both 

traditional and modern China make his art both fascinating and obscure: messages are deeply imbedded in layered 

allusions and small details. As he enters his forties, Zhu Wei continues his keen observations of self and society, 

interested in a broad range of cultural issues. His commentaries are tempered with humor, the edginess is softened 

with humanity. In the best tradition of Chinese expressive art, Zhu Wei’s paintings record quickly changing social 

norms, human foibles, and political absurdities, in short, the life that he is witnessing and the history that is unfolding 

before us.
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NOTES:

>�@�7DR�<XDQPLQJ������������³7KH�3HDFK�%ORVVRP�6SULQJ�´�-DPHV�5REHUW�+LJKWRZHU��WUDQVODWHG�DQG�DQQRWDWHG��7KH�3RHWU\�RI�7¶DR�&K¶LHQ��2[IRUG��

&ODUHQGRQ���������SS�����������.RQJ�6KDQJUHQ��������������7KH�3HDFK�%ORVVRP�)DQ��WUDQV��&KHQ�6KLK�KVLDQJ�DQG�+DUROG�$FWRQ��7KH�3HDFK�%ORVVRP�

Fan by K’ung Shang-jen (Berkeley and Los Angeles: Univ. of California, 1976).

>�@�=KX�-LQJ[XDQ��DFWLYH�PLG��WK�F����7DQJ�FKDR�PLQJKXD�OX��HDUO\����V���TXRWLQJ�'X�)X¶V������������DSSUDLVDO�RI�WKH�SDLQWHU�:DQJ�=DL��勚冎椔վし
劸⻐氻䓡տ㠺┪⪨☭ �匕氥㸉椟㵧溸駬⚃ⶥ傽氻┞卄◩傽氻┞焪 ”.

[3] For example Plum Blossoms Ltd., Zhu Wei Diary (Hong Kong: Plum Blossoms International, 2000), New Positions in the Brocade Battle, no. 3, p. 

����%R[�1R�����S������

>�@�'HQJ�&KXQ��+XD�ML��MXDQ���ꊀ嘧վ氻缣տⷳⶥ ��漺┞僓䨿㹀┺♨䓺⛤蜵劔蔦䕒┯⩹侒ꆍ⮯騻┯⻉岻䍳䧶傱䉞䪩ն
[5] Alfreda Murck, "Paintings of Stem Lettuce, Cabbage, and Weeds: Allusions to Tu Fu's Garden", Archives of Asian Art (◱嵌虪勘咨呿 �������������

��������╚駹 ��㣬倒䖎վ♨裫蜿յ溮褺⾕ꓩ蠗╬氻匕氥褺㎢溸갬ㅶտվ庣ⶶ耘勘տ 2005-12.

[6]�վ┧寊ⶨ㻘◝⺵տ�3OXP�%ORVVRPV�/WG���=KX�:HL�'LDU\��+RQJ�.RQJ��3OXP�%ORVVRPV�,QWHUQDWLRQDO���������S�����

[7] Lou Rui tomb wall painting, detail, Northern Qi (550-577), Shanxi Province Cultural Heritage Research Institute. From Bei Qi Dongan wang Lou 

Rui mu վⵌ뱚╅㴘椟㥛灐㙘տ�	 ⵌ☓倁朮⮃曬獘2006), color plate 32.

 

First published in ZHU WEI'S ALBUM OF INK PAINTINGS 1998-2008, p.26-36, published by Plum Blossoms (International) Ltd., Hong Kong, 

2008
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Urban Hermit

Geremie R. Barmé

Founding director of the Australian Centre on China in the World (http://ciw.anu.edu.
au) and editor of China Heritage Quarterly (www.chinaheritagequarterly.org).

What need is there to be outside the city to really understand?

From a patch close at hand one can clearly have distant thoughts...

7KH�HUHPLWLF�WUDGLWLRQ�RI�&KLQD�PDNHV�PXFK�RI�ÀLJKW�IURP�UDXFRXV�XUEDQ�FHQWHUV�DQG�WKH�VHDUFK�IRU�XQWUDPPHOOHG�

byways and remote keeps where the cultivated could commune with the rivers and hills.  Unfettered by worldly cares 

RWKHU�SXUVXLWV��SRHWU\��FDOOLJUDSK\�DQG�SDLQWLQJ���FRXOG�WHPSHU�WKH�DUWLVWLF�VRXO�DQG�UH¿QH�WKH�VSLULW�

7KH�LPDJH�LV�D�SOHDVDQW�¿FWLRQ�WKDW�ZDV�RIWHQ�EHOLHG�LQ�SUDFWLFH��IRU�PDQ\�WDOHQWHG�VFKRODU�JHQWOHPHQ�IRXQG�LQ�WKH�

city the very kind of hideaway that would allow them to shepherd their artistic talents unhindered while not denying 

themselves the diversions of society.  The practice was called "reclusion in the city," or shi yin.<�>

=KX�:HL�LV�D�%HLMLQJ�XUEDQ�KHUPLW�� �+H�FXOWLYDWHV�KLV� OLIHVW\OH�DV�D�FLW\�UHFOXVH�ZKLOH�SXUVXLQJ�KLV�DUW��KH�DOVR�¿QGV�

reclusion in artistic themes and motifs of traditional China far from the clamour of the contemporary, all the while 

accepting within his work the diversions of the life around him.  As an urban hermit the bustle of the marketplace, 

naoshi, is only as far away as his doorstep.

Being remote from the world is not a matter of physical distance, it is a state of mind.<�>  As the art historian Craig 

Clunas has noted when discussing the subject of "reclusion in the city," as the pursuit of urban escape became popular, 

even hackneyed in the 16th Century, writers would claim that "the place where one is mentally alive need not be 

remote..."<�>

"The place where the mind is concentrated," hui xin chu, is the artist's studio, the homeland of the creative spirit.  Zhu 

Wei's spartan workspace is located in an undistinguished apartment block in the northwest suburbs of the city.  It is 

KLV�SODFH�RI�UHFOXVLRQ��D�SHUPDQHQW�UHVLGHQFH�EHQ]KDL��D�VSDFH�IRU�UHSRVH�DV�ZHOO�DV�WKH�ÀXUU\�RI�DFWLYLW\�WKDW�VHHV�WKH�

DUWLVW�SURGXFH�D�FRQVWDQW�ÀRZ�RI�ZRUNV�WKDW�UHFRUG�ERWK�WKH�ZRUOG�LQ�ZKLFK�KH�OLYHV�DQG�OLPQ�D�SDUWLFXODU�YLVLRQ�RI�D�

world beyond anything that can be lived.

Zhu Wei also occupies an uncomfortable position in Beijing.  An urban stylite (if one sees his tower block as a pillar of 

isolation) who does not disdain the company of his own rowdy friends, entrepreneurs and music-makers, he has but 

little intercourse with the alternative art world for which the city has become something of an international drawcard.  
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+H�GUDZV�LQ�ERWK�VLPLODU�DQG�GL̆HUHQW�ZD\V�

His work is often the object of obloquy, characatured and dismissed as being too "cartoon-like" and insufficiently 

painterly.  Zhu supposedly creates works that are little more than manhua ("cartoons") that appeal to the foreign eye 

and have little to recommend them to those in the know at the cutting edge of Beijing.  His technique, style and themes 

DUH�WUHQFKDQWO\�WUDGLWLRQDO��KH�LV�EDFNZDUG�DQG�QRW�VẊFLHQWO\�IDVKLRQDEOH��VKLPDR���7KLV�ODVW�FKDUDFWHUL]DWLRQ�LV�WKH�

most damning for a culture choked by neophilia.  It is especially easy for others to nullify the art of a painter who shies 

from dwelling in the uncomfortable embrace, the sodality, of Beijing art society.

,Q�����V�6KDQJKDL��ZKHUH�LW�¿UVW�DSSHDUHG�LQ�WKH�PDLQODQG�PHGLD��WKH�YHU\�H[SUHVVLRQ��FDUWRRQ���PDQKXD��ZDV�VHHQ�DV�

being a Chinese neologism.<�>

Although the modern manhua can be identified as a loan-word from the Japanese manga, a term that had been 

current for some time, the expression actually has a venerable history in China.  One, if not the earliest reference to it 

appears in a Song Dynasty notebook by the famous storyteller and critic, Hong Mai (1123-1202), the Five Collections of 

Miscellaneous Notes from the Acquiescent Study (Rongzhai suibi).

In one of his essays Hong describes two birds found in the border region of Yingzhou and Mozhou (present day 

Baoding in Hebei Province).  The "Xintianyuan" (literally, "He who trusts in heaven's providence"), a type of stork, 

VWDQGV�LQ�WKH�ZDWHU�DOO�GD\�ORQJ�ZLWKRXW�PRYLQJ��DQG�ZDLWV�IRU�¿VK�WR�VZLP�EHWZHHQ�LWV�OHJV�� �7KH��0DQKXD���D�ELUG�

said to be akin to a wild duck-- on the other hand, fossicks around in the water, sticking its beak indiscriminately into 

URWWLQJ�UXVKHV�DQG�PXG�ZLWKRXW�D�PRPHQW
V�UHVSLWH����1DWXUH�KDV�HQGRZHG�WKHP�ZLWK�VXFK�GL̆HUHQW�FKDUDFWHUV���WKH�

author observes in wonderment.

Another noteworthy pre-modern use of man hua, this time in the sense of casual or impromptu painting, occurs in the 

writings of Jin Nong (Dongxin, 1687-1763), one of the Eight Eccentrics of Yangzhou.  Mr Dongxin's Inscriptions for 

Miscellaneous Paintings records the following inscription:

I live on the bank of the Zhe River.  During the Fifth Month seasonal fruits come from the mountains in a veritable 

ÀRRG���7KH�PRVW�H[FHSWLRQDO�DUH�WKH�SOXPV�RI�;LDQJ�/DNH��DQG�D�EDVNHW�FDQ�EH�KDG�IRU�D�IHZ�FDVK���7KHLU�VZHHW�MXLFH�

tingles the teeth, and one cannot get enough of them.  In comparison, the loquats of Dongting Lake are hardly worth 

UHOLVKLQJ���7KH�VHDVRQ�KDV�QRZ�DUULYHG�DQG�,�¿QG�P\VHOI�WKLQNLQJ�RI�WKH�ÀDYRXUV�RI�P\�ROG�KRPH���,�FDVXDOO\�SDLQW�PDQ�

KXD�VRPH�EURNHQ�EUDQFKHV�>RI�WKH�SOXP@����ZKDW�GL̆HUHQFH�EHWZHHQ�WKLV�DQG��JD]LQJ�DW�SOXPV�WR�TXHQFK�RQH
V�WKLUVW�"

In the autumn of 1927, a group of eleven artists in Shanghai formed the "Manhua Society."  They rejected the various 

SRSXODU�:HVWHUQL]HG�QDPHV�DYDLODEOH�WR�GHVFULEH�WKHLU�DUW��DQG�¿[HG�LQVWHDG�RQ�WKH�ZLGHO\�XVHG�-DSDQHVH�WHUP�PDQJD���

Huang Dunqing, one of the founding members of the association, claimed that by setting up their group this clutch of 

FDUWRRQLVWV�KDG��ṘFLDOO\�LQWURGXFHG�WKH�ZRUG�PDQKXD�WR�&KLQD��LQLWLDWLQJ�WKHUHE\�D�SURFHVV�IRU�WKH�VWXG\�RI�ERWK�WKH�

theory and technique of this art form."

Bi Keguan, a historian of the Chinese manhua, suggests that since few of the artists in the new group had received a 

formal art education, their work went generally unrecognized by the established art world, one which included the new 

Western-style institutions.  He argues that they decided on the word manhua in response to the disdain in which they 

were held and as a calculated rejection of "orthodox" Chinese guohua painting and its practitioners.  By monopolising 

the word manhua, with all of its modern Japanese and commercial associations, they were declaring themselves to be 

apart from a hierarchical art scene that had no place for them.

There was, however, another school of manhua painting, one championed by both scholar-literati artists like Chen 

Shizeng (d. 1923) and the Japan-educated Zhejiang painter Feng Zikai (1898-1975), renowned since the debut of his 

DUW�DV�WKH�FUHDWRU�RI��=LNDL�PDQKXD����)HQJ�R̆HUHG�WKH�IROORZLQJ�LQWHUSUHWDWLRQ�RI�WKH�H[SUHVVLRQ��DQG�LW�LV�RQH�ZRUWK�

considering as we contemplate Zhu Wei's work:

The impromptu painting is rich in the sentiment of the brush and mood of ink bimo qingqu, while the cartoon or 

caricature is merely concerned with satire and humour.  The former is created with few brush strokes, the latter is a 

detailed drawing executed with a pen...   The meaning of the term can be understood from the two characters of which 

it consists: man, meaning according to one's wishes; and those paintings hua which are made according to such a 

ZKLP�FDQ�MXVWL¿DEO\�EH�FDOOHG�PDQKXD�<�>

$QG�LQ�KLV�ZDU�WLPH�VWXG\�RI�WKH�VXEMHFW�7KH�'UDZLQJ�RI�PDQKXD��SXEOLVKHG�LQ�������=LNDL�SURYLGHG�D�GH¿QLWLRQ�RI�

what he termed the "lyrical manhua."

It is born of a sentiment that has its well-springs in the artist's own nature, therefore it is quite unlike satirical 

SDLQWLQJV�ZKLFK�DLP�DW�VRFLDO�FULWLFLVP��RU�SURSDJDQGD�SDLQWLQJV�ZKLFK�DUH�GRQH�ZLWK�D�GHVLUHG�H̆HFW�LQ�PLQG���6XFK�

勚⚾վ◜⚂տ���;IV�8FJ�&WFOU�
维勔駦虝 ��*OL�BOE�$PMPS�PO�1BQFS

���DN�����DN��������
勚⚾矸⻐ ��4JHOFE�CZ�;IV�8FJ
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manhua are art because they create a sympathetic response in people's hearts...

I call such works lyrical manhua because they record a certain sentiment, they hint at a truth, for indeed they have no 

RWKHU�IXQFWLRQ���6XSHU¿FLDOO\�VXFK�SDLQWLQJV�DUH�SURVDLF�DQG�VKDOORZ�SHRSOH�PD\�¿QG�WKHP�XQLQWHUHVWLQJ���2QO\�WKRVH�

with rich emotional lives can appreciate them.  So we claim these are the most artistic of all manhua.<�>

Thus if Zhu Wei is to be relegated to a school of one, to confound his critics and laud him for creating contemporary 

lyrical manhua would not be such a disservice.  Indeed, to do so locates him perhaps within a tradition that finds 

XQHDV\�FRPSDQ\�ZLWK�WKH�PDNHUV�RI�3ROLWLFDO�3RS��&\QLFDO�5HDOLVP�DQG�*DXG\�$UW��VWHUHRW\SLQJ�FDWHJRULHV�WKDW�GH¿QH�

PXFK�ODWH���WK�&HQWXU\�PDLQODQG�FRPPHUFLDO�QRQṘFLDO�SDLQWLQJ�

End

NOTES:

�����6HH�&UDLJ�&OXQDV��)UXLWIXO�6LWHV��*DUGHQ�&XOWXUH�LQ�0LQJ�'\QDVW\�&KLQD��'XUKDP��'XNH�8QLYHUVLW\�3UHVV���������S��������7KH�OLQHV�IURP�D�SRHP�

by Wen Zhengming can also be found in Clunas, ibid.

(2) Op. cit., p. 93.

(3)  Ibid.

����7KHVH�UHPDUNV�RQ�PDQKXD�FRPH�IURP�P\�VWXG\�$UW�LQ�([LOH��D�OLIH�RI�)HQJ�=LNDL��������������%HUNHOH\��8QLYHUVLW\�RI�&DOLIRUQLD�3UHVV��LQ�SUHVV��

(5) Feng Zikai, "Wode manhua," in Yang Mu, ed., Feng Zikai wenxuan IV (Taibei: Hongfan shudian, 1982), p. 197.

����)HQJ�=LNDL���0DQKXDGH�PLDRID���LQ�KLV�)HQJ�=LNDL�ZHQML��\LVKX�MXDQ����+DQJ]KRX��=KHMLDQJ�ZHQ\L��=KHMLDQJ�MLDR\X�FKXEDQVKH���������SS�������

276-7 respectively.

$W�WKH�WLPH�WKLV�HVVD\�ZDV�ZULWWHQ�LQ�2FWREHU�������*HUHPLH�5��%DUPp�ZDV�D�6HQLRU�)HOORZ�LQ�WKH�5HVHDUFK�6FKRRO�RI�3DFL¿F�DQG�$VLDQ�6WXGLHV��7KH�

Australian National University, Canberra.  He is the founding director of the Australian Centre on China in the World (http://ciw.anu.edu.au) and 

editor of China Heritage Quarterly (www.chinaheritagequarterly.org).
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;IV�8FJT�3FDFOU�8PSL�'SPN�4USBOHF�BOE�4BSEPOJD�UP�4USBOHF�BOE�#MBOE

#SJUUB�&SJDLTPO
Scholar and curator whose work focuses on contemporary Chinese art

Taught at Stanford University and University of California, Berkley

Zhu Wei and Chen Hongshou

I have not had the privilege of meeting Zhu Wei, but having seen his paintings and now having read through many of 

his published essays, I very much look forward to doing so. His writings and imagery both lead me to expect him to be 

a contemporary version of the late Ming artist Chen Hongshou ( ꮭ崼缲 , 1599-1652), an extremely talented painter 

who thrived outside the artistic mainstream. I even am beginning to imagine Zhu looking a bit like the Ming artist in 

his self-portrait (the scholarly self-portrait, not the drunken and disheveled one), slightly aloof and swathed within a 

cocoon-like long robe.

Both Zhu Wei and Chen Hongshou came to their profession via a circuitous route, and both have adapted elements 

RI�DUFKDLF�¿JXUH�SDLQWLQJ�LQ�RUGHU�WR�H[SUHVV�WKHLU�DOLHQDWLRQ�IURP�WKH�PDLQVWUHDP��DV�ZHOO�DV�WKH�YDOXH�WKH\�SODFH�RQ�

maintaining their integrity as individuals. The archaism hints at a disjuncture with the present, as if the deep past 

was a purer era. There is the sense that they are out of step with their times, observing and understanding but not 

participating in contemporary movements.

&KHQ�+RQJVKRX�KDG�DVSLUHG�WR�IROORZ�WKH�IDPLO\�FDUHHU�DV�D�VFKRODU�ṘFLDO��EXW�KH�IDLOHG�WKH�SURYLQFLDO�H[DPLQDWLRQ�

that would have opened the door to such a position. Instead he became a professional painter, a status beneath that to 

ZKLFK�KH�KDG�DVSLUHG��+H�SDLQWHG�¿JXUHV��DQG�GHYHORSHG�D�PDQQHUHG�SHUVRQDO�VW\OH�WKDW��DW�LWV�PRVW�H[WUHPH��LQFOXGHG�

distorted facial features and body proportions. Zhu Wei avoided the medical career his family urged on him by joining 

the army, in 1982. A few years later he entered the PLA Art Academy in Beijing, where he received a rigorous and 

predictably doctrinaire art education (graduated in 1989). Upon completing his stint in the army he studied at the 

%HLMLQJ�)LOP�$FDGHP\��JUDGXDWHG�LQ��������DQG�DIWHUZDUGV�¿QDOO\�EHFDPH�DQ�LQGHSHQGHQW�DUWLVW��=KX�:HL¶V�SDLQWHG�

¿JXUHV�DUH�JXDL�䙓 , or strange, in the extreme. Their grotesquerie would be admired, were they rocks or roots or other 

such objects treasured and collected by Chinese scholars. Unlike Chen Hongshou, who frequently created complex 

VHWWLQJV�IRU�KLV�¿JXUHV��=KX�:HL�WHQGV�WR�]HUR�LQ�RQ�WKH�¿JXUH��DQG�RIWHQ�RQ�WKH�IDFH��UDWKHU�LQ�WKH�PDQQHU�RI�D�¿OP�

FORVH�XS��7KXV��LW�LV�LPSRVVLEOH�WR�DYRLG�WKH�GLVWRUWHG��EORFN\�IHDWXUHV�RI�=KX�:HL¶V�VWRFN\�¿JXUHV��:LWK�WKHLU�ELJ�OLSV��

MRZO\�FKHHNV��DQG�VTXDUHG�R̆�IRUHKHDGV��PDQ\�RI�=KX�:HL¶V�¿JXUHV�HOLFLW�SLW\��WKH\�VHHP�DGULIW��GLVFRQQHFWHG�IURP�

their environment. His most recent works, the Hills Beyond a River, Ink and Wash Research Lectures, and Study of 

3HRSOH�VHULHV��������������FRPSULVH�EXVW�YLHZV�RI�VLQJOH�¿JXUHV��7KH�TXDOLW\�RI�WKRVH�¿JXUHV�UHPDLQV�HVVHQWLDOO\�JXDL��

while at one point achieving a fascinatingly elusive state of blandness or the Neutral (as Barthes terms it—explained 

below).
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The Hills Beyond a River series

The title of Zhu Wei’s ongoing series, Hills Beyond a River, is taken from James Cahill’s book, Hills Beyond a River: 

Chinese Painting of the Yüan Dynasty, 1279-1368. Although Zhu is a figure painter, he is also an adept landscape 

painter, and long ago had aimed to complete a master’s degree in landscape painting.<�> In the past few years, many 

KLJK�SUR¿OH�¿JXUH�SDLQWHUV�ZKR�ZRUN�LQ�RLO�RU�DFU\OLF�RQ�FDQYDV�KDYH�WXUQHG�WKHLU�KDQG�WR�ODQGVFDSH�SDLQWLQJ��7KHUH�LV�

a new trend among artists to seek both imagery and inspiration among the major monuments of Chinese art history, 

most notably the great landscapes of the past. This tendency has been encouraged by a flurry of large exhibitions 

on the theme of Shanshui (landscape). Although he has the training to create landscapes Zhu Wei has not chosen to 

SDUWLFLSDWH�LQ�WKLV�WUHQG��NHHSLQJ�WR�WKH�JHQUH�RI�¿JXUH�SDLQWLQJ��+LV�QRG�WR�KLVWRULFDO�ODQGVFDSHV�LV�UHVWULFWHG�WR�WKH�

title Hills Beyond a River, which he likes because it conveys a sense of alienation. The phrase originated to describe a 

typical landscape painting composition developed and favored during the Yuan dynasty by such noted artists as Ni Zan 

⡟歓��������������,W�IHDWXUHG�D�IRUHJURXQG�ODQG�HOHPHQW�EDFNHG�E\�D�ZLGH�VWUHWFK�RI�ZDWHU�DQG��LQ�WKH�GLVWDQFH��KLOOV��
The two land elements are eternally separated, hence the implied sense of loneliness or alienation. In the case of Ni 

Zan, the landscape elements became farther apart as he aged.

Paintings in Zhu Wei’s Hills Beyond a River series each portrays a single figure from the chest up, against a flat 

background of patternized water. There is no distant group of hills, and only a few bear any hint of a setting beyond 

WKH�ÀDW�EDFNJURXQG�RI�ÀRZLQJ�ZDWHU��WKH�¿JXUH�LV�FRPSOHWHO\�LVRODWHG��2QH�¿JXUH�KDV�KLV�MDFNHW�XQEXWWRQHG�DQG�KROGV�

chopsticks poised, ready for action . . . but we see no dish of food waiting to be savored. Another figure is clearly 

LGHQWL¿DEOH��D�EXVW�SRUWUDLW�RI�-RVHSK�6WDOLQ��������������WKH�6RYLHW�8QLRQ�GLFWDWRU�UHVSRQVLEOH�IRU�WKH�GHDWKV�RI�WHQ�

to twenty million people, is backed by the patternized water familiar from other Hills Beyond a River paintings. His 

LPDJH�LV�DV�SDUWLFXODU�DV�WKH�RWKHU�¿JXUHV�DUH�QRQGHVFULSW��6WDOLQ¶V�IDPLOLDU�XQLIRUP�ZLWK�JROG�HSDXOHWWHV�VHHPV�PRUH�

solid and lasting than his head, whose features are faded, and eyes closed: the individual fades in history, but the 

powerful role represented by the uniform endures.

The Ink and Wash Research Lectures series

With tongue in cheek Zhu Wei named his most recent series the Ink and Wash Research Lectures series 寊㙺煝疶騦䕊
笢⮬ ��7KH�WLWOH�KDV�D�VFKRODUO\�ÀDYRU��DQG�WKHUH�DUH�VHULRXV�LVVXHV�EHKLQG�WKH�VHULHV��EXW�WKH\�KDYH�QRWKLQJ�WR�GR�ZLWK�LQN�

and wash. Instead, the series is concerned with contemporary society in China, and the potential for social instability. 

China has now experienced three decades of reform and opening-up policies, resulting in a higher standard of living 

and increased expectations. Thirty years ago everyone held great hope for the future; during the last ten years, however, 

it has become evident that the rigid power structure remains, corruption has established such deep roots that no-one 

expects a fair chance at anything, the distance between rich and poor is growing ever wider, and the country’s extreme 

FRPPHUFLDOLVP�HQVXUHV�WKDW�QR�RQH�LV�HYHU�VDWLV¿HG��$V�=KX�:HL�KDV�UHPDUNHG��³,Q�WKH�SDVW�ZH�EDVHG�RXU�GHYHORSPHQW�

on the over consumption of natural resources. In the future, however, there will be no more resources to consume, so 

our development pattern will transfer into a hundred tricks. With tricks being played, political stability will be very 

important and the foundation of everything. One of the central aims of the government will be social stability. The 

DLP�RI�WKH�,QN�DQG�:DVK�5HVHDUFK�/HFWXUHV�VHULHV�LV�WR�GHSLFW�DQG�WUDFN�WKH�VRFLDO�FKDQJHV�RI�WKLV�SHULRG��7KH�¿JXUH�

wearing a microphone is a ‘stability maintenance’ person such as you can see everywhere in the streets. It is a real 

portrait of China. Tourists who make a short stay in China won’t notice that easily.”<�>

The fact that the title of the Ink and Wash Research Lectures series completely avoids the paintings’ subject mirrors 

the fact that the subject—the widespread unease identified by Zhu Wei—is rarely discussed. So far Zhu Wei has 

painted only four works in this series, but he sees it as a long-term project. Ink and Wash Research Lectures No. 1 

depicts a passive, stolid man with a tiny receiver tucked behind his ear, set against a background of red drapery. The 

receiver and red background suggest that he is working in the service of government forces, listening dispassionately 

to comments and instructions relayed to him as a monitor of public safety, or a “stability maintenance” worker. He 

could, however, be anybody, as almost everybody contributes mindlessly to “stability maintenance” through compliant 

behavior. People each have a role to play, and they are resigned to accept it even though in doing so they subject 

WKHPVHOYHV�WR�WKH�RQJRLQJ�DQG�ZLGHO\�VKDUHG�VWUHVV�RI�OLIH�ZLWKRXW�VHOI�GHWHUPLQDWLRQ��7KH�DOPRVW�LGHQWLFDO�¿JXUH��EXW�

ZLWK�KDLU�SDUWHG�LQ�D�GL̆HUHQW�SODFH��LQ�,QN�DQG�:DVK�5HVHDUFK�/HFWXUHV�1R����KDV�KLV�H\HV�FORVHG��DQG�DSSHDUV�WR�

have reached a state of emotionless calm akin to that of a Buddha. Rather than Buddhist mindfulness, however, it is a 

state of mindless attentiveness to the instructions issuing from the receiver in his ear. We can read the receiver and its 

instructions as a metaphor for the unstated rules that govern life in China. Although those rules remain unvoiced, or 

may be only whispered, they nevertheless carry weighty, oppressive power.

The Study of People series

If we compare the passive, emotionless, unattractive, lumpen protagonist of the Ink and Wash Research Lectures series 

ZLWK�VLPLODU�SUHFXUVRUV��ZH�VHH�WKDW�DOWKRXJK�KH�ORRNV�PXFK�WKH�VDPH�DV�WKH�NH\�¿JXUH�LQ�RWKHU�VHULHV��KH�DSSHDUV�

ROGHU�DQG�WLUHG��KH�VSRUWV�WKH�WLGLO\�FRPEHG�KDLU�VW\OH�W\SLFDO�RI�&KLQHVH�DXWKRULW\�¿JXUHV��DQG�KH�LV�JDUEHG�LQ�SRZHU�

red, with a red backdrop—a refrain of the red drapery isolated in the Red Flags series (2008-2010)—rather than the 

LQGLJR�RU�3/$�JUHHQ�RI��IRU�H[DPSOH��WKH�¿JXUHV�LQ�WKH�+LOOV�%H\RQG�D�5LYHU�DQG�6WXG\�RI�3HRSOH�VHULHV��6WXG\�RI�3HRSOH��

painted during roughly the same years as the Ink and Wash Research Lectures and Hills Beyond a River series, is a 

study of a single person painted in the identical three quarters view against a white ground, the only change between 

images other than clothing being a slight indication of aging: the lines from beside the nose to the corners of the mouth 

EHFRPH�PRUH�SURQRXQFHG��:H�FDQ�WUDFH�WKLV�SDVVLYH��HPRWLRQOHVV�EDOG�PDOH�¿JXUH��7KH�DUWLVW"�0D\EH�\HV��PD\EH�QR���

EDFN�WKURXJK�=KX�:HL¶V�RHXYUH��WR�VOLJKWO\�GL̆HUHQW�PDQLIHVWDWLRQV�DV�HDUO\�DV������6ZHHW�/LIH�1R������,Q������6ZHHW�

Life No. 21 the protagonist looks slightly bemused: by 2012 he is utterly still. We can consider the rendering of the 

VXEMHFW�LQ�WKH�6WXG\�RI�3HRSOH�VHULHV�DV�WKH�HSLWRPH�RI�EODQGQHVV�LQ�¿JXUDO�SDLQWLQJ�
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Blandness

It is ironic that a painter with such a talent for satire should arrive at a superlative visual representation of the bland, 

dan 幜 ��DQ�DFKLHYHPHQW�JHQHUDOO\�UHVHUYHG�IRU�VFKRODUO\�ODQGVFDSH�SDLQWHUV��,Q�&KLQHVH�¿JXUH�SDLQWLQJ��VXFK�H[WUHPH�

blandness was only common in posthumous ancestor portraits. This is because the latter paintings were executed by a 

lower class of painters who had never seen their subjects, with the solemn function of commemorating the deceased. By 

contrast, according to the Yuan scholar-painter par excellence Zhao Mengfu 鱋㳇꽿 �������������³,Q�SDLQWLQJ�KXPDQ�

figures, excellence lies in capturing character (xing 䙎 ) and emotion (qing 䝠 ).”<�> Regarding character, however, 

blandness was considered an ideal: “When a man’s character is plain and bland and does not exhibit any particular 

SURFOLYLWLHV��WKHQ�KH�LV�PDVWHU�RI�DOO�KLV�DELOLWLHV�DQG�XVHV�WKHP�PRVW�H̆HFWLYHO\��KH�DGDSWV�KLPVHOI�WR�DOO�FKDQJHV�DQG�

never encounters an obstacle.”<�>

In his book In Praise of Blandness: Proceeding from Chinese Thought and Aesthetics, the French Sinologist Francois 

Jullien (b. 1951) has noted that not only does the concept of blandness underlie multiple branches of Chinese 

philosophy; it also was a desirable quality in the music, poetry, and painting of various periods.<�>�Throughout his 

career Zhu Wei has demonstrated a strong interest in painting of the Yuan dynasty, the era during which blandness 

came to represent the pinnacle of artistic achievement. Yuan scholar-painter Ni Zan’s landscapes epitomize the concept 

of blandness in painting, stripped bare of any hint of excess, with little variation in ink tone, no dramatic brushstrokes, 

and calm minimalistic and repetitive compositions. The value of blandness or, as French philosopher Roland Barthes 

(1915-1980) terms it, the Neutral, lies in the state of the Neutral as poised on the brink of becoming. It could become 

RQH�WKLQJ�RU�DQRWKHU��WKH�YDVW�SRWHQWLDO�YDQLVKHV�WKH�PRPHQW�WKH�1HXWUDO�FRPPLWV�WR�D�GH¿QHG�VWDWH��5HIHUULQJ�WR�WKH�

work of Swiss semiotician Ferdinand de Saussure (1857-1913), Barthes has stated, “the paradigm is the wellspring 

of meaning; where there is meaning, there is paradigm, and where there is paradigm (opposition), there is meaning 

q�HOOLSWLFDOO\�SXW��PHDQLQJ�UHVWV�RQ�FRQÀLFW��WKH�FKRLFH�RI�RQH�WHUP�DJDLQVW�DQRWKHU���DQG�DOO�FRQÀLFW�LV�JHQHUDWLYH�RI�

PHDQLQJ��WR�FKRRVH�RQH�DQG�UHIXVH�WKH�RWKHU�LV�DOZD\V�D�VDFUL¿FH�PDGH�WR�PHDQLQJ��WR�SURGXFH�PHDQLQJ��WR�R̆HU�LW�WR�

be consumed.”<�>�7KH�QHXWUDO�LV�³HYHU\WKLQJ�WKDW�RXWSOD\V�^GpMRXH`�WKH�SDUDGLJP´�RU�³ED̈HV�WKH�SDUDGLJP�´<�>

Contemporary Figure Painting and Blandness

Blandness is anathema to contemporary art, where superlatives are common and artists pursue the shocking so as to 

capture the attention of jaded viewers. And it is not just that viewers are jaded: attention spans seem to shortening as 

the volume of visual cues skyrockets due to the ubiquity of online culture and the saturation of the city environment 

with signage. Figure painting in particular eschews the bland. In China this is largely because contemporary Chinese 

¿JXUH�SDLQWLQJ�LV�WKH�GHVFHQGHQW�RI�QLQHWHHQWK�FHQWXU\�(XURSHDQ�DFDGHPLF�UHDOLVP�RQ�WKH�RQH�KDQG��DQG�WKDW�VDPH�

DFDGHPLF�UHDOLVP�DOWHUHG�WR�EH�DQ�H̆HFWLYH�SURSDJDQGD�WRRO� LQ�WKH�IRUP�RI�VRFLDOLVW�UHDOLVP��$V�D�UHVXOW�RI�WKH�0D\�

Fourth Movement, early twentieth century art students traveled to Europe for an education. Upon their return to China 

some sought to meld academic realism with Chinese ink painting. Zhu Wei rues this “reform” or bastardization of ink 

painting, writing, “I do not think we should be grateful to the ‘returnee artists’ who were devoted to reforming the ink 

painting tradition. I wish they had never returned. If only they had built the courage to reform western oil painting 

. . . even if Picasso and Matisse might have kicked them out of the country.”<�> In the mid-twentieth century, the 

promulgation of socialist realism distorted realism via the addition of dramatic modeling and lighting as well as other 

WRROV�IRU�HPRWLRQDO�PDQLSXODWLRQ��WKH�VDPH�ORRN�DQG�IHHO�ZHUH�GHOLEHUDWHO\²DV�D�PDWWHU�RI�SROLF\²LPSRUWHG�LQWR�¿JXUH�

painting with the Chinese brush in ink and color on paper. For Zhu Wei to move decisively away from verisimilitude and 

HPRWLRQDO�GUDPD�LQ�SXUVXLW�RI�WKH�1HXWUDO�LV�D�PDMRU�VWHS��$�IHZ�¿JXUHV�DSSURDFKLQJ�WKLV�QHXWUDO�VWDWH�DSSHDU�LQ�)DQJ�

Lijun’s做ⲇꦭ��E��������SDLQWLQJV�IURP�DURXQG�������EXW�=KX�:HL¶V�SXVK�WRZDUG�DEVROXWH�EODQGQHVV�LQ�¿JXUH�SDLQWLQJ�LV�

XQLTXH��,I�LW�ZDV�GL̇FXOW�IRU�ODQGVFDSH�SDLQWHUV�WR�DFKLHYH�EODQGQHVV�LQ�WKH�IRXUWHHQWK�FHQWXU\�ZKHQ�WKH\�VKDUHG�WKHLU�

YDOXHV�ZLWK�D�VPDOO�FRWHULH�RI�OLNH�PLQGHG�LQGLYLGXDOV��KRZ�PXFK�PRUH�GL̇FXOW�LW�PXVW�EH�IRU�D�WZHQW\�¿UVW�FHQWXU\�

figure painter to do so. This is both because we live in a time when there is a widespread yen for stimulation and 

sensationalism, and because the painter must be more personally invested in the subject, a human being, either like or 

unlike himself.

Zhu Wei and Early Chinese Painting

Zhu Wei’s approach to the Neutral in recent years is made more interesting by a consideration of his preceding 

works. From 1988, when he quoted Bada Shanren’s ⪨㝕㻘☭�������������EUXVKZRUN�LQ�WKH�OHDG�XS�WR�KLV�¿UVW�PDMRU�
series, Beijing Story, he has consistently referenced widely recognized artists and paintings of the past, most often to 

VDUGRQLF�H̆HFW��+LV�5DFLQJ�+RUVH�RQ�D�5DLQ\�1LJKW��1R����DQG�1R������������IRU�H[DPSOH��DUH�SRVWPRGHUQ�SDVWLFKHV�

directly quoting the horse and groom in Zhao Mengfu’s album leaf Training a Horse, and incorporating elements of 

contemporary culture such as bicycle and inscribed lyrics from the rock star Cui Jian’s 䁇⣍ (b. 1961) “Opportunist” 

䫌勨⮕㲳 (Touji fenzi). A variant on the Emperor Huizong’s 䖙㴵 (1082-1135) painting of a parrot wears a protective 

mask in Zhu’s SARS-era painting, The Heavenly Maiden No. 27 (2003)—the intrusion of a deadly modern disease 

into the emperor’s vision of a perfect natural world. Court painter Li Song’s 匃䄐 (active 1190-1230) resplendent and 

meticulously rendered Flower Basket makes an appearance in several of Zhu’s Utopia (2001-2005) series paintings 

where they contrast with such disappointingly prosaic symbols of contemporary post “communist utopian” society as 

UHG�ÀDJV��PDQGDWRU\�PHHWLQJV��DQG�UHG�QHFN�VFDUYHV��(YHU\WKLQJ�IURP�7DQJ�FRXUW�ODGLHV��&RPUDGHV��������WR�%DGD¶V�

¿VK��'LDU\�RI�WKH�6OHHSZDONHU�1R������������6RXWK�6HD�1R�����������WR�FRPPXQLVW�PDUW\UV�DQG�SROLWLFDO�¿JXUHV��'HQJ�

Xiaoping in China China, 1997) are fodder for Zhu Wei’s art, where ironic juxtaposition plays a major role.

Social Commentary

In the early 1990s Zhu’s many humorously disrespectful images of Mao Zedong, PLA soldiers, communist martyrs, 
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and the like brought him close to the widely promoted Cynical Realism and Political Pop movements, but he remained 

outside. Perhaps his touch was too light, perhaps it was that no ink painters found their way into those movements, or 

perhaps it was a matter of social circles: as a PLA trained artist Zhu Wei was not well acquainted with artists who had 

undergone a more mainstream education, for example at the Central Academy of Fine Arts, and he chose to remain 

outside of Beijing’s art circles. In later years he continued to make social-political statements, for example depicting 

Tiananmen Square as a turbulent ocean stage for dramatic political events (The Square series, 1995-1996). In his 

paintings and essays, he frequently employs metaphor to make a point, drawing on common experiences such as the 

DSSUHFLDWLRQ�RI�YDULHWLHV�RI�FDEEDJH��RU�IRQG�PHPRULHV�RI�¿OPV�VHHQ�GHFDGHV�LQ�WKH�SDVW�

The Study of People series presents an exceedingly powerful metaphor. To represent China’s Everyman as existing in 

a bland state, in the Neutral, implies that Chinese society is at a point where it could be tipped in any direction. Until 

the future direction is determined there is unlimited potential. All that is needed to commit that society to move in 

a particular direction, however, is just a very tiny push, and it will be irrevocably set on a new course. Who can say 

whether that will be for the good or bad of future generations? The Ink and Wash Research Lectures series highlights 

the unspoken dread people feel about the future: they instinctively sense the negative potential of the moment. 

Juxtaposed, these two series magnify one another’s power. In the end it appears that referring to an attitude of past 

painting masters—the Yuan ideal of blandness—can carry even more meaning than the quotation of imagery or brush 

manner. Transplanting Yuan austerity into the raucous contemporary era requires great perspicacity. This is in accord 

with a Yuan ideal of purpose in art, as stated by the scholar Tang Hou 尐⻑��DFWLYH�HDUO\���WK�FHQWXU\���ZKR�QRWHG��³:KHQ�

the ancients painted, they all had profound concepts. As they nurtured their ideas and manipulated their brushes, 

there was not one who did not have a purpose.”<�>

NOTES:

[1] 22 December 2012 email from Zhu Wei to the author.

[2] Ibid.

[3] Susan Bush and Hsio-yen Shih, Early Chinese Texts on Painting (Cambridge: Harvard-Yenching Institute, 1985), p. 271.

>�@�/LX�6KDR�⮮ꊴ (3rd c.), “Jiu zheng” ▟䖉 (Nine traits), in Renwuzhi�☭朮䗅 (The treatise on human abilities), I.1b, commentary by Liu Bing ⮮儗
��À��������4XRWHG�LQ�)UDQFRLV�-XOOLHQ��,Q�3UDLVH�RI�%ODQGQHVV��3URFHHGLQJ�IURP�&KLQHVH�7KRXJKW�DQG�$HVWKHWLFV��WUDQVODWHG�E\�3DXOD�0��9DUVDQR��1HZ�

<RUN��=RQH�%RRNV���������S�����

[5] Jullien, ibid.

[6] Roland Barthes, The Neutral: Lecture Course at the College de France (1977-1978) (New York: Columbia Press, 2007), p. 7.

[7] Barthes, ibid., p. 6.

[8] Zhu Wei, ꓩ挩搋┯㹻儤낊⼗┯嵛�³:LOG¿UH�:LOO�1RW�([WLQJXLVK�,W��WKH�6SULQJ�%UHH]H�:LOO�1RW�5HYLYH�,W��������´�վHI 虪勘տ HIART (May 2008).

[9] Tang Hou 尐⻑ Hua lun�氻駢 , translated in Susan Bush and Hsio-yen Shih, Early Chinese Texts on Painting (Cambridge: Harvard-Yenching 

Institute, 1985), p. 258.

(First published in Zhu Wei: Works 1988-2012 , China Today Art Museum Publishing House, January 2013, p.20)
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4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ

呷 ��1FBDIFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

�����DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ



152 153

呷 ��1FBDIFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
�����DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ

呷 ��1FBDIFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN����DN�����
娉駮8&*�;)6�虪勘㵶ꦪⷧ◝做ⶥ劔⪨▟յ勚⚾

4JHOFE8&*�;)6�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��4IJ�:PV�#B�+JV�;IV�8FJ
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呷 ��1FBDIFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
娉駮8&*�虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾
4JHOFE�8&*�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�;IV�8FJ

呷 ��1FBDIFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN�����
娉駮8&*�;)6������虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾

4JHOFE�8&*�;)6������XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�;IV�8FJ
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 ��'MPXFST
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN
����



158 159

┞▟▟┩䌑ⵌ☓侚◜┞⺵稻勔 ��5IF�4UPSZ�PG�#FJKJOH�/P���PG������4LFUDI�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

����DN������DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾ⷧꗞյ勚⚾

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ
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┞▟▟⪮䌑╚㎼傽駘ⶥ▟⺵稻勔 ���$IJOB�%JBSZ�/P����PG������4LFUDI���
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

����DN������DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾ⷧꗞյ勚⚾

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ

┞▟▟⪮䌑╚㎼傽駘ⶥ▟⺵稻勔 ��$IJOB�%JBSZ�/P����PG������4LFUDI
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾ⷧꗞյ勚⚾
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ
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艒⦑ ��1PSUSBJU
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN������DN
����
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艒⦑ ��1PSUSBJU
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN
����

艒⦑ ��1PSUSBJU
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

����DN�����DN
����
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⚑鱋✷⫭气股嬱㎽
%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN������DN�����
娉駮;IV�8FJ�虪勘㵶ꦪⷧ┩做勚⚾ⷧꗞյⶥ劔⪨▟յ勚⚾
4JHOFE;IV�8FJ�
XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�4IJ�:PV�#B�+JV�;IV�8FJ
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⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN�����
娉駮;IV�8FJ�虪勘㵶ꦪⷧ┩做勚⚾ⷧꗞյ勚⚾寊㙺氻㵂յ勚⚾
4JHOFE;IV�8FJ�XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�;IV�8FJ�4IVJ�.P�)VB�#BP�;IV�8FJ

⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

������DN�����DN�����
娉駮;IV�8FJ�虪勘㵶ꦪⷧ┩做勚⚾ⷧꗞյⶥ劔⪨▟յ勚⚾

4JHOFE;IV�8FJ�XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�4IJ�:PV�#B�+JV�;IV�8FJ
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⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
娉駮;IV�8FJ�娉駮;IV�8FJ虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾
4JHOFE;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�;IV�8FJ

⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN�����
娉駮;IV�8FJ����� 虪勘㵶ꦪⷧ┞做勚⚾

4JHOFEBOE�EBUFE�;IV�8FJ������XJUI�POF�TFBM�PG�UIF�BSUJTU��;IV�8FJ
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⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
�����DN�����DN�����
娉駮;IV�8FJ虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾
4JHOFE;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�;IV�8FJ

⚑鱋✷⫭气股嬱㎽ ��%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN�����
娉駮;IV�8FJ虪勘㵶ꦪⷧ┞做勚⚾ⷧꗞ

4JHOFE�;IV�8FJ�XJUI�POF�TFBM�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO
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⚑鱋✷⫭气股嬱㎽
%FSJWBUJWF�GSPN�&NQFSPS�)VJ[POHT�#JSET�
-ZDIFFT�BOE�'MPXFST�
寊㙺駦虝维勔
*OL�BOE�$PMPS�PO�1BQFS�
�����DN������DN�����
娉駮;IV�8FJ
虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞյ勚⚾
4JHOFE�;IV�8FJ�
XJUI�UXP�TFBMT�PG�UIF�BSUJTU��
;IV�8FJ�:JO�+JBO�;IV�8FJ
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寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ┩做玘յ勚⚾▫氻յ勚⚾
4JHOFE�;IV�8FJ�XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��4IFO�1JO�;IV�8FJ�4IV�)VB�;IV�8FJ

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ┩卶勚⚾ⷧꗞյ玘յ勚⚾▫氻

4JHOFE�;IV�8FJ�XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�4IFO�1JO�;IV�8FJ�4IV�)VB
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寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维��*OL�BOE�$PMPVS�PO�/FXTQBQFS
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾▫氻յ玘
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�4IV�)VB�4IFO�1JO

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维��*OL�BOE�$PMPVS�PO�/FXTQBQFS

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾▫氻յ㎽皺

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�4IV�)VB�1JDUPSJBM�TFBM



182 183

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维��*OL�BOE�$PMPVS�PO�/FXTQBQFS
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾▫氻յ玘
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�4IV�)VB�4IFO�1JO

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维��*OL�BOE�$PMPVS�PO�/FXTQBQFS

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶┱僓⟺ꂛյ勚⚾▫氻

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��:V�4IJ�+V�+JO�;IV�8FJ�4IV�)VB
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寊㙺煝疵騦䕊笡⮬
*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维
*OL�BOE�$PMPVS�PO�/FXTQBQFS
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾յ㎽皺
4JHOFE�;IV�8FJ�
XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�1JDUPSJBM�TFBM
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寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维��*OL�BOE�$PMPVS�PO�/FXTQBQFS
���DN�������DN�����
勚⚾訒娉虪勘㵶ꦪⷧ┞卶┱僓⟺ꂛ
4JHOFE�;IV�8FJ�XJUI�POF�TFBM�PG�UIF�BSUJTU��:V�4IJ�+V�+JO

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔䫟维�*OL�BOE�$PMPVS�PO�/FXTQBQFS

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶┱僓⟺ꂛյ勚⚾▫氻

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��:V�4IJ�+V�+JO�;IV�8FJ�4IV�)VB
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寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔 �*OL�BOE�$PMPVS�PO�1BQFS

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾ⷧꗞյ勚⚾

4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ

寊㙺煝疵騦䕊笡⮬ ��*OL�BOE�8BTI�3FTFBSDI�-FDUVSFT�4FSJFT�
寊㙺駦虝维勔 ��*OL�BOE�$PMPVS�PO�1BQFS
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝卶勚⚾ⷧꗞյ勚⚾
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ
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䌐㴘㝆▇┞ ��5IF�4JMFOU�/JHIU�/P���
寊㙺维勔 �*OL�PO�1BQFS
���DN�����DN�����
虪勘㵶ꦪⷧ◝做勚⚾▫氻յ勚⚾
8JUI�UXP�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�4IV�)VB�;IV�8FJ

䌐㴘㝆▇◝ ��5IF�4JMFOU�/JHIU�/P���
寊㙺维勔 �*OL�PO�1BQFS
���DN�����DN�����

虪勘㵶ꦪⷧ┞做勚⚾▫氻
8JUI�POF�TFBM�PG�UIF�BSUJTU��;IV�8FJ�4IV�)VB
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䊫䋜▇┞ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN�����
虪勘㵶ꦪⷧ┞做勚⚾
8JUI�POF�TFBM�PG�UIF�BSUJTU��;IV�8FJ

䊫䋜▇◝ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

����DN����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ┢做◝做勚⚾ⷧ⟥յ◝做勚⚾յ㎽皺յ勚⚾ⷧꗞ⾕勚⚾▫氻

4JHOFE�;IV�8FJ�XJUI�TFWFO�TFBMT�PG�UIF�BSUJTU��UXP�PG�;IV�8FJ�:JO�9JO�UXP�PG�;IV�8FJ�
1JDUPSJBM�4FBM�;IV�8FJ�:JO�+JBO�BOE�;IV�8FJ�4IV�)VB
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䊫䋜▇┩ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ㎃做◝做勚⚾յ勚⚾▫氻⾕勚⚾ⷧꗞ
4JHOFE�;IV�8FJ�XJUI�GPVS�TFBMT�PG�UIF�BSUJTU��UXP�PG�;IV�8FJ�;IV�8FJ�4IV�)VB�BOE�;IV�8FJ�:JO�+JBO

䊫䋜▇㎃ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

����DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ┩做勚⚾ⷧ⟥յ虪勘㵶羱皭⾕勚⚾澶ꃥ

4JHOFE�;IV�8FJ�XJUI�UISFF�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�9JO�
BSUJTUT�XFCTJUF�BOE�;IV�8FJ�;IFO�+J
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䊫䋜▇⪮ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ◝做勚⚾ⷧꗞ⾕㎽皺
4JHOFE�;IV�8FJ�XJUI�UXP�TFBMT�PG�UIF�BSUJTU��
;IV�8FJ�:JO�+JBO�BOE�1JDUPSJBM�4FBM
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䊫䋜▇▟ ��$VSUBJO�/P��
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ㎃做勚⚾ⷧꗞյ玘յ勚⚾▫氻յ勚⚾
4JHOFE�;IV�8FJ�XJUI�GPVS�TFBMT�PG�UIF�BSUJTU��;IV�8FJ�:JO�+JBO
4IFO�1JO�;IV�8FJ�4IV�)VB�;IV�8FJ

䊫䋜▇ⶥ ��$VSUBJO�/P���
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�

���DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧ㎃做玘յ㝕楉յ勚⚾յ勚⚾ⷧꗞ

4JHOFE�;IV�8FJ�XJUI�GPVS�TFBMT�PG�UIF�BSUJTU��4IFO�1JO�%B�8BO�
;IV�8FJ�;IV�8FJ�:JO�+JBO
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唙廷䩘駘◝ⶥ⪮⺵ ��%JBSZ�PG�UIF�4MFFQXBMLFS�/P���
寊㙺駦虝维勔 ��*OL�BOE�$PMPS�PO�1BQFS�
����DN�����DN�����
勚⚾訒娉虪勘㵶ꦪⷧⶥ◩做㎃做勚⚾▫氻յ◝做勚⚾ⷧ⟥յ㝕楉յ勚⚾յ玘յ
┱僓⟺ꂛյ勚⚾ⷧꗞյꮣ⚾յⶥ劔⪨▟յ虪勘㵶羱皭⾕㎽皺
4JHOFE�;IV�8FJ�XJUI�GUFFO�TFBMT�PG�UIF�BSUJTU��GPVS�PG�;IV�8FJ�4IV�)VB�UXP�PG�
;IV�8FJ�:JO�9JO�%B�8BO�;IV�8FJ�4IFO�1JO�:V�4IJ�+V�+JO�;IV�8FJ�:JO�+JBO�
"�8FJ�4IJ�:PV�#B�+JV�BSUJTUT�XFCTJUF�BOE�1JUPSJBM�TFBM
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The Transition of a Handful of Common Sense in Work

Academic lectures series on the working methods and 
creative methodology of Chinese contemporary artists

Zhu Wei, born in 1966, is the pioneer and representative of Chinese contemporary ink and wash. He is the most 

internationally influential contemporary ink and wash artist and the first artist to introduce meticulous painting 

WHFKQLTXHV�LQWR�WKH�¿HOG�RI�FRQWHPSRUDU\�&KLQHVH�DUW��6LQFH�WKH�HDUO\�����V��KLV�LQN�SDLQWLQJV�KDYH�EHHQ�H[KLELWHG�LQ�

PRUH�WKDQ�����ODUJH�VFDOH�H[KLELWLRQV�DOO�RYHU�WKH�ZRUOG��DQG�LQ�GL̆HUHQW�ODQJXDJHV����UHWURVSHFWLYH�DOEXPV�RI�KLV�

works have been published. There are forty-three art museums at home and abroad who have collected more than 70 

of his artworks.

Good afternoon, everyone. Talking about art, there are many misleading general terms. Since you are art students, and 

WKH�IXWXUH�RI�&KLQHVH�FRQWHPSRUDU\�DUW��WRGD\�,¶OO�OHFWXUH�RQ�VRPH�VSHFL¿F�VLWXDWLRQV�

Students in art academies usually face two questions: First, how to make a living with art in the future. Second, how 

WR�EHFRPH�DQ�RXWVWDQGLQJ�DUWLVW�LQ�WKH�IXWXUH��7KH�¿UVW�TXHVWLRQ�LV�QRW�ZLWKLQ�WKH�VFRSH�RI�ZKDW�,¶P�JRLQJ�WR�WDON�DERXW�

today. After four years of study and four more years after graduation, you will understand it quite well. But for the 

VHFRQG�TXHVWLRQ��LI�ZH�GRQ¶W�OD\�WKH�JURXQGZRUN�SURSHUO\�GXULQJ�RXU�DFDGHPLF�VWXG\��LW¶OO�EH�QHDUO\�LPSRVVLEOH�WR�¿QG�D�

TXLHW�WLPH�WR�¿JXUH�LW�RXW�ZKHQ�WKLQJV�VXFK�DV�ZRUN�DQG�OLIH�DUH�RYHUZKHOPLQJ�

An outstanding artist must be the one who has created outstanding works, or an outstanding work.

What is an outstanding work? It’s a work that, after the unrelated, un-art dust blown away by the time, can still has its 

cultural value.

So, how to create an outstanding painting?! It's very simple. First of all, we should convert a handful of common sense 

that we have mistakenly thought of into the correct and feasible knowledge.

About contemporary art. Nowadays contemporary art has misled many students, who think that the best art is the 
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ones in the name of contemporary. They have a heart that totally engages in contemporary art. Even if their professor 

spends a long time trying to explain the concept, they still don’t believe it, because it seems that we don’t have the right 

of interpretation.

Contemporary art is the present continuous tense. All attempts made in the name of contemporary are in the 

experimental stage. The exploration has lasted for more than a hundred years in the West, and the successes can 

EH�FRXQWHG��ZKLFK�LV�QRW�PDQ\��(YHQ�VR��WKHUH�LV�VWLOO�QRW�\HW�D�GH¿QLWLYH�FRQFOXVLRQ�RQ�WKH�FṘQ�OLG��6RPH�SHRSOH�

may ask, haven’t some contemporary works already collected by museums, and some museums are even named 

DIWHU�FRQWHPSRUDU\"�$�PXVHXP�LV�QRW�D�FṘQ��WKDW�WKRVH�ZKR�JR�LQ�ZLOO�QR�ORQJHU�FRPH�RXW��(DFK�HUD�KDV�LWV�RZQ�

contemporary art form, which is different from other eras. These arts developed with the advancement of human 

technology and social civilization, and during the development, some works have been replaced, and some outstanding 

works of contemporary art have become classics. These classic works are the objects that art students should carefully 

study.

It is only less than forty years since the Western contemporary art came to China. Although all the participants have 

their own interests and therefore make it look like bustling with noise and excitement, in essence, the contemporary 
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Keran’s Red over the Mountains as if the Forests are Dyed and Pan Tianshou’s The Meaning of the Poem “Melody of 

Waves” by Maoz Zedong are also in this category. Regarding Li Keran’s Red over the Mountains as if the Forests are 

Dyed, the critics pointed out that “it indicates that he has fully matured in using his painting language to express Mao 

Zedong's poetry, and it also establishes his own landscape painting appearance."

Few painters at that time did not paint Mao Zedong's poetic style, and Mao Zedong's poetic paintings were a way to 

make no mistakes. Artists from the Central Academy of Fine Arts had completed 138 murals, one of which is 300 

square meters large. 23 painters from the Beijing Fine Art Academy had worked hard for five days and nights to 

FRPSOHWH�¿YH�SDLQWLQJV�DQG�HDFK�LV�IRXU�PHWHUV�ZLGH��3DLQWHUV�LQ�-LDQJVX�SURYLQFH�DOVR�HVWDEOLVKHG�D�&KLQHVH�SDLQWLQJ�

work group. They spent three months to travel more than 23,000 miles in Henan, Shaanxi, Sichuan, Hubei, Hunan, 

Guangdong and other places to collectively create paintings like Eat for Free in the People's Communes, Mountain 

Village Leap Forward, and Bamboo Shoots after the Rain, on which it’s inscribed “People create frequently and make 

great innovations, like bamboo shoots grow up together after the spring rain.” Some artist puts it forward, “When 

thoughts changes, ink and brush cannot remain unchanged”. Artists painted almost all sacred places of revolution and 

the former residence of the leader, without a single trace of the “Great Famine”.

7KH�IROORZLQJ�LV�WKH�FKURQLFOH�RI�&KLQHVH�DUW�GXULQJ�WKH��*UHDW�&KLQHVH�)DPLQH���2Q�0DUFK�����������&DL�5XRKRQJ��WKH�

Vice Chairman of the China Artists Association (CAA), and Wang Chaowen, the Executive Director of CAA, attended 

and gave a speech in the three-day conference "Plastic Arts in the Socialist Countries" in Moscow. On December 23, 

1959, jointly organized by the China Artists Association and People's Fine Arts Publishing House, the "Ten Years of 

Propaganda Poster Exhibition" opened at Beijing Zhongshan Park. On January 20, 1960, organized by the China 

Artists Association, the "New Year Prints Exhibition" opened at Beijing Zhongshan Park, and a total of 179 works 

were exhibited. On March 2, 1960, the Anhui Branch of the China Artists Association was established. The association 

appointed Lai Shaoqi as its chairman, 28 people as its directors, and 5 as its executive directors. On March 16, 1960, 

Jiangsu province Chinese Painting Academy was established. Fu Baoshi was the appointed as dean and Qian Songyan 

was the deputy dean. On September 30, 1960, the fourth volume of Selected Works of Mao Zedong was published and 

GLVWULEXWHG��&DL�5XRKRQJ��/LX�.DLTX��:X�=XRUHQ��:DQJ�&KDRZHQ��DQG�:X�-LQJWLQJ�SDUWLFLSDWHG�LQ�LWV�¿UVW�VWXG\�FLUFOH�

organized by the China Federation of Literary and Art Circles. On December 29, 1960, an apprenticeship ceremony 

was held for workers and peasants college in the Shanghai Chinese Painting Academy. On January 18, 1961, the China 

$UWLVWV�$VVRFLDWLRQ�FRQYHQHG�D�ERDUG�PHHWLQJ�DQG�GHFLGHG�WKDW�WKH�PDLQ�WDVN�LQ�WKH�¿UVW�KDOI�RI�WKH�\HDU�ZDV�WR�FUHDWH�

WKH�WULEXWH�ZRUNV�IRU�WKH���WK�DQQLYHUVDU\�RI�WKH�IRXQGLQJ�RI�WKH�&KLQHVH�&RPPXQLVW�3DUW\��2Q�-XQH����������WKH�

"Forum of Historical Painting of China’s Revolutionary" was held in Beijing. On October 25, 1961, as the chairman of 

the Chinese Federation of Literary and Art Circles, Guo Moruo wrote to the French painter Picasso, congratulating him 

on his 80th birthday.

art has just landed on China, just enough to allow us to know what the so-called contemporary art is. Until today we 

haven’t had an original work, that is to say, not even a Chinese-made contemporary art IP or chip has appeared, not 

mentioning becoming a classic. With the passage of time, many works and exhibitions that have fascinated you may be 

a farce, so, you still have opportunities. You are very important!

$UH�WKHUH�DQ\�VSHFL¿F�VWDQGDUGV�IRU�EHLQJ�FODVVLFV"�<HV��)LUVW��FUHDWLYLW\��6HFRQG��WHFKQLTXHV��7KLUG��PDWHULDOV��7KHVH�

also are what we often say: what to paint, how to paint, and what to paint with. Any breakthrough in the three areas 

can be regarded as a classic. And creativity should conform to the three judgments of aesthetics: judgement of fact, 

judgment of taste, and judgment of value. Judgment of fact refers to the authenticity and rationality of the events 

described in the artwork; judgement of value refers to the meaning and value of the work from the perspectives of 

DHVWKHWLF��PRUDO��DQG�KLVWRULFDO�DVSHFWV��DQG�ZKHWKHU�DQ�DUWZRUN�UHÀHFWV�WKH�XOWLPDWH�LGHDO�RI�PDQNLQG�

Artists such as Fan Kuan, Leonardo da Vinci, Raphael, Michelangelo, Cezanne, Van Gogh, Shi Tao, Bada, Duchamp, 

Richter, Rauschenberg, Andy Warhol, Beuys, and so on, are good examples. Some of these artists belong to the so-

called contemporary, and some are more ancient, but their works have surpassed the contemporary and surpassed the 

ages to become classics, and become symbols and specimens of the evolution of human civilization.

In fact, when it comes to practice, the selection and judgment of contemporary subjects usually tend to be vague and 

lack of courage.

On the occasion of the 50th anniversary of the founding of New China, an opinion poll was jointly organizedby People’s 

'DLO\��;LQKXD�1HZV�$JHQF\��6WDWH�&RXQFLO�,QIRUPDWLRQ�2̇FH��DQG�%HLMLQJ�'DLO\��DVNLQJ�WKH�SXEOLF�WR�VHOHFW�WKH�PRVW�

LPSRUWDQW�HYHQW�VLQFH�WKH�IRXQGLQJ�RI�WKH�3HRSOH¶V�5HSXEOLF�RI�&KLQD��WKH�&XOWXUDO�5HYROXWLRQ�UDQNHG�¿UVW��DQG�WKH�

"Great Chinese Famine" ranked second. According to the 1999 edition of Encyclopedia Britannica, the famine in China 

in the late 1950s and early 1960s was one of the two biggest famines in the 20th century. By the way, 1960s is also the 

time that the contemporary art were booming in the West.

Then, what did the Chinese artists do during the same period? When we search in our historical data and important 

works, there is no trace or information of the "Great Chinese Famine" at all. In 1959, Fu Baoshi and Guan Shanyue 

came up with a large-scale Chinese painting with the title The Land is So Rich in Beauty for the Great Hall of the 

3HRSOH��DQG�0DR�=HGRQJ�LQVFULEHG�³7KH�/DQG�LV�6R�5LFK�LQ�%HDXW\´�RQ�WKH�SDLQWLQJ��7KH�FULWLFV�ZURWH��³7KH�VLJQL¿FDQFH�

of The Land is So Rich in Beauty does not lie in its huge scale or special background that ordinary works do not have, 

QRU�LQ�LWV�W\SLFDO�FRPELQDWLRQ�RI�WKH�UHYROXWLRQDU\�UHDOLVP�DQG�UHYROXWLRQDU\�URPDQWLFLVP��EXW�LQ�LWV�¿QGLQJ�D�WKHPH�

WKDW�FDQ�EH�VXFFHVVIXO� LQ�D�VSHFL¿F�VRFLDO�HQYLURQPHQW��DQG�FDQ�EH�LQVSLULQJ�IRU�PDQ\�ODWHU� ODQGVFDSH�SDLQWHUV�´�/L�
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LQKHUHQW�LGHDV��5LFKWHU�ÀHG�IURP�WKH�(DVW�*HUPDQ\�WR�WKH�:HVW�*HUPDQ\�ZLWK�KLV�IDPLO\�DIWHU�:RUOG�:DU�,,��,W�FDQ�EH�

said that he has a dual perspective, which makes him more objective and comprehensive when he views their society. 

Richter’s father was an amiable former member of the National Socialist Party, a Nazi, and Richter and his family 

therefore carried a heavy burden in both the socialist camp and the capitalist camp. Because of this, his description 

RI�WKH�1D]LV�EHFDPH�YLYLG�DQG�QRW�VXSHU¿FLDO��)RU�D�ORQJ�WLPH�DIWHU�WKH�HQG�RI�:RUOG�:DU�,,��ERWK�WKH�:HVWHUQ�FDPS�

led by Great Britain, the United States and Germany, and the socialist camp led by the Soviet Union, imposed strict 

sanctions on Nazi. The literary and artistic works at that time were similar to ours when we defeated the Gang of Four 

after the end of the Cultural Revolution. There were also a large number of stereotyping literary and artistic works.

When Richter's Uncle Rudi appeared in a form of blurred historical photos, it blew everyone’s mind, from which 

people can see how objective and humane that artworks should be. This painting caused a huge sensation at that time. 

When Richter was 70 years old in 2002, an exhibition was held in MoMA in New York to ceremoniously introduce this 

type of painting to the world, titled "October 18, 1977". ?This series consists of 15 paintings, including four groups and 

¿YH�LQGLYLGXDO�RLO�SDLQWLQJV��,W�GHSLFWV�VHYHUDO�PRPHQWV�EHIRUH�WKH�VXLFLGH�RI�VRPH�PHPEHUV�RI�WKH�5HG�$UP\�)DFWLRQ��

the biggest terrorist organization in Europe at the time. The four members were Andreas Baader, Gudrun Ensslin, 

Holger Meins, and Ulrike Meinhof. These paintings aroused much controversy. The full name of the work is "October 

18, 1977", commemorating the day when the bodies of Baader and Ensslin’s bodies were found in the tight cell of 

Stammheim Prison. And their comrades, the dying Jan-Carl Raspe and the injured Irmgard M?ller, were also found at 

the same time. Stammheim Prison is close to Stuttgart, and they had been kept in this prison after their convictions for 

PXUGHU�DQG�RWKHU�SROLWLFDO�LQFLWHPHQWV��$OPRVW�WKUHH�\HDUV�HDUOLHU��2FWREHU�����������WKHVH�SULVRQHG�H[WUHPLVWV�FDOOHG�

for protest against prison conditions and held a hunger strike. Meins starved to death, and Meinhof hanged herself 

in her Stammheim cell (May 9, 1976), shortly after she and others were sentenced to life imprisonment. Her death 

was claimed as suicide. Similarly, the deaths of Baader, Ensslin, and Raspe in the following year (October 18, 1977) 

were also claimed as suicides too, although it was generally suspected that the four of them were murdered by the 

government.

When Richter depicts the major conflicts and contradictions in the real society, he depicts them basically in a 

bystander's perspective as well, by retelling events objectively. For his own standpoint, he has always appeared as an 

independent artist for many years, sometimes with a little bit of academicism. Richter has two famous sayings: "The 

best thing that could have happened to art was its divorce from government." "Everything made since Duchamp has 

been readymade, even when hand-painted."

Objectively speaking, Richter did not innovate a new method of using painting materials. He basically used all the 

materials used by oil painters for hundreds of years, including the particularly handy scraper that he asked his 

About imitation. The process of student learning is a process of imitating. According to our standards of exams, those 

who imitate the best scores the highest, and those who have high scores are good students. But when it comes to 

practical stage, the standard is the other way around. The painting that looks like someone else’s is called plagiarism, 

and if the someone is bad tempered, the plagiarizer will be beaten and cried.

There is one problem in imitation, that is, how to be similar, and the imitator cannot draw faster than the original 

creator. Otherwise there is nothing to imitate.

Too much imitations will make us feel that our own things are useless. Sometimes even matured artists have imagined 

that there is an international language in contemporary art. As long as they imitate these languages, they can be in 

line with international standards, and they can be understood by people all over the world and become masters. There 

are many examples. Some people are successful, and they are not young artists, so it is not convenient to name them. 

In 2008, Richter held a solo exhibition at the National Art Museum of China. A reporter from the cultural column of 

"Southern Weekend" sent me a text message, telling me it’s strange that no one in art circle wanted to express their 

opinions on Richter’s exhibition. I dared not reply.

Richter is the No. 1 in the contemporary art world today. He is the ancestor in the dreams of Chinese artists, and 

many have learned from him. So here I’m going to talk more about Richter. Richter's success lies in his breakthrough 

in painting techniques. The impact of photography on painting and the survival of painting have become a common 

WRXJK�SUREOHP�IDFHG�E\�DUWLVWV�DOO�RYHU�WKH�ZRUOG��$UWLVWV�KDYH�PDGH�GL̆HUHQW�DWWHPSWV��LQFOXGLQJ�3LFDVVR¶V�&XELVP��

Kandinsky’s Cubism, Chirico’s Surrealism and Ernst’s Dadaism. Picasso’s Cubism painting and Richter’s blurred soft 

abstract painting are successful and reasonable explorations.

In 1962, when Li Keran created the series Red over the Mountains as if the Forests are Dyed based on Chairman Mao’s 

SRHP��5LFKWHU�EHJDQ�WR�SDLQW�SDLQWLQJV�EDVHG�RQ�SKRWRV��(DFK�WLPH�KH�VHOHFWHG�D�IHZ�SKRWRV�WKDW�KH¶V�VDWLV¿HG�ZLWK�

from the nearly 1,000 photos to copy and enlarge. Richter believes that his paintings are not realist paintings like 

what people said. He divides abstract paintings into small abstraction, soft abstraction and large abstraction, and the 

EOXUUHG�SKRWR�EDVHG�LPDJHV�KH�SDLQWV�DUH�VRIW�DEVWUDFWLRQ��,Q�WKLV�ZD\��KH�PDNHV�KLV�ZRUN�OHVV�R̆HQVLYH��DQG�FUHDWHV�

a gray ambiguous zone between reality and ideals. He believes that blurry photo is the most perfect picture, with no 

restrictions, no style, no tendencies, and being both abstract and philosophical.

Richter created blurred painting technique, so that he was able to express his themes with ease and would not be used 

by either left- or right-wing. He used this technique to create the Uncle Rudi in 1965, the Eight Student Nurses in 1966, 

and the representative October 18, 1977 series 1988. He tried to get close to reality, and somewhat challenged people’s 
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excellent assistant and carpenter to make for him. Compared to Warhol, there is no big breakthrough in his creative 

ideas. Richter's success is that he created a brand-new painting technique. It is a major breakthrough in the history of 

oil painting technique, and brings people a new way of understanding the aesthetic approach. This is enough to make 

Richter a veritable and undisputed master in the history of contemporary painting.

,W�UHTXLUHV�WDOHQW��SDWLHQFH�DQG�FRQVFLHQWLRXVQHVV�WR�SDLQW��)RU�H[DPSOH��WKHUH�DUH�GL̆HUHQW�PHWKRGV�DQG�WDVWHV� LQ�

making pickles. Korean kimchi is a bit spicy, Japanese pickled radish is a bit sweet, and our pickled cabbage is a bit 

salty. Russian pickles are also good, while the only downside is that we don’t know what to eat with. There is also a 

kind of pickled grapes in Europe. It tastes like you accidentally dropped the rubber into the jar and pickled them. So 

far I have never eaten international pickles. In the 1980s, there was a language called Esperanto. The letters looked 

like a mixture of English, French, Italian, Portuguese, and German. It sounds like a person ran into the Eight-Power 

Allied Forces in an afternoon. Esperanto was promoted by our Ministry of Education in the past, and all national key 

foreign language colleges and universities established Esperanto departments. Undergraduates could study four years 

Esperanto, and then chose it as their major of post graduate. And then the matter was dropped.

Imitation doesn’t need a theory, which will lead to the loss of the right to speak. Over time, we will lose the ability of 

thinking, the capacity of discernment, and furthermore, the ability to innovate.

Imitated things cannot be exported, or it's a summing-up report at most. Japan is an example. Japan is a very 

LQÀXHQWLDO�(DVWHUQ�FLYLOL]DWLRQ�LQ�WKH�ZRUOG��,W�LV�WKH�HDUOLHVW�FRXQWU\�LQ�WKH�(DVW�WR�HQWHU�PRGHUQ�FLYLOL]DWLRQ��DQG�WKH�

civilization is independent of China, South Korea, and India. In 1860, the Meiji Restoration led to comprehensive 

reforms in Japan’s political and economic systems and so on. It has been more than 150 years since then. However, 

when Japanese products are exported abroad, they still are substitute products. Except for the washbasin, slippers and 

children's toys that made in China, Japanese products are still the cheapest ones, like car, lawn mowers, snow blowers, 

refrigerators, color TV, printers, etc. These are substitute products.

China does not have her own art form today. Including peasant painting, all painting forms except ink and wash 

are foreign. We must have more awe and respect for foreign things. Artists should show minimum characteristics 

of an educated person, obtaining consent before their borrowing, indicating the source and thanking the borrower 

afterwards. This is what people must do in a country who claim itself a civilization.

In short, imitation is always inferior. Try to avoid it.

About reading. Compared with writing, painting is obviously physical labor. Even abstract paintings are only abstract 

in its form. At least they still need to be accomplished by colors, which cannot be said to be boring. But what a writer 

faces are paper and pen. Before the author write and the readers read, everything is abstract. With a few lines of text, 

WKH�YLHZHUV�IHHO�DQ�XSVXUJH�RI�HPRWLRQ��,�NQRZ�VRPH�EXGGLHV�IURP�RWKHU�LQGXVWULHV��¿OP�GLUHFWRUV��URFN�PXVLFLDQV��

etc., who subscribe to literary journals and magazines all the year round, hoping to get some inspiration from them. 

7KH�ZRUNV�RI�3RVW� ¶���DUWLVWV��FDOOHG�E\�/L�;LDQWLQJ�DV�&\QLFDO�5HDOLVP��ZHUH�DOO� LQÀXHQFHG�E\�:DQJ�6KXR¶V�QRYHOV��

DQG�WKHVH�DUWZRUNV�FDQ�WRWDOO\�EH�XVHG�DV�LOOXVWUDWLRQV�RI�:DQJ¶V�VWRULHV��:DQJ�6KXR¶V�QRYHOV�DFFXUDWHO\�UHÀHFW�WKH�

psychological changes of young people in the 1980s and 1990s, from hope to disappointment, to helpless.

Reading varies from person to person. Most people study painting because they don’t like to read and have poor grades 

in cultural courses, which means they don’t have much culture, and they naturally reject reading.

I don't like reading. Books are not very attractive to me. I have tried any method that could replace reading. Of course, 

this is related to the background of our generation. At that time, the slogan "united, nervous, serious, lively" was 

everywhere, and later the slogan "read for the rise of China" was added. I never understand how a person can be united 

DQG�QHUYRXV�DQG�VHULRXV�DQG�OLYHO\�DW�WKH�VDPH�WLPH"�,W�LV�WRR�GL̇FXOW��$QG�ZKR�WKH�KHOO�KDV�WKH�ULJKW�WR�UHTXLUH�RWKHUV�

like this? This is a condescending requirement, an adult's requirement to a child, and a requirement that lacks basic 

common sense.

1RZ�LW¶V�GL̆HUHQW��7KHUH�DUH�PRUH�ERRNV�ZLWK�FRPPRQ�VHQVH�DQG�PRUH�SHRSOH�ZLWK�FRPPRQ�VHQVH��,�DOVR�JURZ�IRQG�RI�

reading. It is a pity that I didn't practiced much as a child, so my reading speed is slower than normal people, and it’s 

hard to change. The advantage is that it’s not easy to forget what I’ve read.

I have several series of works whose titles are directly derived from the titles of a book. For example, the ink painting 

Pictures of the Strikingly Bizarre created in the 1990s, and the prints New Pictures of the Strikingly Bizarre which was 

FRRSHUDWHG�ZLWK�6LQJDSRUH�7D\ORU�3ULQW�,QVWLWXWH�LQ�������DUH�EDVHG�RQ�WKH�QRYHOV�ZULWWHQ�E\�/LQJ�0HQJFKX�LQ�WKH�ODWH�

Ming Dynasty. The painting Beside the Girls created in 1996 took the title from the second volume of Marcel Proust's 

In Search of Lost Time (its earliest Chinese translation is Beside the Girls, rather than In the Shadow of Young Girls in 

Flower). For my recent works, the Curtain series of 2010 got the title from a collection of essays by Milan Kundera, and 

the Hills beyond A River of 2012 is an art history book of Yuan Dynasty’s painting written by James Cahill. The content 

RI�WKHVH�ERRNV�¿WV�ZHOO�ZLWK�P\�PRRG�RI�FUHDWLRQ�DW�WKH�WLPH�

Reading can examine creative ideas. A book is like a house. The author starts from the foundation, builds the structure, 

DGGV�EULFNV�DQG�WLOHV��DQG�EXLOGV�D�JODVV�FXUWDLQ�ZDOO��XQWLO�WKH�¿QDO�FRPSOHWLRQ��7KHVH�DUH�DFWXDOO\�WKH�SURGXFWV�RI�WKH�

DXWKRU��7KH�TXDOLW\�RI�D�ERRN�LV�UHODWHG�WR�WKH�DXWKRU¶V�LGHD��KLV�NQRZOHGJH��DQG�WKH�H[SUHVVLRQ��:KHWKHU�LW�LV�¿FWLRQ�RU�
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QRQ�¿FWLRQ��DQ\�ERRN�LV�DFWXDOO\�DQ�DVVXPSWLRQ��D�GUHDP��DQG�D�OLH�RI�WKH�DXWKRU��7KH�FRQQHFWLRQ�EHWZHHQ�D�ERRN�DQG�

the reality is not as close as its connection with the author.

My reading depends largely on how much a book reflects the reality, and whether there are new things in it. For 

example, about what the world is like, the Look at the World with a Cold Eye: The Revelations of the Ups and Downs 

Over a Hundred Years, authored by Zi Zhongyun in 1990', is more objective and fair among the many books written 

by Chinese scholars. Written by Wu Xiaobo, the Storming 30 Years: Chinese Enterprises 1978-2008 interprets history 

of merchants from a new perspective, elevating them from the bottom of the traditional hierarchy "scholar, farmer, 

artisan, and merchant". Not like those popular books that teach us how to be successful, this tells us a serious history. 

5D\�+XDQJ
V�������D�<HDU�RI�1R�6LJQL¿FDQFH�WDNHV�WKH�¿IWHHQWK�\HDU�RI�:DQOL�DV�D�PLFURFRVP�RI�&KLQD
V�WKRXVDQGV�

of years of history, and draws a conclusion that being lack of "sensible mathematics" is the reason of China's less-

developed. This is more like another way to say that China is a society that of rule of men rather than rule of law. With 

an American-style positivism spirit, this book gives us an impression that change is just around the corner if they want 

to. And Zhang Yihe's The Final Nobles brings the shadow of the past to life. These are all interesting books.

Of course, most of what I read is related to art. I won’t bother you with more examples. Besides that, I’ll also see 

whether a book is relevant to my interests. If there is a book on fern research in Madagascar, it has a new point of view, 

and it tells the truth, generally speaking, I still can’t read it.

Read books as early as possible. This is not to encourage a three-year-old child to recite the Standards for being a 

*RRG�3XSLO�DQG�&KLOG��RU�WR�VKRZR̆�DW�D�GLQQHU�WDEOH��,W�PHDQV�WKDW�EHIRUH�D�SHUVRQ�LV�WKLUW\�\HDUV�ROG��ERRNV�FDQ�VWLOO�

EH�LQÀXHQWLDO�RQ�KLP��$IWHU�WKLUW\�\HDUV�ROG��HYHQ�WKH�EHVW�ERRNV�ZLOO�VORZO\�EHFRPH�OHVV�ZHLJKWHG�OLNH�IRRWQRWHV�DQG�

tidbits.

But footnotes and tidbits are also very important, such as James Cahill's several art history books that have been 

translated into Chinese. I think they are very reliable. The accurate and powerful footnotes can help readers to improve 

accuracy in judgment and interpretation.

I seldom rely on books to relax myself, but occasionally there are exceptions. Biographical books are useful in this 

aspect, and autobiographies are even better. Sometime an author of a biography makes up plots to attract readers, so 

\RX�FDQ�¿QG�VHQWHQFH�OLNH��DW�WKDW�WLPH�KH�ZDV�WKLQNLQJ������+RZ�WKH�KHOO�FRXOG�WKH�DXWKRU�NQRZ�ZKDW�WKH�SURWDJRQLVW�

was thinking? Maybe the protagonist himself didn't know.

Best-selling author Stephen King and several of his writer friends formed a rock band in the 1990s. They often talked 

about their works, but never asked each other where their writing inspiration came from, because "we know we don't 

know".

I read biographies just like little Laizi said in the movie Farewell to My Concubine: "How could they become big roles? 

How many times were they beaten for this?" To read a biographical book is to see how many times they were beaten.

7KH�¿OP�%DFN�WR�������ZKLFK�LV�DGDSWHG�IURP�WKH�GRFXPHQWDU\�QRYHO�E\�WKH�ZLQQHU�RI�WKH�0DR�'XQ�/LWHUDWXUH�3UL]H�

/LX�=KHQ\XQ��IDLOHG�DW�WKH�ER[�ṘFH��7KH�GLUHFWRU�)HQJ�;LDRJDQJ�DFFHSWHG�DQ�LQWHUYLHZ�ZLWK�3(23/(�PDJD]LQH�DW�

the beginning of this year, saying that he is pessimistic, because many vicious things in people’s hearts have been 

magnified today, and he felt he had nothing to talk about with the world. Similarly, New York University held a 

conversation between director Zhang Yimou and Ang Lee. As the conversation came to an end, Zhang Yimou could 

not help but leaned forward to ask Ang Lee, “How do you make the Western audiences understand your movie?" One 

was angry at being left by the times, and the other was worried about being left by the world. Coincidentally, the two 

GLUHFWRUV�VKRZHG�WKH�ORQHOLQHVV�DV�D�FUHDWRU�LQ�D�GL̆HUHQW�ZD\�

At the times of Lu Xun, "when they saw short sleeves, they immediately thought of white arms, of nakedness, of 

JHQLWDOV��RI�LQWHUFRXUVH��DQG�RI�EDVWDUGV���1RZ�LW¶V�GL̆HUHQW��0DQ\�\RXQJ�DXGLHQFHV�KDYH�VHHQ��IXOO�QXGLW\���LQFOXGLQJ�

�IXOO�QXGLW\��IURP�DEURDG��,W
V�GL̇FXOW�WR�EH�H[FLWHG�DW�WKH�VLJKW�RI�VKRUW�VOHHYHV��7KH\�FDQ�XQGHUVWDQG�2UVRQ�:HOOHV
V�

Citizen Kane, and Yasujiro Ozu's An Autumn Afternoon. They know the position of an aspiring movie in the world of 

movies.

After that, we need to look back, to examine the value of a work in the special context of China, and to see whether this 

value has equivalent energy in painting.

Here are some of my reading experience:

To Live, a novel by Yu Hua. ?This novel should have been read by many people, but it is worth mentioning again.

Through a pair of sympathetic eyes, this novel was written in a tone of absurd. The son of a rich landlord who had been 

tainted with bad habits of frequenting brothels, gambling and drinking, once lost all his family's property in a gamble. 

It caused his father's death and his family’s falling to the bottom of the society. However, because of the same reason, 

he saved his life in the later revolution. The story itself seems absurd, but it is extremely realistic. A prodigal son has 

been there since ancient times, and if he accidentally caught up the special era, it makes a profound story.

Not only the materials are good, so does the language. The language shows Yu Hua's consistent style, refined and 
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enthusiastic. An obviously miserable tragedy was written in a style of festive and even carnival. Using comedic 

language to write a tragedy is an ancient method. All Men Are Brothers (a novel in Ming Dynasty) and The Scholars 

(a novel in Qing Dynasty) both applied it, and Yu Hua takes it to the extreme. (V.S. Naipaul also used it in his Miguel 

Street, which is a collection of short stories.) The best comedies are actually tragedies, and the best tragedies are 

comedies.

It’s a pity that the judges of the Nobel Prize for Literature do not know much about Chinese, and probably do not know 

PXFK�DERXW�&KLQD��<X�+XD�LV�D�SXUH�ZULWHU�ZKR�FDQ�QHLWKHU�FXUU\�IDYRU�ZLWK�VRPHRQH�LPSRUWDQW��QRU�¿QG�VXLWDEOH�

people to translate his works.

The novel The Stranger by Camus has a very strange narrative technique. The narration before the end of the story is 

always numb, as if the protagonist does not have feelings like ordinary human beings do. But when it’s approaching 

the end, all the oppressed things suddenly burst out, showing that kind of sound humanity and full personality, giving 

people a great shock.

We were surprised that what the protagonist did was reasonable, and when looking back at his previous actions, we 

VXGGHQO\�UHDOL]HG�WKDW�WKH�SURWDJRQLVW�OLYHG�D�OLIH�VWULSSHG�RI�DOO�LOOXVLRQV�DQG�EHDXWL¿FDWLRQ�H̆HFWV��%HFDXVH�RWKHUV�GR�

not live their lives like this, the protagonist becomes a real stranger.

Naipaul's Miguel Street is also a typical example of writing tragedy with a joyful tone. Although the characters in the 

book are far away in Trinidad, they seem to live on the street where we grew up. Poverty, isolation, numbness, and 

ignorance are normal for these people, but occasionally, there are also golden moments. These moments have existed 

and then disappeared, which makes it even more sentimental.

One Hundred Years of Solitude�by Garcia Márquez. I have not much to say about it. It has become a representative of 

Latin America.

Voices Carry: Behind Bars and Backstage During China's Revolution and Reform, a biography by Ying Ruocheng. Ying 

Ruocheng was the former Deputy Minister of Culture. His grandfather Ying Lianzhi was the founder of Ta Kung Pao 

and Fu Jen Catholic University in Beijing, and his father Ying Qianli was the founder of Fu Jen Catholic University in 

Taiwan. He came from a well-educated intellectual family. The history of this family is enough to write a book.

Ying Ruocheng played many roles, including the hated Liu Mazi and Little Liu Mazi in the drama Teahouse, Liu Siye 

in the movie Camel Xiangzi, Willy Loman in Arthur Miller's Death of a Salesman, the warden in the movie The Last 

Emperor, and Lama Norbu in the movie Little Buddha. His career is enough to write a book.

However, Ying Ruocheng's autobiography Voices Carry began with his prison life in 1968, because it was the most 

bizarre thing that happened in his life. "This period of time in prison has allowed me to learn more about the situation 

in China than what I had learned in my whole life, which is gratifying." The author has an optimistic spirit.

About the passages of the author’s experience in prison, it will be interesting to compare this part with Yan Geling's 

best work so far, Inmate Lu Yanshi.

:DQJ�6KXR¶V�:LOG�%HDVW��'LH�6DWLV¿HG��,¶P�<RXU�)DWKHU��DQG�0DVWHU�RI�0LVFKLHI�DUH�JRRG��7KH\�ZHUH�VXEYHUVLYH�ZKHQ�

they were just published back then.

Duan Chengshi’s Miscellaneous Morsels from Youyang is a collection of legendary stories of the Tang dynasty. It's 

vigorous, showing the spirit of Tang.

$U�&KHQJ¶V�7KH�.LQJ�RI�&KHVV��7KLV�¿FWLRQ�LV�XQXVXDO�EHFDXVH�LW�GHVFULEHG�WKH�OLIH�RI�WKH�6HQW�GRZQ�\RXWK�LQ�DQ�XQXVXDO�

gallant and ancient style.

Dostoyevsky Crime and Punishment. If you can tolerate Dostoevsky's neuroticism, this book is quite profound.

*HRUJH�2UZHOO�������0RGHUQ�KRUURU�SURSKHWLF�¿FWLRQ�

Sigmund Freud A Young Girl's Diary. An introduction to psychology.

Hannah Arendt The Origins of Totalitarianism. As the title of the book.

Ruth Benedict The Chrysanthemum and the Sword. It is said to be the best book to understand our neighbor.

Akira koshizawa Manchuria Capital Planning. As can be seen in the book, even the number of sewer manhole covers, 

the licensed prostitutes, and the unlicensed prostitutes were all clearly counted by Japanese rulers in Manchukuo.

Dominic Streatfeild The Secret History of Mind Control. An introduction to psychology.

Reading can solve the loneliness in creation. For example, painters seem to be powerless on describing hunger. So far, 



234 235

I only remember Jiang Zhaohe's The Homeless People, in which the starving people are waiting in line desperately 

with an empty bowl in their hands. Later an oil painting depicting a farmer-like old man holding a bowl also appeared. 

Both paintings were nationally noticed at that time.

Compared with painters, it seems much easier for writers to write about hunger. Lu Wei, the screenwriter of the 

movie To Live, used to write about a painter friend who lived at Old Summer Palace: his main task everyday was not 

to conceive painting, but to contemplate how to eat the next meal for free. In order to have a meal he made a set of 

complicated plans, such as whose home he should eat in today, whose home he should eat in tomorrow, and the day 

after tomorrow, and two days after tomorrow, and how to eat without causing any embarrassment to each other, and 

so on. In those days everyone must have food coupons to purchase food, and the coupons were limited in quantity, so 

if you went to somebody's home for a meal, it was just a one-time trip, otherwise the people you visited would have 

enough food for themselves in that month. You had to make a precise calculation on it. There were so much tears of 

hardship and hunger that cannot be explained in a word.

In my mind, Yu Hua, the writer in China who deserves the Nobel Prize the most, always shows a special preference to 

describing hunger. In his novel Why There Is No Music, he depicted an unusual man Ma Er: Ma Er can hold a whole 

shrimp in his mouth to eat the shrimp meat and spit out an intact shrimp shell using his tongue only. Ma Er eats 

TXLFNO\��DWWHQWLYHO\��QHYHU�UDLVLQJ�KLV�KHDG�EHIRUH�KH�¿QLVKHV��,Q�<X�+XD
V�DQRWKHU�QRYHO�&ODVVLFDO�/RYH�KH�GHVFULEHG�D�

more cruel and bloody picture of hunger. The Classical Love subverts the pattern of the traditional love story, which 

was always describing how a young, poor, and talented scholar fell in love with a rich, beautiful girl in her backyard 

garden, and then the poor young scholar became the no.1 scholar in the highest imperial examination. During 

the famine period, the gifted young scholar didn't become the imperial no.1 scholar, and the rich girl's home was 

destroyed. When the young man met the young girl again in a small restaurant, the young girl had become food in a “food 

person” market. The description in this story is much more vivid than the Fantasy Tales by Ji Xiaolan (a writer in the 

4LQJ�'\QDVW\���$��IRRG�SHUVRQ��LV�D�KXPDQ�EHLQJ�ZKRVH�ÀHVK�LV�JRLQJ�WR�EH�PDGH�LQWR�D�GLVK�RQ�WDEOH��,Q�IDPLQH�\HDUV�

WKH�ÀHVK�RI�KXPDQ�EHLQJV�ZDV�HDWDEOH�

In Ar Cheng's The King of Chess, the writer wrote about the king of chess Wang Yisheng: "When he heard the clinking 

of aluminum lunch boxes made by people who ate ahead, he closed his eyes, with mouth tightly shut, as if he felt sick. 

After he got his meal, he started to eat it immediately and quickly. His Adam's apple bobbed in his throat. His face 

ZDV�IXOO�RI�WHQVLRQ��+H�VWRSSHG�KLV�HDWLQJ�FRQVWDQWO\�DQG�VXGGHQO\��E\�XVLQJ�KLV�ZKROH�LQGH[�¿QJHU��WR�ZLSH�D�JUDLQ�

of cooked rice or a touch of oil or soup caught on his lips or chin into his mouth. If a grain of cooked rice fell on his 

FORWKHV��KH�ZRXOG�SUHVV�KLV�¿QJHU�RQ�LW�ULJKW�DZD\��DQG�WUDQVIHU�LW�LQWR�KLV�PRXWK��,I�WKH�WUDQVIHU�ZDVQ
W�VXFFHVVIXO�DQG�

the rice fell on the ground, he would stop moving his feet at once, and then turn himself around to look for it. At this 

PRPHQW�LI�KH�KDSSHQHG�WR�PHHW�P\�H\HV��KH�ZRXOG�VORZ�GRZQ�WKH�SURFHVV��$IWHU�KH�¿QLVKHG�HDWLQJ��KH�FDUHIXOO\�VXFNHG�

KLV�FKRSVWLFNV�XQWLO�WKH\�ZHUH�WRWDOO\�FOHDQHG��¿OOHG�XS�KLV�OXQFK�ER[�ZLWK�ZDWHU��VLSSHG�WKH�WKLQ�RLO�VOLFN�¿UVW��DQG�WKHQ�

with an expression of reaching the other shore safely, sipped the remained water." This is the sequela of hunger. In 

Cao Naiqian's novel collection There Is Nothing I Can Do When I Think of You Late at Night there is a story called “Dan 

Wa”. In the beginning of the story Lao Zhuzhu's family had built a cave room and was going to install the door and 

windows. Traditionally, in an event like this, every household in the village should send a labor to help, and when the 

job is done, each laborer should have a fried rice cake to enjoy. Dan Wa came home early that day, because it wouldn’t 

FRVW�KLP�DQ\�ZRUN�SRLQWV�LI�KH�GLG�VR��7KXV�ZKHQ�/DR�=KX]KX�ZHQW�WR�WKH�FROOHFWLYH�¿HOGV�WR�FDOO�IRU�ODERU��'DQ�:D�

was not there. The fried rice cake was so rare that villagers usually could only eat it once a year during the Spring 

Festival. Groundlessly missing the opportunity to eat the fried rice cake, Dan Wa was very unhappy. However, he was 

embarrassed to tell people the truth, so from morning till night, he made trouble everywhere for a whole day. It's a 

story about gluttonousness which is developed from hunger.

Looking at the 3700 years of Chinese history, famines were recorded in every dynasty. Accumulated from generation 

to generation, every Chinese has a large area in his head dedicated to storing memories of hunger. No matter how 

PXFK�PRQH\�ZH�KDYH��LW
V�VWLOO�GL̇FXOW�WR�JHW�ULG�RI�WKH�IHDU�RI�KXQJHU�DQG�WKH�FRQVHTXHQW�LQVHFXULW\��:H�KDYH�EHHQ�

fighting hard unremittingly around the bottom line of survival. A Taiwanese scholar has pointed out that Chinese 

culture is still a primitive culture, but packaged with benevolence, righteousness, courtesy, wisdom and faithfulness. A 

primitive culture is a culture of survival, whose main feature is that all labor and the judgments of values are aimed at 

maintaining survival and rejecting spiritual values. Therefore, the Chinese nation has never had faith, because we have 

never had spared time to believe in anything.

The foundation of humanity and historical context in China is different from those of the West. I hope you can 

understand this.

About ink painting, like everyone here, I have always been worried that I’m going to become a so-called artist, who 

FDQ�SDLQW�DQ\WKLQJ�DOLNH��¿QLVK�D�SDLQWLQJ�LQFOXGLQJ�VWDPSLQJ�DQG�LQVFULELQJ�LQ�D�PLQXWH��DQG�SDLQW�PRUH�WKDQ�������

paintings in a year. It’s particularly easy for an ink painter to become someone like that. There are such people but it 

does not represent all, because ink painting is still a form of art so far.

The history of ink painting can be said to be the history of Chinese painting. Oil painting has entered China in the 

recent one hundred years. In the history of oil painting, no technique, genre, or creative tendency was born in China. 

So from a historical perspective, the development of contemporary ink and wash is important. What I am looking 
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forward to now is that there won’t be any chasm. In many Asian countries, local painting has almost disappeared due 

to the impact of Western culture. There are no teachers who teach local painting in universities in these countries. 

We still have Chinese painting departments in art colleges, and by the namely order of importance they are Chinese 

painting, oil painting print, and sculpture, but actually in the minds of students, Chinese painting is the last in the row. 

They are embarrassed to say hello to others when they enter the Department of Chinese Painting.

In Chinese painting it is hypocritical and non-artistic to use the principles of perspective to deal with the problem of 

VSDFH��&KLQHVH�SDLQWLQJ�KDV�PRUH�WKDQ�RQH�IRFDO�SRLQW�RQ�WKH�REMHFW��DQG�WKH�DQJOH�RI�VLJKW�LV�QRW�¿[HG��VR�D�SDLQWHU�

ZLOO�DSSO\�GL̆HUHQW�SHUVSHFWLYHV�DQG�DQJOHV�WR�¿JXUHV�DQG�REMHFWV�LQ�WKH�VDPH�SDLQWLQJ��$FFRUGLQJ�WR�WKH�6RQJ�'\QDVW\�

painter Guo Xi’s ideas on printing principle, “In landscape paintings, the height of mountains is a full zhang (a 

XQLW�RI�OHQJWK�� �����PHWHUV����WKH�WUHHV�D�IXOO�IRRW��WKH�KRUVHV�D�IXOO�LQFK��DQG�WKH�¿JXUHV�D�IXOO�RI�WHQWKV�RI�DQ�LQFK�´�

This means that when you draw parallel lines, the lines will always be parallel. Ink and wash painting is a kind of 

SDLQWLQJ�GRPLQDWHG�E\�OLQHV��7KH�FRORUV�DQG�VKDSHV�DUH�PDWFKHG�ZLWK�WKH�OLQHV��7KH�OLQHV�DUH�YHU\�ÀH[LEOH��)RU�LPDJHV�

dominated by lines, the colors will become secondary. If we want to paint it as realistic as oil painting, the lines will be 

weak. But Chinese painting emphasizes the lines. A well-painted meticulous painting is a white line drawing, and white 

line drawing shows the skill of an artist most.

For thousands of years, ink painting has been quite impressive, and it was still part of the mainstream culture of this 

nation until the end of Qing Dynasty and the beginning of the Republic of China. According to Western art historian 

Sullivan, Chinese art led to at least two orientalizing movements in Europe. The former appeared in the 17th century 

and the latter in the 18th century.

2YHU�WKRXVDQGV�RI�\HDUV��LQN�DQG�ZDVK�SDLQWLQJ�KDV�GHYHORSHG�VPRRWKO\�ZLWK�IHZ�VX̆HULQJV��DQG�LW�KDV�RQO\�VX̆HUHG�

two great calamities in recent decades. One is the May Fourth Movement took place in the late Qing Dynasty and the 

early Republic of China, during which serious controversies over this kind of painting occurred. Indeed, the so called 

“controversies” were nothing but the negation. The other calamity was the Traditional Chinese Painting Revolution 

DIWHU�������,Q�RWKHU�ZRUGV��LW�ZDV�WR�WDNH�WKH�OLIH�RI�WKH�WUDGLWLRQDO�&KLQHVH�SDLQWLQJV��%\�PL[LQJ�WKH�:HVWHUQ�HOHPHQWV�

such as sketch and perspective principles with ink and wash painting, it made the ink and wash painting fall between 

two stools. Even foreign missionaries like Matteo Ricci, and artists like Giuseppe Castiglione and Jean Denis Attiret 

were embarrassed to do so in China at that time. Cultural wars are different from military wars. There is no such 

thing like working in collusion - one from within and the other from without - in the art world. It depends entirely on 

LQWHUQDO�DFFHSWDQFH�DQG�¿QDOO\�VHOI�GLVLQWHJUDWLRQ�WR�ZLQ��6WULFWO\�VSHDNLQJ��WKLV�ODVW�UHYROXWLRQ�ZDV�LQLWLDWHG�IURP�WKH�

inside, so it was the most devastating and fatal to ink painting.

For thousands of years, ink painting has never been discussed at every turn like it is now. Just like the Westerners 

prefer Western food and Chinse prefer Chinese food, it’s a habit, not a mistake. But now we are discussing whether we 

FDQ�VWLOO�KDYH�&KLQHVH�IRRG�OLNH�XVXDO��$UH�ZH�WRR�XQFRQ¿GHQW"�2U�DUH�WKHUH�RWKHU�KLGGHQ�UHDVRQV"�:KHQ�GLG�\RX�KHDU�

Europeans held conferences constantly to discuss the issue of the dead end of oil painting? If they can't make up their 

minds, hesitating, as if their future hung in the balance, can our Chinese painters swarm to learn from them like now? 

:KHQ�ZH�GLVFXVV�VRPHWKLQJ��WKHUH�DUH�WZR�GL̆HUHQW�PRWLYDWLRQV��RQH�LV�WR�¿[�LW�DQG�VHH�LI�LW�FDQ�EH�XVHG�LQ�WKH�IXWXUH��

the other is to throw it away. Which one is our tendency? Over the past one hundred years, after several generations of 

FRQWLQXRXV�H̆RUWV�DQG�VHOI�GHQLDO��LW�ZRXOG�EH�JRRG�HQRXJK�LI�WKH�TXDOLW\�RI�LQN�SDLQWLQJ�ZDV�DW�WKH�VDPH�OHYHO�DV�WKDW�

of the late Qing Dynasty and the early Republic of China.

What kind of ink works do you think, can be taken by future generations to understand our era? Is it the work without 

the willing to take any risks? Is it the work that evade reality and doesn’t have the slightest intention of exploration? 

Is it the things that are full of triteness whose purpose is decoration? The literati in ancient times could paint this kind 

RI�SDLQWLQJ�EHWWHU��(YHQ�WKH�IHXGDO�HPSHURUV�FRXOG�SDLQW�EHWWHU�ÀRZHUV�DQG�ELUGV�RU�VWLOO� OLIH�SDLQWLQJV�WKDQ�WRGD\¶V�

people, and they also wrote good calligraphy that modern people cannot surpass.

In October 2016, the National Art Museum of China held the largest international tour exhibition of Chinese oil 

paintings to celebrate their return to China. Oil painter Jin Shangyi said at the exhibition’s large-scale seminar, "If we 

really want to have cultural exchange with the West, it’s not a good idea to bring our oil paintings. They won’t give a 

thought. It can only be the traditional Chinese painting."

About myself. I learned ink painting very early, but it was not until the mid-1980s that I decided to study ink painting. 

,�FKRVH�WR�VWXG\�LQN�SDLQWLQJ�EHFDXVH�P\�IDPLO\�ZDV�SRRU�DQG�RLO�SDLQWLQJ�PDWHULDOV�ZHUH�H[SHQVLYH��7KH�¿UVW�SDLQWLQJ�

I painted was the Derivative from Bada’s Landscape Brush Style in 1987. It was a pure landscape without a single 

¿JXUH��,W�VWUXFWXUL]HG�%DGD¶V�ODQGVFDSH��ZLWK�PRXQWDLQV��ZDWHU��DQG�FDOOLJUDSK\��ZKLFK�ZDV�NLQG�RI�GHFRUDWLYH��/DWHU�,�

SDLQWHG�VRPH�VSODVK�LQN�SDLQWLQJV��EXW�PDQ\�IDLOHG��DQG�RQO\�RQH�ZDV�OHIW��$QG�WKHQ�,�VWDUWHG�WR�SDLQW�¿JXUH�SDLQWLQJ��

In the late 1980s and throughout the 1990s, my ink paintings were basically about daily life, a bit like the traditional 

Chinese novels of manners in the Ming and Qing dynasties, such as the Story of Beijing series. They basically included 

all things in the world, even so I still felt that there were many things left behind. It was not because I just left college 

and wanted to paint everything, but because the aura at that time made it easy for me to paint it. The motivation was 

there, and everyone around me had the similar aura, so I documented it, so that I wouldn’t forget it later.

I started to cooperate with foreign galleries in 1993. At that time I only recognized the gallery I worked with. I rode 

a bike to the Yuanmingyuan nearby without communicating with anyone. It was rather unique. I also set a rule for 
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the gallery that I wouldn’t participate in any joint exhibitions, just solo exhibitions. I felt that ink paintings would 

look weak if hanging beside oil paintings. Most of my paintings at the time were larger than 3 meters, but I still felt 

embarrassed as if I was competing with others through a colorful sketch ( 稻勔 ). In fact, even the best oil paintings 

easily give give people the feeling of craftsmanship, as Zhou Yigui said, which is a failure if I think about it now.

From the Comrade Captain in 1993, I started to pay more attention to the individual, and none of my previous 

paintings seemed to paint a person's inner world. During that period, I painted a lot of Mao Zedong in order to 

emphasize the sense of the times. If I painted other people or my relatives, nobody knew him, so I painted public 

¿JXUHV��2Q�WKH�RQH�KDQG��LW¶V�WR�HFKR�WKH�WUHQG�RI�LQWURVSHFWLRQ�DW�WKH�WLPH��RQ�WKH�RWKHU�KDQG��LW¶V�DOVR�WR�FUHDWH�D�SDWK�

RI�FRQWHPSRUDU\�¿QH�EUXVKZRUN�SDLQWLQJ��3DLQWLQJ�WKH�LQQHU�ZRUOG�LV�EHFDXVH�,�ZDV�UHODWLYHO\�PDWXUH�LQ�JUDVSLQJ�WKH�

spirit of characters. Before that, I might not be able to reach it. I used to feel that ink painting was very weak, so if it 

were not painted into a narrative situation or a novel, the painting would not stand up. Therefore I used to depend 

on human figures and landscapes to describe an event or a scene. As a matter of fact, the traditional oil painting 

was also faced with the same problem, so they turned it into a scene called multi-character situational conversation. 

:KHQ�,�FDPH�WR�WKLV�SDLQWLQJ��,�EDVLFDOO\�JUDVSHG�KRZ�FRQWHPSRUDU\�LQN�¿JXUHV�VKRXOG�EH�SDLQWHG��$V�RI�WRGD\��WKHUH�

LV�QR�VHFRQG�RQH�H[FHSW�PH�WKDW�SDLQWV�¿JXUH�KHDGV�OLNH�WKUHH�WR�¿YH�PHWHUV�WDOO��,�FUHDWHG�PRUH�WKDQ�D�GR]HQ�RI�VXFK�

paintings.

0\�FUHDWLRQ�LQ�WKH�SDVW����\HDUV�FDQ�EH�GLYLGHG�LQWR�WZR�SDUWV��,Q�WKH�¿UVW�WHQ�\HDUV�,�ZDV�WHOOLQJ�VWRULHV�OLNH�WUDGLWLRQDO�

Chinese novels, in the last ten years I was focusing on concepts, and in the middle ten years, I was busy making money 

DQG�IXO¿OOLQJ�WKH�WDVNV�RI�WKH�JDOOHU\�

The Utopia series can be said to be successful. The scenes are concise, and the elements from ancient paintings were 

added, which I am quite satisfied with. A question that I keep thinking these years is how ink painting can reflect 

our two-thousand-year tradition. If we just move forward without looking back, that is not ink painting. The Utopia 

series is unremarkable from the picture itself. From a realistic point of view, people turn a blind eye to it. The Utopia 

actually expresses the dialectical materialism, the godless materialistic reality of modern Chinese people. It’s a scene of 

everyone sitting there, concentrating and wasting time seriously.

There were a total of 19 series of my paintings, and each series has changed a lot between the beginning and the end. 

I don't like to create something like a symbol that is appreciated by the business and the market, although it will be 

easier for them to hype it. Many people have told me not to change, so that people can recognize me. But I think I’m 

just going forward like this step by step, and I’m happy to move forward without a backpack. In this way, due to the 

frequency of exhibitions, only a little change can be seen every time. The exhibition came again before I had time to 

FKDQJH��7KH�UHDO�FKDQJH�LV�WKH�VHULHV�RI�,QN�DQG�:DVK�5HVHDUFK�/HFWXUHV��WKDW¶V�D�FRQFHSWXDO�VHULHV�DIWHU�D�SDXVH�RI�¿YH�

years in 2012.

7KH�,QN�DQG�:DVK�5HVHDUFK�/HFWXUHV�VHULHV�LV�QRW�WKH�¿QDO�H̆HFW��VR�,�FDOO�LW��UHVHDUFK���,W�LV�QRW�WKH�LQN�SDLQWLQJ�WKDW�,�

want ultimately. I always think that ink painting is a subject. This subject is like this to me: "Artists should not escape 

from political issues, nor lineage issues, and not to have the problem of people saying that you create for the moment." 

It’s said by Richter. I just feel the same. That's why I often question contemporary art, and feel that today’s artists 

should ponder such issues.

There is another problem that the Ink and Wash Research Lectures series aims to solve. From ancient times to the 

present, there were portrait ink paintings in each dynasty, but in the socialist period there is none, nothing focusing on 

WKH�FXUUHQW�FKDUDFWHUV��7KRVH�¿JXUH�SDLQWLQJV�LQ�WKH�����V�DQG�����V�ZHUH�JRYHUQPHQW�SURSDJDQGDV��ZKLFK�VKRXOG�QRW�

be called creation. That will be seen over time. When entering a relatively free creative environment, everyone is busy 

making money and has no time. I want to make up for the lack of necessary works at this stage. Of course, it may be a 

failure, but it is always a try.

These are some of the methods in my career over the years. Thank you very much for your time. Goodbye.

The Little Theatre at Sichuan Fine Arts Institute

January 2018

A series of lectures was hosted by Sichuan Fine Arts Institute (SFAI) since the beginning of 2017, and as guest lecturers, twelve of the most 

representative contemporary artists were invited to communicate with students, talking on the theme of "Approach and Method: Series of Academic 

Lectures on Chinese Contemporary Artists' Work Styles and Creative Methodology". In 2023, the series of lectures was published by China Youth 

Publishing House, edited by Prof. He Guiyan, the director of the Art Museum of SFAI.
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⪼╚┞䋀㝕溸┩溯䌐稌նⵌ☓氻ꯗ◝ⶥ┩⛻氻㵶蝆䧹◩充㝆㴟䧯┨◝㝕氻⩠◩䑳ն尉蜖㎼氻㵶ꂖ缀缃◗㎼氻䈰✑㎑
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Born in 1966 in Beijing, Zhu Wei is a contemporary artist and an explorer of Chinese 

contemporary ink art. His ink paintings began to show up in large international 

exhibitions from 1993, and have since been featured in over 300 shows world-wide. More 

WKDQ�WKLUW\�GL̆HUHQW�DOEXPV�RI�KLV�SDLQWLQJV�DQG�UHWURVSHFWLYHV�RI�KLV�DUWZRUNV�KDYH�EHHQ�

SXEOLVKHG�����GRPHVWLF�DQG�IRUHLJQ�PXVHXPV�KDYH�DGGHG�KLV�PRUH�WKDQ����DUWZRUNV�WR�

their collections.

EXHIBITIONS

2023  Group Exhibition, “M+ Sigg Collection: Another Story”, M+ Museum, Hong Kong

           Group Exhibition, “Faces and Physiques”, Tobin Ohashi Gallery, Online, Japan

           Group Exhibition, “Bodies Beyond Our Own”, Linda Gallery, Singapore

           Group Exhibition, 2023 Beijing Contemporary Art Expo Reunion, 

           PIFO Gallery, Beijing, China

           Group Exhibition, “Faces of Asia”, Tobin Ohashi Gallery, Online, Japan

           Group Exhibition, The 2nd Guardian Art Book Fair “Illumine the Desk: Bookplates 

           Created by Art Masters”, Beijing, China

           Group Exhibition, Art Jakarta Garden 2023, Linda Gallery, Jakarta, Indonesia

           Group Exhibition, “The Axis – The Artistic Revolution from the Millennium”, 

           Shanxi Contemporary Art Museum, Taiyuan, China

2022  Group Exhibition, Exhibition of Permanent Collection, 

           Wrightwood 659, Chicago, USA

           Group Exhibition, ART021 Shanghai Contemporary Art Fair, Shanghai China

           Group Exhibition, “Being”, Zhi Art Museum, Chengdu, China

           Group Exhibition, “Re-Jiangnan｜ Homage：the Golden Age Never Gone”, 

           Art Museum of Nanjing University of Fine Arts, Nanjing, China

           Group Exhibition, “Temptations”, Tobin Ohashi Gallery, Okinawa, Japan

           Group Exhibition, “Listing”, PIFO Gallery, Beijing, China

 2021 Group Exhibition, ART021 Shanghai Contemporary Art Fair, 

           Shanghai Exhibition Center, Shanghai, China

           Group Exhibition, Beijing Contemporary Art Expo, National Agricultural 

           Exhibition Center, Beijing, China

           Group Exhibition, DnA SHENZHEN, Shenzhen Museum of Contemporary Art and 

           Urban Planning, Shenzhen, China
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           Group Exhibition, “The Curtain Call of Theater and the Return of Medium”, 

           Mofeimo Gallery, Qingdao, China

           Group Exhibition, “Scent of Ink”, WESTRED Art Museum, Haibin, China

           Group Exhibition, “New Art | New Year 2021”, Tobin Ohashi Gallery, 

           Okinawa, Japan

2020 Group Exhibition, “A Snapshot of Globalization – Xin Dong Cheng and His 

           Contemporary Art Collection”, Tsinghua University Art Museum, Beijing, China

           Group Exhibition, Art Canton Contemporary Art Fair, Guangzhou Liuhua 

           Exhibition and Trade Center, Guangzhou, China

           Group Exhibition, “File: A Closed Loop of the Gradual Formation – 2020 A Special 

           Exhibition for the Fifth Anniversary of Annual Review of China Contemporary 

           Ink”, Art Museum of Nanjing University of the Arts, Nanjing, China

           Group Exhibition, “Martha Bloom Studio Exhibition”, Phyllis Harriman Mason 

           Gallery, New York, USA

           Group Exhibition, “The Revival of Tradition – Another Approach to Chinese 

           Contemporary Art”, Song Art Mu-seum, Beijing, China

           Group Exhibition, “Art of Post Traditional Era”, Chengdu International Art 

           Exhibition Center, Chengdu, China

           Group Exhibition, “Ink Painting on Going: 2000-2019”, Guangdong Museum of 

           Art, Guangzhou, China

           Group Exhibition, “Art Aid Japan”, Tobin Ohashi Gallery, Tokyo, Japan

 2019 Group Exhibition, “Life & Style & Art”, Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, Taipei Dangdai - Art & Ideas, Taipei Nangang Exhibition Center, 

           Taipei, China

           Group Exhibition, “Martha Bloom Studio Exhibition”, Phyllis Harriman Mason 

           Gallery, New York, USA

           Group Exhibition, "Endless Delight with Bodiless Ink", Beijing 3 Gallery,

           Beijing, China

           Group Exhibition, “Black and White Exhibition”, Tobin Ohashi Gallery, 

           Tokyo, Japan

           Solo Exhibition, "Virtual Focus", Linda Gallery, 798 Art District, Beijing, China

           Group Exhibition, “Contemporary Asian & European Art”, 

           Galerie Belvedere, Singapore

2018  Group Exhibition, “New Ink Art In China 1978 - 2018”, MinSheng Art Museum, 

           Beijing, China
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           Group Exhibition, “Praise of the Hand – Contemporary Famous Artists Prints 

           Collection Exhibition”, Shenzhen, China

           Group Exhibition, “Jin Sha, Lv Peng, and Zhu Wei, The Gongbi Exhibition”, 

           Being 3 Gallery, Beijing, China

           Group Exhibition, “Ink Mutation” Invitational Exhibition of Experimental Ink Art, 

           Art Museum of Nanjing Normal University, Nanjing, China

           Group Exhibition, "Spearhead: New Image of Ink Painting – Invitation Exhibition                        

           of Chinese Ink Wash", Shanghai Ming Contemporary Art Museum, Shanghai, China

           Group Exhibition, "Contemporary Sculpture Art Works from Xin Dong Cheng 

           Collection", Hubei Museum of Art, Wuhan, China

           Group Exhibition, Art Central 2018, Central Harbourfront, Hong Kong, China

           Group Exhibition, Art Dubai 2018, Dubai, United Arab Emirates

           Solo Exhibition, "Virtual Focus", Kristin Hjellegjerde Gallery, London, UK

2017  Group Exhibition, "Crossing – AMNUA 5th Anniversary Exhibition", Art Museum                        

           of Nanjing University of the Art, Nanjing, China

           Solo Exhibition, "Virtual Focus: ZHU WEI works 1987-2017", National Museum of 

           Indonesia, Jakarta, Indonesia

           Group Exhibition, "Art Stage Jakarta", Jakarta, Indonesia

           Group Exhibition, “Tribute to the Classics – Established Contemporary Artists 

           Prints”, Another Art Center, Beijing, China

           Group Exhibition, "Boundless: Ongoing Chinese Ink Art 2017", Art Museum of 

           Sichuan Fine Arts Institute, Chongqing, China

           Group Exhibition, Art Central, Hong Kong, China

           Group Exhibition, "Everything Exists Now", Kristin Hjellegjerde Gallery, London, UK

2016 Group Exhibition, "Metamorphosis" - 2016 Fourth Biennale China-Italia of 

           Contemporary Art, The No.3Plastic Cultural Park/TaiHe Art Gallery/Manet Art 

           Museum, Beijing, China

           Solo Exhibition, "Zhu Wei's New Sculpture and Prints Show", 

           Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, "Linda Gallery Beijing 10 Anniversary Special Invitation 

           Exhibition", Linda Gallery, Beijing, China

           Group Exhibition, "Annual Review Exhibition of China Contemporary Ink Painting 

           2015-2016", Today Art Museum, Beijing, China

           Group Exhibition, "BEING AND INKING - Documenting Contemporary Ink Art 

           2001-2016", Redtory Museum of Contemporary Art (RMCA), Guangzhou, China

           Solo Exhibition, "Zhu Wei", Asia Art Center, Taipei, China

           Group Exhibition, "Art Stage Singapore", Singapore

           Group Exhibition, The 9th International Ink Art Biennale of Shenzhen, 

           Guanshanyue Art Museum, Shenzhen, China

2015  Group Exhibition, "Airs of the States", The Shanghai Gallery of Art, Shanghai, China

           Group Exhibition, ART TAIPEI 2015, Taipei World Trade Center, Taipei, China

           Group Exhibition, "Past Present East West: Highlights from the Permanent 

           Collection", The Kruizenga Art Museum at Hope College, Holland, Michigan, USA

           Group Exhibition, "A New Fine Line: Contemporary Ink Painting from China", 

           Metropolitan State University Center for the Visual Arts, Denver, Colorado, USA

           Group Exhibition, " The Retrospective Exhibition - A Revisit to Chinese 

           Contemporary Art", Singapore Museum of Contemporary Arts (MoCA), Singapore

           Group Exhibition, "CHINA 8 – CONTEMPORARY ART FROM CHINA AT 

           RHINE & RUHR" - "Tradition Today – Ink Painting and Calligraphy", 

           Kunstmuseum Gelsenkirchen, Germany

           Group Exhibition, "Cabinet De Sérénité", J. Bastien Art, Brussels, Belgium

           Group Exhibition, "Anonymous - A Visual Game Dominated by Small-sized 

           Works", SZ Art Center, Beijing, China

           Group Exhibition, "Face + Figure Show", Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, "Eighth AAC Art, Ecology Observation Oversea Tour", 

           International Contemporary Artist Space, Marquee Gallery, The city of New 

           London, Connecticut, USA

������6ROR�([KLELWLRQ���=KX�:HL
V�([KLELWLRQ���������������$UW�0XVHXP�RI�1DQMLQJ�

           University of the Art, Nanjing, China

           Group Exhibition, "Eighth AAC Art, Ecology Observation Oversea Tour", Singapore

           Group Exhibition, "Variation: Contemporary Ink Art Series II", Hive Center for 

           Contemporary Art, Beijing, China

�����������*URXS�([KLELWLRQ��6LQJDSRUH�$UW�)DLU�������6XQWHF�6LQJDSRUH�&RQYHQWLRQ�	�

           Exhibition Centre, Singapore

           Group Exhibition, "Beyond the Grid", Singapore Tyler Print Institute (STPI), 

           Singapore

           Group Exhibition, “Eighth AAC Art, Ecology Observation Tour”, 

           Shangdong News Art Museum, Jinan, China

�����������*URXS�([KLELWLRQ���$57�7$,3(,��������:RUOG�7UDGH�&HQWHU�LQ�7DLSHL��&KLQD

           Group Exhibition, "WEST SAYS EAST SAYS – Chinese Contemporary Art Research 
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           Exhibition", United Art Museum, Wuhan, China

�����������*URXS�([KLELWLRQ���7KH���WK�&KLQD�,QWHUQDWLRQDO�*DOOHU\�([SRVLWLRQ������

������������&,*(��������1DWLRQDO�&RQYHQWLRQ�&HQWHU��%HLMLQJ��&KLQD

           Group Exhibition, “Eighth AAC Art, Ecology Observation Tour”, 

           Jinling Art Museum, Nanjing, China

           Group Exhibition, "LESSER LOGIC – Linguistic Encoding and Discursive 

           Expression in Contemporary Art", Parkview Green Art, Beijing, China

           Group Exhibition, “Eighth AAC Art, Ecology Observation Tour”, 

           Dukan Art Museum, Wuhan, China

           Group Exhibition, “Eighth AAC Art, Ecology Observation Tour”, 

           Today Art Museum, Beijing, China

           Group Exhibition, “Eighth AAC Art, Ecology Observation Tour”, 

           Guan Shanyue Art Museum, Shenzhen, China

           Group Exhibition, "Rendering The Future - Chinese Contemporary Ink Painting", 

           Asia Art Center, Beijing, China

           Group Exhibition, "New Cultural Identity – China Contemporary Art", 

           China Culture Center, Sydney, Australia

�����������*URXS�([KLELWLRQ��³$�1HZ�$FFRXQW�RI�0HWLFXORXV�3DLQWLQJV�±������1HZ�*RQJEL�

           Invitation Exhibition”, Jiangsu Art Museum, Nanjing, China

           Group Exhibition, “Reshaping Shuimo – The New Conception of History”, 

           Jinling Art Museum, Nanjing, China

           Group Exhibition, "Traces of Time" prints exhibition, Amy Li gallery, 

           Beijing, China

2013 Group Exhibition, “Re: Portrait”, Hubei Museum of Art, Wuhan, Hubei, China

           Group Exhibition, “Still Water Runs Deep – Six Masters of Chinese Contemporary            

           Meticulous Painting”, Shenzhen Art Museum, Shenzhen, China

           Solo Exhibition, "Zhu Wei", Today Art Museum, Beijing, China

           Group Exhibition, Beijing-Belgrade, Museum of Yugoslav History, Belgrade, Serbia

           Group Exhibition, China-Eastern Europe: New Sights in Chinese Contemporary 

           Art, Contemporary Art Museum of Macedonia, Skopje, Republic of Macedonia

           Group Exhibition, Tobin Ohashi Gallery in Roppongi Opening, Tokyo, Japan

           Group Exhibition, "Peking-Praha", Castle Gallery, Prague, Czech

           Group Exhibition, Philosophical Interpretations of Painting - Present Expression 

           of Chinese Paint, The National Art Museum of China, Beijing, China

�����������*URXS�([KLELWLRQ��&RQÀXHQFH��$Q�([KLELWLRQ�E\�WKH�$UW�*DOOHULHV�$VVRFLDWLRQ�

           (Singapore), Helutrans Artspace, Singapore
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           Group Exhibition, China-Eastern Europe: New Sights in Chinese Contemporary 

           Art,  Palatul Parlamentului National Contemporary Museum of Romania, 

           Bucharest, Romania

           Group Exhibition, Poly Eighth Anniversary Exhibition, National Agriculture 

           Exhibition Center, Beijing, China

�����������*URXS�([KLELWLRQ��%HLMLQJ�6R¿D��1HZ�6LJKWV�LQ�&KLQHVH�&RQWHPSRUDU\�$UW��

�����������7KH�6R¿D�1DWLRQDO�7HOHFRPPXQLFDWLRQV�0XVHXP�$UW�&HQWHU��6R¿D��%XOJDULD

           Group Exhibition, “RE-INK: Invitational Exhibition of Contemporary Ink and            

           Wash Painting 2000-2012”, Today Art Museum, Beijing, China

           Group Exhibition, ART PARIS, Grand Palais, Paris, France

           Group Exhibition, SHUIMO - Chinese Contemporary Ink Paintings, 

           Sotheby’s S2 Gallery, New York, USA

           Solo Exhibition, Zhu Wei Works, Singapore Museum of Contemporary Arts, 

           Singapore

           Solo Exhibition, Zhu Wei New Editions, Tobin Ohashi Gallery, Tokyo, Japan

2012 Group Exhibition, “RE-INK: Invitational Exhibition of Contemporary Ink and  

           Wash Painting 2000-2012”, Hubei Museum of Art, Wuhan, China

           Group Exhibition, Art Taipei 2012, Taipei, China

           Group Exhibition, Instinct & Instant Chinois, J. Bastien Art, Brussels, Belgium

           Group Exhibition, Serene Scent: New Ink Painting, Red Gate gallery, Beijing, China

           Group Exhibition, Italy-China Biennale, Eparco Di Monza, Italy

           Group Exhibition, Five Artists’ Joint Exhibition of Contemporary Gongbi, 

           Poly Art Museum, Beijing, China

           Group Exhibition, Contemporary Papers, Art Seasons Gallery, Singapore

           Group Exhibition, "Quiet Please", Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, Xinjiang Contemporary Art Biennale, Xinjiang International 

           Expo Center, Urumqi, Xinjiang, China

           Group Exhibition, “Dialogue”-Group Exhibition of Contemporary Print 2012, 

           Dialogue Space, Beijing, China

           Group Exhibition, Beyond Horizons, Plum Blossoms Gallery, Hong Kong

           Group Exhibition, Contemporary Ink Paintings — Thirty Years History, 

           Poly Art Museum, Beijing, China

           Group Exhibition, Hong Kong International Art Fair (ART HK12), Hong Kong 

           Convention and Exhibition Centre (HKCEC), Hong Kong, China

           Group Exhibition, FACE FACE FACE, Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, Christie’s HK preview exhibition, ArtScience Museum, Singapore

           Group Exhibition, ART BEIJING 2012, National Agriculture Exhibition Center, 

           Beijing, China

           Solo Exhibition, Zhu Wei Works, The American Club of Tokyo, represented by 

           Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, The Contemporary Scholar Studio: Ink Paintings and Works of 

           Art – The Five Friends of Spring, Mee Seen Loong Fine Art, New York, USA

           Group Exhibition, Art Stage Singapore 2012, Marina Bay Sands Convention and 

           Exhibition Centre, Singapore

2011   Group Exhibition, "The Small Poly", Linda Gallery, Singapore

           Group Exhibition, Philosophical Interpretations of Painting - Present Expression 

           of Chinese Paint, China Space, Beijing, China

           Group Exhibition, FACE TO FACE, Tel Aviv Museum of Art, Tel Aviv, Israel

           Group Exhibition, Fine Art Asia 2011, Hong Kong, China

           Group Exhibition, "Art Seasons 10th Anniversary", Art Seasons Gallery, Singapore

           Solo Exhibition, "Zhu Wei", Simyo Gallery, Seoul, Korea

           Group Exhibition, Tobin Ohashi Gallery Collection Exhibition, 

           Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, "Gotta Be Free", Plum Blossoms Gallery, Hong Kong, China

           Group Exhibition, "Contemporary Chinese Ink on Paper", Eli Klein Fine Art, 

           New York, USA

           Group Exhibition, Hong Kong International Art Fair (ART HK11), 

           Hong Kong Convention and Exhibition Centre (HKCEC), Hong Kong, China

           Solo Exhibition, "Zhu Wei Exhibition", Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, "All Things Small and Beautiful" , Mee Seen Loong Fine Art, 

           New York, USA

           Group Exhibition, China Contemporary Prints Exhibition, 

           M Art Center, Shanghai, China

2010   Group Exhibition, Classic Remade — Carnival Limited Edition Art Work Of 

           Masters, Gallery Yang, Beijing, China

           Group Exhibition, Contemporary Prints Exhibition, New Millennium Gallery, Beijing

           Group Exhibition, “Monumental”, Walsh Gallery, Chicago, Illinois, USA

           Group Exhibition, Opening Exhibition – Premier Selection Show, 

           Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, "Roundabout", City Gallery Wellington, Wellington, New Zealand

           Group Exhibition, Korea International Art Fair 2010 (KIAF2010), 
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           World Trade Center, Seoul, Korea

           Group Exhibition, ShContemporary 10, Shanghai Exhibition Center, Shanghai, China

           Group Exhibition, Credit Suisse Today Art Award 2010 Finalist Exhibition, 

           Today Art Museum, Beijing, China

           Group Exhibition, Golden Era, Plum Blossoms Gallery, Hong Kong, China

           Group Exhibition, FACES, Leo Gallery, Shanghai, China

           Group Exhibition, Again Print, Dialogue Space, Beijing, China

�����������*URXS�([KLELWLRQ��$UW�+DPSWRQV���WKH�LQWHUQDWLRQDO�¿QH�DUW�IDLU��1HZ�<RUN��86$

           Group Exhibition, Tradition and Transition: Recent Chinese Art from the 

           Collection, Williams College Museum of Art, Massachusetts, USA

           Solo Exhibition, Zhu Wei's Solo Show, Front Line Contemporary, Shanghai, China

           Group Exhibition, ART HK 10, Hong Kong Convention and Exhibition Centre, 

           Hong Kong, China

           Group Exhibition, RESHAPING HISTORY Chinart from 2000 to 2009, 

           China National Convention Center, Beijing, China

           Group Exhibition, Z Artists, ArtScene Warehouse, Shanghai, China

           Group Exhibition, "Chasing Flames", Zadok Art Gallery, Miami, USA

           Group Exhibition, “Restoration”---Contemporary Collotype Print Exhibition, 

           New Millennium Gallery, Beijing, China

           Group Exhibition, Fairy Tales - Selections from the MaGMA Collection, 

           Opera Gallery, Singapore

           Group Exhibition, "You and Me", The Asian Collection, Tokyo

           Group Exhibition, EKFA Winter Show, Eli Klein Fine Art, New York, USA

2009  Group Exhibition, ART BASEL MIAMI BEACH 2009, Miami, USA

           Group Exhibition, The Silk Road - Chinese Contemporary Lithographs, 

           Art Scene Warehouse, Shanghai, China

           Group Exhibition, The First Linzhou Biennale of Ink and Wash, 

           Duolun Museum of Modern Art, Shanghai, China

           Group Exhibition, The Academic Exhibition of Chinese Fine Arts Paintings, 

           Art Gallery of China National Academy of Painting, Beijing, China

           Group Exhibition, "In Print", Dialogue Space, Beijing, China

           Group Exhibition, "Beijing - Havana: New Contemporary Chinese Art Revolution", 

           Cuba Museo Nacional de Bellas Artes Street Trocadero e/ Aulueta y Monserrate

            Old Havana, Ciudad de La Habana, Cuba

           Group Exhibition, CHINESE CONTEMPORARY MASTER PRINTS EXHIBITION, 

           Chen Ling Hui Contemporary Space, Taipei, China

           Group Exhibition, ART OSAKA 2009, Osaka, Japan

           Group Exhibition, Scent of Ink - Group Exhibition of Chinese Contemporary Ink, 

           Dialogue Space, Beijing, China

           Group Exhibition, ART HK 09, Hong Kong Convention and Exhibition Centre, 

           Hong Kong, China

           Group Exhibition, BROADSHEET NOTATIONS, Tang Contemporary Art, 

            Hong Kong, China

           Group Exhibition, RECOMPOSITIONS, Xin Dong Cheng Space for Contemporary 

           Art I, 798 Art District, Beijing, China

           Group Exhibition, Water and Color - Contemporary Ink Art Show, 

           Today Art Museum, Beijing, China

           Group Exhibition, Best of Beijing - Chinese Contemporary Art, Melvin Art Gallery 

           of Florida Southern College, Florida, USA

           Group Exhibition, Portraits: First Impressions, Tobin Ohashi Gallery, Tokyo, Japan

2008 Group Exhibition, Selected Exhibition Tour of Chinese Honest and Credible 

           Galleries, Hong Kong Museum of Art, Hong Kong, China

           Group Exhibition, Selected Exhibition Tour of Chinese Honest and Credible 

           Galleries, Today Art Museum, Beijing, China

           Group Exhibition, Art Miami 2008, Miami, USA

           Group Exhibition, Asian Contemporary Art Fair New York 2008, New York, USA

           Solo Exhibition, Zhu Wei’s Album of Ink Paintings, Xin Dong Cheng Space for 

           Contemporary Art, 798 Art District, Beijing, China

           Group Exhibition, SCOPE London Art Fair, London, UK

           Group Exhibition, Art Singapore 2008, Singapore

           Group Exhibition, HKIAAF 08, Hong Kong, China

           Group Exhibition, Art Shanghai 2008, Shanghai, China

           Group Exhibition, “LOFT” Outdoor Sculpture Exhibition, 798 Art Zone, Beijing, China

           Group Exhibition, Contemporary Voices of Japan and China Show, 

           Tobin Ohashi Gallery, Tokyo, Japan

�����������*URXS�([KLELWLRQ��6KDQJKDL�0R&$�(QYLVDJH��%XWWHUÀ\�'UHDP���

           Museum of Contemporary Art, Shanghai, China

           Group Exhibition, Art Beijing 2008, Beijing, China

           Group Exhibition, Art Taipei 2008, Taipei, China

           Group Exhibition, Olympic Stars, Red Gate Gallery, Beijing, China

           Group Exhibition, Today's China, BELvue Museum, Brussels, Belgium

           Group Exhibition, New Gallery Opening Group Show, 
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           Tobin Ohashi Gallery, Tokyo, Japan

           Group Exhibition, ART HK08 - Hong Kong International Art Fair, Hong Kong, China

           Group Exhibition, Beijing-Athens: Contemporary Art from China, National 

           Contemporary Art Center of Greece, Athens, Greece

           Group Exhibition, China – Beyond Socialist Realism, Chosun ilbo Museum, Seoul, Korea

           Group Exhibition, NEXT – the Invitational Exhibition of Emerging Art, 

           Art Chicago 2008, Chicago, USA

           Group Exhibition, ARTPARIS, Paris, France

           Group Exhibition, Consumption – Chinese Contemporary Art, Xin Dong Cheng 

           Space For Contemporary Art (798 Art District), Beijing, China

           Group Exhibition, SEMIOSIS, China Square, New York, USA

           Group Exhibition, ARCO, Madrid, Spain

2007  Group Exhibition, "Altered States", Red Gate Gallery (Dongbianmen Watchtower), 

           Beijing, China

           Group Exhibition, Art Basel Miami Beach, Miami, USA

           Group Exhibition, Asia Art Archive Fundraiser 2007 preview exhibition, 

           Sotheby’s HK exhibition hall, Hong Kong, China

           Solo Exhibition, Zhu Wei Show, Plum Blossoms Gallery, Hong Kong, China

           Group Exhibition, Art International Zürich 2007, Zürich, Switzerland

           Group Exhibition, Body • Impression – The Human Body in Contemporary 

           Chinese Art, Red Gate Gallery, Beijing, China

           Group Exhibition, SH Contemporary 2007, Shanghai Exhibition Center, 

           Shanghai, China

           Solo Exhibition, Zhu Wei Solo Show, Art Seasons Gallery, Singapore

           Group Exhibition, China International Gallery Exposition 2007 (CIGE), 

           Exhibition Hall of China World Trade Centre, Beijing, China

           Solo Exhibition, J. BASTIEN ART Gallery, Brussels, Belgium

           Group Exhibition, Art Brussels 2007, Brussels Expo Hall, Brussels, Belgium

           Solo Exhibition, Zhu Wei Solo Show, Art Seasons Gallery, Jakarta, Indonesia

           Group Exhibition, Chinese Contemporary Sotsart, the State Tretyakov Gallery, 

           Moscow, Russia

           Group Exhibition, Inner View China, Touch Art Gallery, Paju,

           Gyeonggi Province, South Korea

           Group Exhibition, ANTIQUAIRS 2007, Brussels, Belgium

 2006 Group Exhibition, Zhu Wei, Xu Lei, Peng Wei - Three Artists’ Exhibition, 

           Art Seasons Gallery, Beijing, China

           Group Exhibition, Chinese Ink Painting Document Exhibition (1976-2006), 

           Nanjing Museum, Nanjing, China

           Group Exhibition, Art Beijing 2006 Expo, National Agriculture Exhibition Center, 

           Beijing, China

           Group Exhibition, Curators' Choice, Art Complex Museum, Massachusetts, USA

           Group Exhibition, “Sights Unseen: Recent Acquisitions”, Tateuchi Thematic 

           Gallery of Asian Art Museum, San Francisco, USA

           Group Exhibition, Melbourne Art Fair, Melbourne, Australia

           Group Exhibition, Red Gate Gallery 15th Anniversary Exhibition, 

           Red Gate Gallery, Beijing, China

           Group Exhibition, The Power of Art on Paper, Art Seasons Gallery, Beijing, China

           Solo Exhibition, Red Gate Gallery, Beijing, China

           Group Exhibition, China International Gallery Exposition, 

           China World Trade Centre, Beijing, China

           Group Exhibition, The International Asian Art Fair, New York, USA

2005 Solo Exhibition, Red Curtain, Plum Blossoms Gallery Hong Kong, China

           Group Exhibition, Apologue: Chinese Contemporary Art Exhibition, Hangzhou, China

           Group Exhibition, ARTSingapore 2005, International Convention and Exhibition 

           Center, Singapore

           Group Exhibition, World Rock n’ Roll 50 Years Visual Arts Exhibition, 

           Rome Art Museum, Rome, Italy

           Solo Exhibition, New Pictures Of The Strikingly Bizarre, 

           Plum Blossoms Gallery Hong Kong, China

           Solo Exhibition, New Pictures of The Strikingly Bizarre, 

           Singapore Tyler Print Institute, Singapore

           Group Exhibition, Lineart 2005, Ghent, Belgium

�����*URXS�([KLELWLRQ��)RRG�)RU�7KRXJKW��,VOLS�$UW�0XVHXP��1HZ�<RUN��86$

           Group Exhibition, Democracy Forever: Chinese Artists Perceptions of Global 

           Politics, Plum Blossoms Gallery, New York, USA

           Group Exhibition, “Alien Bravo”, Plum Blossoms Gallery, New York, USA

           Group Exhibition, CHINA ON THE CUSP, New York, USA

           Solo Exhibition, Zhu Wei – Another Perspective, 

           Plum Blossoms Gallery, Hong Kong, China

�����������*URXS�([KLELWLRQ��$576LQJDSRUH�������6LQJDSRUH
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           Group Exhibition, The International Asian Art Fair,

            The Seventh Regiment Armory, New York, USA

           Group Exhibition, “Corporate Corporeality: Chinese Artists Re-examining the Body 

           in the Age of Global Capitalism”, Plum Blossoms Gallery, New York, USA

2003 Group Exhibition, Asian Contemporary Art Week, New York, USA

           Solo Exhibition, Zhu Wei – Another Perspective, Plum Blossoms Gallery, 

           New York, USA

           Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

2002 Group Exhibition, Paris-Pekin, Espace Cardin, Paris, France

           Group Exhibition, The First Triennial of Chinese Arts, Guangdong Museum of Art, 

           Guangzhou, China

�����������*URXS�([KLELWLRQ��³&RQ¿JXUDWLRQV�±�7KH�¿JXUH�LQ�FRQWHPSRUDU\�$VLDQ�DUW´��

           Plum Blossoms Gallery, New York, USA

           Group Exhibition, The International Asian Art Fair, Lincoln Center for the 

           Performing Arts, New York, USA

           Solo Exhibition, China Diary – The Oxen, Plum Blossoms Gallery, New York, USA

2001 Group Exhibition, Recent Works, Plum Blossoms Gallery, Hong Kong, China

           Group Exhibition, ARTSingapore - The Contemporary Asian Art Fair, 

           Singapore International Convention & Exhibition Centre, Singapore

           Solo Exhibition, Zhu Wei Diary, Plum Blossoms Gallery, New York, USA

           Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

2000 Solo Exhibition, Zhu Wei Diary, Plum Blossoms Gallery, 

           Hong Kong and Singapore

           Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

1999  Group Exhibition, The Beverly Hills International Art Fair, Beverly Hills, 

           California, USA

           Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

1998  Solo Exhibition, Diary of the Sleepwalker, Plum Blossoms Gallery, 

           Hong Kong and Singapore

           Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

1997  Group Exhibition, The International Asian Art Fair, 

           The Seventh Regiment Armory, New York, USA

1996  Group Exhibition, 'Modern Chinese Paintings from the Reyes Collection',                       

           Ashmolean Museum of Art and Archaeology, London, UK

           Group Exhibition, The Taipei International Art Fair, Taipei, China

           Solo Exhibition, China Diary, Plum Blossoms Gallery, Hong Kong and Singapore

1995  Group Exhibition, Art Trends, Hong Kong, China

           Group Exhibition, Art Asia '95, Hong Kong Convention and Exhibition Center, 

           Hong Kong, China

           Solo Exhibition, The Story of Beijing, Plum Blossoms Gallery, Hong Kong, China

�������6ROR�([KLELWLRQ��7KH�6WRU\�RI�%HLMLQJ��3OXP�%ORVVRPV�*DOOHU\��+RQJ�.RQJ��&KLQD

           Group Exhibition, Tresors - International Fine Art and Antiques Fair for Asia, 

           World Trade Center, Singapore

�����������*URXS�([KLELWLRQ��$UW�$VLD�
����+RQJ�.RQJ�&RQYHQWLRQ�DQG�([KLELWLRQ�&HQWHU��

           Hong Kong, China

           Group Exhibition, New Trends, Hong Kong Convention and Exhibition Center, 

           Hong Kong, China

1993  Solo Exhibition, Zhu Wei New Paintings '93, Duo Yun Xuan, Shanghai, China

           Group Exhibition, China Art Expo, Guangzhou, China

1991 Group Exhibition, "New Army Art Club", Duo Yun Xuan Gallery, Shanghai, China
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���������聁㺥假䈰眧╚㎼䓝♣寊㙺璇羻䬕㝃䈣皒㝕㳔閗閚虪勘╚䖦耘㎼璇羻䬕㝃䈣╫✐䉗
���������聁㺥� ㎈뀎㺥 � ꓨ駧╚㎼䓝♣虪勘 �假Ⲏ㑗.0$"䓝♣耘勘눒�假Ⲏ㑗
���������聁㺥� ╚㎼ �裨蟩띸㸸╚㎼䓝♣虪勘㺥  ▇  ⚿缛㐃䓝♁寊㙺氻⾕▫岻 �
���������漺㸸喖㕈⪺虪勘朮눒�䖎㎼漺㸸喖㕈⪺䉗
���������聁㺥� 갬璔溸㴇귿 �+��#BTUJFO�"SU�嬠⯈僓䉘띸㗶㸸
���������聁㺥� ⶠ⻐㺥┞㐙氮㸰✑╭㸍溸閗閚廷䧮 ���� ㏼▇疿ꭊ�ⵌ☓
���������聁㺥� 艒⦑ � ☭朮㺥 �5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥� 睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥耘㎼皭 �䓝♣虪勘㵶疿ꭊ 	*$"4

���������椱樎氻䏀�耘㎼䎙巃柈呬䈣假⛆俌䉗

���� ╗㺥� 勚⚾ ��������� 鴚䌑㺥 �ⷂ☓虪勘㳔ꯗ耘勘눒�ⷂ☓
���������聁㺥� 睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌嶯㜾䈪㺥눢皭 �假Ⲏ㑗
���������聁㺥� ⺈䐻╚㎼䓝♣寊㙺㝕㺥 **�逌䈬䓝♣虪勘╚䖦�ⵌ☓
���������聁㺥����� 假Ⲏ㑗虪勘閙⚷ �假ꁒ㎼ꮪ⚷駖┱閙╚䖦�假Ⲏ㑗
���������聁㺥�呬▇㜾�假Ⲏ㑗峪Ⳗ曬氻煝疵ꯗ�假Ⲏ㑗
���������聁㺥�睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥�㻘╅假ꭑ耘勘눒�嵴ⷂ
���������聁㺥����� ⺬ⵌ㎼ꮪ虪勘閙⚷ �⺬ⵌ┿鰅╚䖦�⺬彵
���������聁㺥�锟◥╅騕╚㎼䓝♣虪勘煝疵㺥�⻉耘勘눒�婣實
���������聁㺥� 睘ⶥ㺐╚虪㎼ꮪ氻䏀閙⚷ 	$*(&����
�㎼㵶⚷駖╚䖦�ⵌ☓
���������聁㺥�睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥�ꓭ꯷耘勘눒�ⷂ☓
���������聁㺥�㸰ꆒꀀ� 䓝♣虪勘溸騕阌罒焺┱騅騕銩ꃎ�蛣蠗㐌氻䏀�ⵌ☓
���������聁㺥�睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥�╅虪勘눒�婣實
���������聁㺥�睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥�♁傽耘勘눒�ⵌ☓
���������聁㺥�睘⪨㺐 ""$ 虪勘˙气䘒˙間㷌䈪㺥�⪸㻘劓耘勘눒�广㐐
���������聁㺥�ꓤ侒勑匡╚㎼䓝♣寊㙺ꉐ騟㺥�◱嵌虪勘╚䖦�ⵌ☓
���������聁㺥�假倁麄⚌╚㎼䓝♣虪勘�╚㎼倁╚䖦�憬㝕⯈◱䛳㹹
���������聁㺥�䈰眧假㘷���� 假䈰眧ꉐ騟㺥�尉蜖耘勘눒�ⷂ☓
���������聁㺥�侊ꅐ寊㙺假溸⸉⺮間�ꓭ꯷耘勘눒�ⷂ☓
���������聁㺥� 僓ꭊ溸浂ꃥ  曬氻㺥�虱稌匃氻䏀�ⵌ☓

���� 聁㺥�⫙艒⦑�弮ⵌ耘勘눒�婣實
���������聁㺥�㴇귿蔺ꂜ╚㎼䓝♣䈰眧⪮☭㺥�广㐐耘勘눒�广㐐
���������╗㺥�勚⚾�♁傽耘勘눒�ⵌ☓
���������聁㺥�ⵌ☓ � 鯪㸸呬裨䖎�ⷂ偅䬕㝜⸉⺮朮눒�㗶㸸缰◱鯪㸸呬裨䖎

���������聁㺥�╚㎼ �╅姚╚㎼䓝♣虪勘假冎骮�뎢⪼뀏㎼㵶䓝♣耘勘눒�뎢⪼뀏⪴⾕㎼�偅璇册ꓧ
���������聁㺥�5PCJO�0IBTIJ 氻䏀⪮勔勏䐷䋜㺥�傽勔╅☓
���������聁㺥� ⵌ☓ � 䉘䬕呬 �溽㵶䕣뎢⸽耘勘눒�䰤⩴䉘䬕呬
���������聁㺥�呬朮蔺焒╚㎼䈰眧氻溸䓝♣銩ꃎ�╚㎼耘勘눒�ⵌ☓
���������聁㺥�⻉嵤눢㺐假Ⲏ㑗氻䏀⚷㺥�嶯Ⳗ虪勘疿ꭊ�假Ⲏ㑗
���������聁㺥�╚㎼ �╅姚╚㎼䓝♣虪勘假冎骮�羻뎢㹹◱㎼㵶䓝♣耘勘눒�羻뎢㹹◱䉘ⲎⳖ偅杅
���������聁㺥�⟛⯈⪨⽟䌑虪勘㝕㺥�⪢㎼⫰╃㺥閙눒�ⵌ☓
���������聁㺥�ⵌ☓ � 筻긌◱╚㎼䓝♣虪勘假冎骮�筻긌◱㎼㵶氲⟥朮눒虪勘╚䖦�
���������⟛Ⲏ⯈◱筻襴◱
���������聁㺥�⫙寊㙺��������� ╚㎼䓝♣寊㙺ꉐ騟㺥�♁傽耘勘눒�ⵌ☓
���������聁㺥�䉄묰㎼ꮪ䓝♣虪勘閙⚷�䉄묰㝕溽㵜朮눒�岻㎼䉄묰
���������聁㺥�4)6*.0�]�寊㙺╚㎼䓝♣虪勘㺥�蜖㶡嬠 4� 氻䏀�耘㎼绹绢
���������╗㺥�勚⚾✑㺥�假Ⲏ㑗.0$"䓝♣耘勘눒�假Ⲏ㑗
���������╗㺥�勚⚾曬氻㺥�5PCJO�0IBTIJ 氻䏀�傽勔╅☓

���� 聁㺥�⫙寊㙺��������� ╚㎼䓝♣寊㙺ꉐ騟㺥�弮ⵌ耘勘눒�婣實
���������聁㺥�⺬ⵌ㎼ꮪ虪勘閙⚷�⺬彵⺬ⵌ
���������聁㺥�勔茤┱炡ꭊ�+��#"45*&/�"35 氻䏀�嬠⯈僓䉘띸㗶㸸
���������聁㺥�庣㘷假寊㙺臅㺥�绞ꬾ氻䏀�ⵌ☓
���������聁㺥�䟩╚虪勘䌑㺥�䟩㝕⯈諕䩝溽㵶䌱㎢�䟩㝕⯈
���������聁㺥�䓝♣䈰眧◩☭臅㺥�⟛⯈虪勘朮눒�ⵌ☓
���������聁㺥�䓝♣维┪✑㺥�㳌虹氻䏀�假Ⲏ㑗
���������聁㺥�騟㴘귿�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�假沮䌑㺥�假沮㎼ꮪ㺥閙╚䖦�假沮█띸勏뱚
���������聁㺥�㸉騅䓝♣曬氻聁㺥�㸉氻疿ꭊ�ⵌ☓
���������聁㺥�鱪鱴㐌䌐绻�1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�楓䓝♣╚㎼寊㙺㎈労┩ⶥ䌑�⟛⯈虪勘朮눒�ⵌ☓
���������聁㺥�눥㎼ꮪ虪勘㺥"35�),��눥⚷㺥╚䖦�눥
���������聁㺥�'"$&�'"$&�'"$&�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�$ISJTUJFT�), 䬚ⷀ뀔㺥�假Ⲏ㑗 "SU4DJFODF 朮눒�假Ⲏ㑗
���������聁㺥�虪勘ⵌ☓ �����⪢㎼⫰╃㺥閙눒�ⵌ☓
���������╗㺥�勚⚾✑㺥�╅☓耘㎼⚷�5PCJO�0IBTIJ 氻䏀╭ⲋ�傽勔╅☓
���������聁㺥�╚㎼䓝♣寊㙺✑㺥ꮒ儤◩◩⛻┺㵶溸䳀⻐㺥�
���������.FF�4FFO�-PPOH�'JOF�"SU�耘㎼绹绢
���������聁㺥�虪勘溫⪝假Ⲏ㑗�假Ⲏ㑗怶嶯彵ꓭ屧╚䖦�假Ⲏ㑗

�����聁㺥�㸰臔�卲㝕虪勘╚䖦�假Ⲏ㑗
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���������聁㺥�呬朮蔺焒╚㎼䈰眧氻溸䓝♣銩ꃎ�뮿㿳疿ꭊ�ⵌ☓
���������聁㺥�긖㸉긖�杅䬕缰㝜耘勘눒�♨虝⮬杅䬕缰㝜
���������聁㺥�눥㎼ꮪ⺜楉虪勘閙⚷�눥
���������聁㺥�㳌虹ⶥ䌑㺥�㳌虹氻䏀�假Ⲏ㑗
���������╗㺥�勚⚾✑㺥�4JNZP 氻䏀�꼒㎼눢㸸
���������聁㺥�5PCJO�0IBTIJ 氻䏀趴㺥�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�虪u傱ꁉ � 䓝♣虪勘臅㺥�1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�䟩㐃眧⩰╚㎼䓝♣寊㙺氻㺥��虪裨氻䏀�耘㎼绹绢
���������聁㺥�눥㎼ꮪ虪勘㺥"35�),��눥⚷㺥╚䖦�눥
���������╗㺥� 勚⚾ �5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�┧朮劔挺┻耘�.FF�4FFO�-PPOH�'JOF�"SU�耘㎼绹绢
���������聁㺥�╚㎼䓝♣曬氻㺥�.虪勘疿ꭊ�╚㎼┪嶯

������聁㺥�缋⪿脌䬚㝕䉞曬氻㈇䌑ⶶ�匤氻䏀�ⵌ☓
���������聁㺥�缹侒䓝♣曬氻窢㺥�ⶨ䌑僓ꭊ氻䏀�ⵌ☓
���������聁㺥�┯勯�8BMTI 氻䏀�耘㎼⚢⯈騢偅䈣蚮Ⲏ』
���������聁㺥�䐷䋜窢ꄑ㺥�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�3PVOEBCPVU�假锟⪳䞒挺뀏䉗皒耘勘눒�假锟⪳䞒挺뀏
���������聁㺥����� 䌑꼒㎼㎼ꮪ虪勘閙⚷,*"'
�┿汕鰅儅╚䖦�꼒㎼눢㸸
���������聁㺥����� 䌑┪嶯㎼ꮪ虪勘閙⚷㎼ꮪ䓝♣虪勘㺥�┪嶯㺥閙╚䖦�┪嶯
���������聁㺥�橱⟥ ����� ♁傽虪勘㞝⪝㎭✑㺥�♁傽耘勘눒�ⵌ☓
���������聁㺥�묛ꓭ僓♣�눥 1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�긖㲷�栅騕氻䏀�┪嶯
���������聁㺥�⫙曬氻�㸉氻疿ꭊ�ⵌ☓
���������聁㺥�實册뀏㎼ꮪ虪勘閙⚷�耘㎼绹绢
���������聁㺥�⚿缛┱鿛㒘ꂀ劻눒趴╚㎼虪勘㺥�㥓䎾㢯偅㝕㳔耘勘눒�
���������耘㎼뎢觠騠㗶䈣㥓䎾㢯偅㝕㳔
���������╗㺥�勚⚾✑㺥�'SPOU�-JOF�$POUFNQPSBSZ 氻䏀�┪嶯
���������聁㺥�눥㎼ꮪ虪勘㺥"35�),����눥⚷駖㺥閙╚䖦�눥
���������聁㺥�侊ꅐ⸉⺮�����ˌ���� 䌑溸╚㎼假虪勘�╚㎼㎼㵶⚷駖╚䖦�ⵌ☓
���������聁㺥�♨ ;▇⻐�虪勘冎♎䍍�┪嶯
���������聁㺥�ꄢ挩�$IBTJOH�'MBNFT�;BEPL 氻䏀�耘㎼ꁫꮣ㶕
���������聁㺥�㜩㢽䓝♣⻐㵶曬氻㺥�ⵌ☓ⶨ䌑僓ꭊ氻䏀�ⵌ☓
���������聁㺥�盅騅.B(."趴窢ꄑ㺥�0QFSB 氻䏀�假Ⲏ㑗
���������聁㺥�✘⾕䧰�5IF�"TJBO�$PMMFDUJPO 氻䏀�╅☓
���������聁㺥�&,'" ⬈㳌㺥�&MJ�,MFJO�'JOF�"SU�耘㎼绹绢

�����聁㺥�䉄㗶㸸虪勘閙⚷�耘㎼ꁫꮣ㶕
���������聁㺥�╆缴▇鴤╚㎼䓝♣曬氻㺥�虪勘冎♎䍍�┪嶯
���������聁㺥�눢㺐卲䈣寊㙺䌑㺥㎼ꮪ㺥�┪嶯㝃⛆楓♣耘勘눒�┪嶯
���������聁㺥�╚㎼䈰眧氻㳔勘ꉐ騟㺥�╚㎼㎼㵶氻ꯗ耘勘눒�ⵌ☓
���������聁㺥�㐃曬氻�㸉氻疿ꭊ�ⵌ☓
���������聁㺥�ⵌ☓ � 殇ꊙ╚㎼䓝♣虪勘㺥�⺜䉄㎼㵶耘勘눒�⺜䉄殇ꊙ
���������聁㺥�╚㎼䓝♣⻐㵶曬氻㺥�ꮭ缧貓䓝♣疿ꭊ�⺬ⵌ
���������聁㺥�㝕虪勘閙⚷�傽勔㝕
���������聁㺥�嵛㙺气눥䓝♣寊㙺臅㺥�㸉氻疿ꭊ�ⵌ☓
���������聁㺥�눥㎼ꮪ虪勘㺥"35�),����눥⚷駖㺥閙╚䖦�눥
���������聁㺥�维睋�ˊ�㪾♃溸䐥⛞�䓝♣し☭虪勘╚䖦�눥
���������聁㺥�⫙ꅐ�瓨儇╅㎼ꮪ虪勘疿ꭊ 	�
�╚㎼ⵌ☓
���������聁㺥�寊虝�♁傽耘勘눒�ⵌ☓
���������聁㺥�╚㎼䓝♣虪勘㺥�ⷂ✐羻ꓧꁒ㝕㳔.FMWJO 耘勘눒�耘㎼✐羻ꓧꁒ䈣
���������聁㺥�艒⦑睘┞ⷧ骮�5PCJO�0IBTIJ 氻䏀�傽勔╅☓

���� 聁㺥�╚㎼騂⟥氻䏀窢䈪㎈㺥�눥耘勘눒�눥
���������聁㺥�╚㎼騂⟥氻䏀窢䈪㎈㺥�♁傽耘勘눒�╚㎼ⵌ☓
���������聁㺥�ꁫꮣ㶕虪勘閙⚷�耘㎼ꁫꮣ㶕
���������聁㺥����� 䌑䍳绹绢◱嵌䓝♣虪勘㺥�耘㎼绹绢
���������╗㺥�勚⚾寊㙺⫘뀅㺥���� 瓨儇╅㎼ꮪ虪勘疿ꭊ�╚㎼ⵌ☓
���������聁㺥�⛆俌 4$01& 虪勘閙⚷�蝠㎼⛆俌
���������聁㺥�假Ⲏ㑗虪勘閙⚷�假Ⲏ㑗
���������聁㺥����� 눥㎼ꮪ⺜楉虪勘閙⚷�눥
���������聁㺥����� 虪勘┪嶯閙⚷�╚㎼┪嶯
���������聁㺥�-0'5䨮㜾겱㗛㺥���� 虪勘ⶔ�ⵌ☓
���������聁㺥�匡蔦傽勔┱╚㎼溸䓝♣▇㛽�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥�睘◝㺐┪嶯䓝♣虪勘눒倁桬㺥唙郠�┪嶯䓝♣虪勘눒�╚㎼┪嶯
���������聁㺥����� 虪勘ⵌ☓閙⚷�╚㎼ⵌ☓
���������聁㺥����� ⺬ⵌ虪勘閙⚷�⺬彵⺬ⵌ
���������聁㺥�㞻卲ⶑ⩴▇儘�绞ꬾ氻䏀�╚㎼ⵌ☓
���������聁㺥�♁㝙溸╚㎼�嬠⯈僓溽㵶朮눒�嬠⯈僓䉘띸㗶㸸
���������聁㺥�假氻䏀䐷䋜㺥�5PCJO�0IBTIJ 氻䏀�傽勔╅☓
���������聁㺥����� 눥虪勘閙⚷�눥
���������聁㺥�ⵌ☓겍⪿�匡蔦╚㎼溸䓝♣虪勘�䉤莴㎼㵶虪勘╚䖦�䉤莴겍⪿
���������聁㺥�╚㎼鱪鱴獘⚷╭▄┬溸楓㵄╭▄�劸랓傽䫟耘勘눒�꼒㎼눢㸸
���������聁㺥�/&95 ꉐ騟㺥�蚮Ⲏ』虪勘閙⚷�耘㎼蚮Ⲏ』
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���������聁㺥�䉄묰㎼ꮪ䓝♣虪勘閙⚷�岻㎼䉄묰
���������聁㺥�巆鰆╚㎼䓝♣虪勘�瓨儇╅㎼ꮪ䓝♣虪勘疿ꭊ��� 虪勘ⶔ�╚㎼ⵌ☓
���������聁㺥�睋⺵�绹绢╚㎼䌦㐙�耘㎼绹绢
���������聁㺥�䭍▇㝕㺥㎼ꮪ䓝♣虪勘閙⚷�锟朓뎢䖎ꓧ

���� 聁㺥�侊⺈溸枱䘒�绞ꬾ氻䏀╅➬ꬾ閤嚜�╚㎼ⵌ☓
���������聁㺥�䉄㗶㸸ꁫꮣ㶕虪勘閙⚷�耘㎼ꁫꮣ㶕
���������聁㺥�◱嵌虪勘倁桬♎䍍䌑䍳矱娉䬚ⷀ뀔㺥�눥蜖㶡嬠㺥⸈�눥
���������╗㺥�勚⚾✑㺥�눥 1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥����� 蜖묰┿㎼ꮪ虪勘㺥�橱㛶蜖묰┿
���������聁㺥�麄✅�ⷧ骮�╚㎼䓝♣虪勘╚溸☭✅㺥�绞ꬾ氻䏀�ⵌ☓
���������聁㺥����� ┪嶯氻䏀閙⚷㎼ꮪ䓝♣虪勘㺥�┪嶯㺥閙╚䖦�┪嶯
���������╗㺥�勚⚾✑㺥�㳌虹氻䏀�假Ⲏ㑗
���������聁㺥�╚㎼㎼ꮪ氻䏀閙⚷$*(&�╚㎼㎼ꮪ鰅儅╚䖦㺥⸈�ⵌ☓
���������╗㺥�勚⚾✑㺥�+�#"45*&/�"35 氻䏀�嬠⯈僓䉘띸㗶㸸
���������聁㺥�䉘띸㗶㸸虪勘閙⚷"SU�#SVTTFMT������䉘띸㗶㸸㺥閙⸈�嬠⯈僓䉘띸㗶㸸
���������╗㺥�勚⚾✑㺥�㳌虹氻䏀�ⷧ㹹겍Ⲏꁒ
���������聁㺥�╚㎼䓝♣獘⚷虪勘㺥�➷羻偅杅⮬䛊⺪㝜㎼㵶耘勘눒�➷羻偅裝偅璇
���������聁㺥�*OOFS�7JFX�$IJOB�꼒㎼ 5PVDI�"SU 氻䏀�꼒㎼☓沢ꇔ㑗䈣
���������聁㺥�"/5*26"*34�����嬠⯈僓䉘띸㗶㸸

���� 聁㺥�勚⚾䕇箕䔍贃┩☭㺥�㳌虹氻䏀�╚㎼ⵌ☓
���������聁㺥�╚㎼寊㙺倁桬㺥����������ⷂ☓朮ꯗ�╚㎼ⷂ☓
���������聁㺥�虪勘ⵌ☓閙⚷ �����⪢㎼⫰╃㺥閙눒�╚㎼ⵌ☓
���������聁㺥�駬駢㵶溸䪹䭃╚㎼虪勘㺥�"SU�$PNQMFY 朮눒�耘㎼뎢觠騠㗶䈣
���������聁㺥�澚┯閒溸낊冎ꂀ劻눒趴㺥�僀ꓭ㻘◱嵌虪勘朮눒
���������5BUFVDIJ�5IFNBUJD 㺥⸈�耘㎼僀ꓭ㻘
���������聁㺥�㙺㸸勔㎼ꮪ虪勘閙⚷�憬㝕⯈◱㙺㸸勔
���������聁㺥�绞ꬾ氻䏀ⶥ◩⽟䌑㺥�绞ꬾ氻䏀�ⵌ☓
���������聁㺥�维溸蔸┪�㳌虹氻䏀�╚㎼ⵌ☓
���������╗㺥�勚⚾✑㺥�绞ꬾ氻䏀�╚㎼ⵌ☓
���������聁㺥�╚㎼㎼ꮪ氻䏀閙⚷$*(&�╚㎼㎼ꮪ鰅儅╚䖦�╚㎼ⵌ☓
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�耘㎼绹绢

���� ╗㺥�勚⚾✑㺥�눥 1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�㶱u阌䓝♣虪勘㺥�╚㎼匫䈣
���������聁㺥�假Ⲏ㑗虪勘閙⚷"354JOHBQPSF�假Ⲏ㑗㎼ꮪ⚷㺥╚䖦�假Ⲏ㑗

���������聁㺥�┿汕䶥怤▍◩ⶥ⽟䌑閗閚虪勘㺥�羻뎢耘勘눒�䟩㝕⯈羻뎢
���������╗㺥�勚⚾曬氻㺥�눥 1MVN�#MPTTPNT 氻䏀�눥
���������╗㺥�勚⚾曬氻㺥�假Ⲏ㑗峪Ⳗ曬氻煝疵ꯗ�假Ⲏ㑗
���������聁㺥�周杅㎼ꮪ楓♣虪勘閙⚷�周杅�嬠⯈僓

�����聁㺥�䘽脞溸窀난虪勘㺥�*TMJQ 耘勘눒�耘㎼绹绢
���������聁㺥�寏ꂜ溸宑╭䓝♣虪勘㺥�1MVN�#MPTTPNT 氻䏀�耘㎼绹绢
���������聁㺥�"MJFO�#SBWP�1MVN�#MPTTPNT 氻䏀�耘㎼绹绢
���������聁㺥�嶛㸻┪溸╚㎼�$)*/"�0/�5)&�$641�耘㎼绹绢
���������╗㺥�勚⚾曬氻㺥�눥 1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�假Ⲏ㑗虪勘閙⚷�假Ⲏ㑗
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢
���������聁㺥�$PSQPSBUF�$PSQPSFBMJUZ�1MVN�#MPTTPNT 氻䏀�耘㎼绹绢

���� 聁㺥�绹绢◱嵌䓝♣虪勘⽟�耘㎼绹绢
���������╗㺥�勚⚾曬氻㺥�绹绢 1MVN�#MPTTPNT 氻䏀�耘㎼绹绢
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢

�����聁㺥�䉄묰 � ⵌ☓╚㎼䓝♣虪勘㺥�滽㸸 � ⷒ╫虪勘╚䖦�岻㎼䉄묰
���������聁㺥�╚㎼虪勘┩䌑㺥�䌦╅耘勘눒�╚㎼䌦䈣
���������聁㺥�$POHVSBUJPOT�绹绢 1MVN�#MPTTPNT 氻䏀�耘㎼绹绢
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�卲芆虪勘╚䖦�耘㎼绹绢
���������╗㺥�勚⚾✑㺥�绹绢 1MVN�#MPTTPNT 氻䏀�耘㎼绹绢

�����聁㺥�虪勘㵶ꂀ✑㺥�1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�"354JOHBQPSF ◱嵌䓝♣虪勘閙⚷�假Ⲏ㑗㎼ꮪ⚷㺥╚䖦�假Ⲏ㑗
���������╗㺥�勚⚾✑㺥�绹绢 1MVN�#MPTTPNT 氻䏀�耘㎼绹绢
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢

���� ╗㺥�勚⚾✑㺥�1MVN�#MPTTPNT 氻䏀�눥┱假Ⲏ㑗
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢

���� 聁㺥�嬠ⶶ⯈㻘㎼ꮪ虪勘㺥�耘㎼Ⲏ⯈琀㹹◱䈣
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢

�����╗㺥�勚⚾✑㺥�1MVN�#MPTTPNT 氻䏀�눥┱假Ⲏ㑗
���������聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢
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���� 聁㺥�◱嵌㎼ꮪ虪勘閙⚷�绹绢睘┢⫯唩䍍�耘㎼绹绢

�����聁㺥�3FZFT 楓♣╚㎼氻趴㺥�ꮣ☴裝卲虪勘┱脞⺜朮눒�蝠㎼⛆俌
���������聁㺥�⺬ⵌ㎼ꮪ虪勘閙⚷�⺬ⵌ
���������╗㺥�勚⚾✑㺥�1MVN�#MPTTPNT 氻䏀�눥┱假Ⲏ㑗

�����聁㺥�눥◱㝛虪勘閙⚷�눥
���������聁㺥�눥◱嵌虪勘閙⚷�눥⚷駖㺥閙╚䖦�눥
���������╗㺥�勚⚾✑㺥�1MVN�#MPTTPNT 氻䏀�눥
���������
���� ╗㺥�勚⚾✑㺥�1MVN�#MPTTPNT 氻䏀�눥
���������聁㺥�假Ⲏ㑗㵂趴㺥㎼ꮪ虪勘閙⚷�假Ⲏ㑗
���������聁㺥�눥◱嵌虪勘閙⚷�눥
���������聁㺥�눥㎼ꮪ假⪺虪勘閙⚷�눥

���� ╗㺥�勚⚾✑㺥�勡◥鿘氻䏀�┪嶯
���������聁㺥�눢㺐╚㎼虪勘閙⚷�䌦䈣

������聁㺥�假⫯偳氻⚷�勡◥鿘氻䏀�┪嶯
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