ZHU WEI IS THE FIRST ARTIST ADOPTING METICULOUS (GONG-BI) INK
PAINTING LANGUAGE INTO CHINESE CONTEMPORARY ART SCENE. WHEN MANY
CHINESE NEW ARTISTS WERE WORKING ON “POLITICAL POP” AND “IRONIC
REALISM” OIL PAINTINGS, ZHU WAS EXPLORING THE POSSIBILITY TO REFLECT
CONTEMPORARY CHINESE POLITICAL AND SOCIAL LIFE WITH TRADITIONAL
METICULOUS INK AND WASH, AND HAD COMPLETED REPRESENTATIVE
SERIES. HIS MOTIFS DIFFERENTIATE HIS ART FROM THOSE TRADITIONAL
METICULOUS INK PAINTINGS, HOWEVER, THE TECHNIQUES ZHU EMPLOYED,
SUCH AS COLORING, OUTLINING, BLENDING AND OTHER, STILL REMAIN
THE FUNDAMENTAL CHARACTERISTICS OF TRADITIONAL. THE DRAMATIC
CONTRAST BETWEEN TRADITIONAL ART LANGUAGE AND CONTEMPORARY
POLITICAL SOCIAL MOTIFS MAKES HIS ART IRRESISTIBLY APPEALING.
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THE SUCCESSFUL INTEGRATION

BETWEEN THE TRADITION AND THE CONTEMPORARY
AN INTERPRETATION OF ZHU WEI'S ARTISTIC PURSUIT

By Lu Hong

We could easily read the contemporary features in Zhu Wei's
artworks if we simply adopt the approaches of iconography and
sociology. Because it's obvious that his works are well related
with contemporary life and this could be clearly seen in many
series like “The Story of Beijing” series, “Sweet Life” series,
“The Utopia” series and "China Diary” series. However, such
an interpretation will simplify the works of Zhu Wei to be fairly
some common conceptual contents, or will describe them to
be one and another symbolic fable. As we all know, similar
articles are numerous today. Usually they are not talking about
artworks themselves, moreover, they impose unrelated external
standards to artworks, and therefore, the achievements in
artistic value it acquired are naturally negligible. Of course I'
m not denying the necessary grand influence of contemporary
life or certain concepts on Zhu Wei; yet | still believe faithfully
that they are no more than materials Zhu Wei deals with.
When he draws, he is always facing or solving a large amount
of formal issues. But these cannot be solved easily through
merely presenting contemporary life and new concept; or there
would be many peoples who could become outstanding artists.
In my impression, there are some people do much better than
Zhu Wei in talking about new concept. In fact, artistic forms,
including composition, modeling, brush work and coloring,
are comparatively independent systems which have both their
origin and history. It's forming up and development depend
more upon their internal structure and self-improving rules.
If an artist skips to create new approaches or rules before he
could enter the existing ones, then it's impossible for him to
be written into the history. Therefore, in the history of art, even
those most creative artists cannot but choose patterns and
conventions in tradition to be their starting point of certain
stages, then change and re-construct them according to needs.
There is no other way out. Based on such a stance, | insist my
opinion that the key point to understand Zhu Wei's art is to
start from his artwork itself, then analyze and study how the
contemporary life and certain concepts influenced his adoption
and creation in form. French historian of art Henri Focillon
proposed the principle of “technique is the most important” in
his The Life of Forms in Art, ! which | appreciate very much.

We could see from Zhu Wei's artworks that the main form of
his painting is undoubtedly originated from the great traditional
imperial court (fine brush) painting. Here we see a problem
highlighted: why Zhu Wei didn't imitate the form of western
modern painting with fine brush painting like some others?
As is pointed out by the theorist Wu Hong in an article, during

the past three decades, some ink and wash painters have
been focusing on thinking about how to make ink and wash
painting contemporary and globalized. (2 Can this be enough to
achieve the goal of making their artworks with “contemporary
sense” and “globalized feature” quickly? Moreover, it is easier
for medium used in fine brush painting to draw from western
modern painting than that in freehand painting. | guess, the
reason why Zhu Wei chose the opposite direction is firstly his
education background and secondly his artistic ideal. Then
what on earth his artistic ideal is? Obviously, it is, based on
tradition, to re-create in order to get a contemporary expression
completely different from those of the West. He once said: “It’
s almost thirty years since | started drawing ink and wash
painting and all my materials and techniques come from
tradition and are closely related with tradition. | never left
tradition yet what | depicted are peoples and things today which
are in progress, namely the contemporary subjects we normally
refer to. Therefore, | never thought that tradition is separated
from the contemporary; making the past serve the present is
the idea and clue in my ink and wash painting.”® Of course, this
also made his exploration especially significant in the progress
of Chinese contemporary art pursuing after “Re-Sinofication”.

I noticed that in the process of utilizing and reshaping tradition
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 peoples and Tian
An Men of Republic of China with minimalist freehand brush on
processed rice paper that emphasize 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 down some characteristics in simplified Chinese in white
color. The work did featured Chinese characteristics a lot, yet
not good enough in sense of the times. Maybe he sensed the
differences between personal intention and form then, he made
significant adjustment to his creation. Take his “Beijing Story,
Colorful Sketch, No.2" painted in 1991 as an example, though
he maintained the approach in using processed rice paper with
ancient sense as the grounding of painting, yet he turned to
refer to traditional imperial court (refined) painting in creation,
which also became his 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 figures:
firstly, following the modeling form of traditional imperial
court (fine brush) figure painting, Zhu Wei's work is to make a
transformation to cater to contemporary peoples. Moreover,
during this process, he successfully created bold soldier, red
flag, five pointed star, lattice window, banana leaf and other
artistic symbols full of personal 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; then in turn the
results influenced the overall structure and dealing approaches
of the picture 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
characteristics——for example, the faces of his figures feature
big head, big nose, big mouth and small ears which made
people recognize that they are Zhu Wei's artwork at the first
glance; thirdly, the flat and decorative characteristics caused by
the process and material in traditional fine brush painting called
“alum water for 3 layers and dyeing for 9 layers” also played a
role. That is to say, he has always been doing a contemporary
transformation based on the traditional aesthetic principles of
fine brush painting. Having in mind that some fine brush art
painters often reform fine brush painting in 3D approaches
or western realistic techniques, | could realize the brilliance
of Zhu Wei even 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 “Curtain, No.9” and “China
Diary No.54". The former one featured Zhu Wei's reference
borrowed from “Cao Buxing's depicting of clothes look like just
coming out from water” and described details of red flag which
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is closely related to 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
in some new approaches based on the lightening of modern
life and western modern art, he is still in the traditional painting
procedure and is still using colors from Chinese paintings.
The sober visual effect with sense of thickness in thin coloring
is achieved through his many times dyeing and rendering
blending color and ink; it also has a totally different artistic
sense from western paintings. Undoubtedly, to a certain extent,
the unique style in Zhu Wei’s artwork is established upon
his alternative utilization of the features stated above. | 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 peach 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 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 normally used close
up composition and red color tone. The background is the red
flag symbol he created while in the foreground, it's 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. | don't know other people’s feel about
them; as to me, after viewing these paintings, | 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. | believe that all peoples with 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 been emphasizing the conventional
representation; it is like this in painting as in opera. | 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;
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the lesson we got in it need 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.”®! | agree to him a lot and here
| want to supplement something: the artistic representation
formula of traditional fine brush painting not only showed a
special aesthetic assumption, but also formed a set of special
representation principle 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 traditional fine brush painting,
while on the other hand well re-construct the new tradition
of fine brush painting with 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 | try to discover is new Du Fu,
new Mozart, new Baudelaire, and new Matsuo Basho. For me,
they are never peoples of the ‘past’, but on the contrary, they are
peoples of ‘our future’. When we enter their worlds, we enter
the future rather than withdraw back 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

| don’t know whether Zhu Wei has read these words of
Ooka Makoto or not, but | think, he is unanimous with Ooka
Makoto mentally. Or he cannot develop the contemporary
elements he excavated from the traditional imperial court (fine
brush) paintings. And this pursuit which closely connected
contemporary art with traditional context is precisely what
we must give full attention to when we do contemporary art
creation or participating in international dialogues. My teacher,
the famous art historian Ruan Pu once said, “Chinese fine
brush painting is a genre with great future and should be well

AN INTERPRETATION OF ZHU WEI'S ARTISTIC PURSUIT

developed.” Zhu Wei proofed 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 development, isn't this pursuit of
differentiation expression even more important?

I wish Zhu We a greater success!

At Marco Polo Hotel, Hong Kong
Dec.16, 2012

[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 in 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.
[4] During the “85 New Wave" period, as a rebellion to the extreme-
left Cultural Revolutionary creation mode, Chinese new wave artists
borrow ideas and methods more from western modern art; which,
though was helpful in surpassing Cultural Revolution mode and open
multiple pattern, brought about “de-Sinofication” problem. From mid-
1990s onward, Chinese contemporary art started to make effort in “re-
Sinofication”; where the importance of Zhu Wei's pursuit was revealed.
[5] Here the so-called “socialism experience” specifically refer to the
collective memory of Chinese people after 1949.

[6] Published in Wenyi Bao (Literary Gazette), on May 11st, 2000, edition 4.
[71 See Core Problems in Modern Art, by Ooka Makoto, published in
World Literature, issue 1, 1990.
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INSCRIPTION IN THIS ERA

By Zhu Zhu

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, | 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...

Their reluctance to write reflected the loss of our traditions,
but it doesn’t necessarily mean that they lack reading;
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
viewer.

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 went
to rich people’s house as retainer to talk about sundry stuffs,
including astronomy, geography, anecdotes from 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, | also carve woodprint, make sculpture in
the factory, write column essays for art magazines and shoot
movie 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
Dal’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 slangs that the
Pekingese always say conspired to the colloquial and vivid
effects. | even doubt that he told his ideas to a recording pen
first and then transformed that into texts.

For the 30 years of contemporary art, Zhu Wei is a witness,
a predecessor as well as a stander-by. In the 1990s when he
already had overseas influence and entered the commercial
tracks, the majority of Chinese artists were still struggling
to survive. However,, with the new century's coming, the
whole situation has seen significant changes, which led
to 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 |
expressed in my article Absent Attendee, It is precisely his
particular experiences and anxiety, reflection on the price
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 peoples 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
shattered. For example, if we visit other people’s home, and
make a pizza with the flour and eggs we brought and their
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:

INSCRIPTION IN THIS ERA

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 was
still some kind of sincerity and recognition efforts, but the
Chinese contemporary art has turned into an anxious 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
guerrillas did when they were fighting the Japanese
intruders--everybody hold a rake, as long as there is train
driving near, regardless of the consequences, they use their
rake to pull the stuff out of the train, without considering how
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 urgent
mission: the remodeling of culture subject. As for his identity,
he stressed the significance of rejuvenating ink 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
First Published on Oriental Art . Master, September 2012, p.54-57
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ZHU WEI'S RECENT WORK:

FROM STRANGE AND SARDONIC TO STRANGE AND BLAND

By Britta Erickson

ZHU WEI AND CHEN HONGSHOU

| have not had the privilege of meeting Zhu Wei, but having
seen his paintings and now having read through many of
his published essays, | 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
( B | 1599-1652), an extremely talented painter who thrived
outside the artistic mainstream. | 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-Llike long robe.

Both Zhu Wei and Chen Hongshou came to their profession
via a circuitous route, and both have adapted elements of
archaic figure painting in order to express their alienation
from the mainstream, as well as the value they place on
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.

Chen Hongshou had aspired to follow the family career as
a scholar-official, but he failed the provincial examination
that would have opened the door to such a position. Instead
he became a professional painter, a status beneath that to
which he had aspired. He painted figures, and developed a
mannered personal style that, at its most extreme, included
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 1989). Upon
completing his stint in the army he studied at the Beijing Film
Academy (graduated 1993), and afterwards finally became an
independent artist. Zhu Wei's painted figures are guai %, 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 settings for his figures, Zhu Wei
tends to zero in on the figure, and often on the face, rather in
the manner of a film close-up. Thus, it is impossible to avoid
the distorted, blocky features of Zhu Wei's stocky figures. With
their big lips, jowly cheeks, and squared-off foreheads, many
of Zhu Wei's figures elicit pity: they seem adrift, disconnected

from their environment. His most recent works, the Hills
Beyond a River, Ink and Wash Research Lectures, and Study
of People series (2005-2012), comprise bust views of single
figures. The quality of those figures remains essentially guai,
while at one point achieving a fascinatingly elusive state of
blandness or the Neutral (as Barthes terms it—explained
below).

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 Yian 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.l'! In the past few years,
many high profile figure painters who work in oil or acrylic
on canvas have turned their hand to landscape painting.
There is 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 participate in this trend, keeping
to the genre of figure painting. His nod to historical
landscapes is restricted to the 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 {73 (1306-1374). It featured
a foreground land element backed by a wide stretch of
water and, in the distance, hills. 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
portray 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 the
flat background of flowing water: the figure is completely
isolated. One figure has his jacket unbuttoned and holds
chopsticks poised, ready for action... but we see no dish
of food waiting to be savored. Another figure is clearly
identifiable: a bust portrait of Joseph Stalin (1879-1953],

the Soviet Union dictator responsible for the deaths of ten
to twenty million people, is backed by the patternized water
familiar from other Hills Beyond a River paintings. His
image is as particular as the other figures are nondescript.
Stalin’s familiar uniform with gold epaulettes seems more
solid and lasting than his head, whose feature 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 7K 2 bff 22 58 7
R % . The title has a scholarly flavor, and there are serious
issues behind the series, but they have nothing to do with ink
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 commercialism ensures
that no-one is ever satisfied. As Zhu Wei has remarked, “In
the past we based our development 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 aim of the Ink and Wash Research
Lectures series is to depict and track the social changes of
this period. The figure 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.” 12

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
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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 themselves to the ongoing and widely
shared stress of life without self-determination. The almost
identical figure (but with hair parted in a different place) in Ink
and Wash Research Lectures No. 2 has his eyes closed, and
appears to 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
with similar precursors, we see that although he looks much
the same as the key figure in other series, he appears older
and tired, he sports the tidily combed hair style typical of
Chinese authority figures, and he is garbed in power red,
with a red backdrop—a refrain of the red drapery isolated
in the Curtain series (2008-2010)—rather than the indigo or
PLA green of, for example, the figures in the Hills Beyond a
River and Study of People series. Study of People, 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 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 become more pronounced.
We can trace this passive, emotionless bald male figure (The
artist? Maybe yes, maybe no.) back through Zhu Wei's oeuvre,
to slightly different manifestations as early as 1998 Sweet Life
No. 21. In 1998 Sweet Life No. 21 the protagonist looks slightly
bemused: by 2012 he is utterly still. We can consider the
rendering of the subject in the Study of People series as the
epitome of blandness in figural painting.
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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
%, an achievement generally reserved for scholarly landscape
painters. In Chinese figure painting, such extreme 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 #8 & K8 (1254-1322), “In painting human figures,
excellence lies in capturing character (xing % ] and emotion
(ging 1% )." B Regarding character, however, blandness was
considered an ideal: "When a man's character is plain and bland
and does not exhibit any particular proclivities, then he is master
of all his abilities and uses them most effectively: he adapts
himself to all changes and never encounters an obstacle.” 4

In his book /n 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 one thing or another: the vast potential vanishes the
moment the Neutral commits to a defined state. Referring to
the 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 elliptically
put: meaning rests on conflict (the choice of one term against
another), and all conflict is generative of meaning: to choose
one and refuse the other is always a sacrifice made to meaning,
to produce meaning, to offer it to be consumed.” ¥l The neutral
is “everything that outplays {déjoue} the paradigm” or “baffles
the paradigm.””!

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 figure
painting is the descendent of nineteenth century European
academic realism on the one hand, and that same academic
realism altered to be an effective propaganda tool in the form
of socialist realism. As a result of the May 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, “l do not
think we should be grateful to the ‘returnee artists’ who were
devoted to reforming the ink painting tradition. | 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.” B In the mid-twentieth
century, the promulgation of socialist realism distorted
realism via the addition of dramatic modeling and lighting as
well as other tools for emotional manipulation: the same look
and feel were deliberately—as a matter of policy—imported
into figure painting with the Chinese brush in ink and color on
paper. For Zhu Wei to move decisively away from verisimilitude
and emotional drama in pursuit of the Neutral is a major
step. A few figures approaching this neutral state appear in
Fang Lijun's 757383 (b. 1963] paintings from around 1990, but
Zhu Wei's push toward absolute blandness in figure painting
is unique. If it was difficult for landscape painters to achieve
blandness in the fourteenth century when they shared their
values with a small coterie of like-minded individuals, how
much more difficult it must be for a twenty-first century 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 J\KLLA (1626-
1705) brushwork in the lead up to his first major series,
Beijing Story, he has consistently referenced widely recognized
artists and paintings of the past, most often to sardonic effect.
His The Running Horse in a Rainy Night, No. 2 and No. 3
(1997), for example, are postmodern pastiches directly quoting
the horse and groom in Zhao Mengfu's album leaf Training a
Horse, and incorporating elements of contemporary culture
such as a bicycle and inscribed lyrics from the rock star Cui
Jian's #E  (b. 1961) “Opportunist” #& #1 73 F (Touji fenzi). A
variant on the Emperor Huizong's 5= (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 Z=& (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 red flags, mandatory meetings, and red neck
scarves. Everything from Tang court ladies (Comrades, 1995)
to Bada's fish (Diary of Sleepwalker No. 24, 1998; South Sea
No. 1, 2000) to communist martyrs and political figures (Deng
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,
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 appreciation of varieties of
cabbage, or fond memories of films seen decades in the past.
The Study of People series presents an exceedingly powerful
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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 %% (active early 14th century),
who noted, “When 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.” !

[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.

[4] Liu Shao 2R (3rd c.), “Jiu zheng” 71 (Nine traits), in Renwuzhi A1)
7 (The treatise on human abilities), I.1b, commentary by Liu Bing 2/8#
(fl. 386). Quoted in Francois Jullien, In Praise of Blandness: Proceeding
from Chinese Thought and Aesthetics, translated by Paula M. Varsano
(New York: Zone Books, 2004), p. 60.

[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, BRAJEAT ZRPCANE "Wildfire Will Not Extinguish It, the
Spring Breeze Will Not Revive It...," «HI &4iff » HIART (May 2008).

[9] Tang Hou /%%, Hua lun &R , translated in Susan Bush and Hsio-
yen Shih, Early Chinese Texts on Painting (Cambridge: Harvard-Yenching
Institute, 1985), p. 258.
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ZHU WEI "A MAN"

By Sandro Orlandi

Every day we live the emotions, but often they make us live
with discomfort and distress, and then we will not face reality
and we turn our thoughts back to the past or forward into
the future. We take refuge in the past, with the spirit of a
lost happiness, to recover some reassuring memories . The
same life in the future leads us toward continuing anxiety
. to a hope of events that never come true. It 's important
is to address this, a recovery of this, but too often what we
see is not real but what we are led to believe. Staying in the
present means being aware of being alive and is also a basic
practice in meditation.

A famous philosopher of Vietnam, Tich Nhat Hanh explains
how to enjoy a good cup of tea. "To fully enjoy the tea you
should be completely immeresed in the present. Only in the
awareness of this in your hands can you feel the pleasant
warmth of the cup. Only in this you can savor the aroma,
feel the sweetness, appreciate the delicacy. If you're mulling
things past or worrying about the future, then you completely
miss the experience of enjoying the cup, and tea there
will be no more. The past is past, make honey of it and let
it go. Go ahead with plans for the future, but don't worry
about wasting time. Not worth worrying about. When you
have ceased to brood over what happened, when you have
ceased to worry about what might happen, then you will be
immersed in the present moment. Then you begin to feel joy
in life. "

Zhu Wei went through all this, the past has helped him to
mature, the military experience introduced him to mankind,
their weaknesses and their limits as well as the principles
that were imposed on them, such as idealism and sense
of propriety. Zhu depicts its characters in a detached,
almost antiseptic manner, seeming bored, devoid of
feelings, enslaved to the choice of a destiny which has not
been invited. There is no animosity in his account, only so
much composure combined with a subtle vein of irony. The
traditional social values that clash with the fast-changing
Chinese society that exists today, blend together with those
values that social transformation is proposing, then he is to
play a role of symbiosis between past and present. Zhu Wei
has honed his intuition, he says, keeping track of the rapidly

changing social rules, human weaknesses and absurdities
of politics, and weighs in the time we stand in line, catalogs,
and then paints. His painting, clean and simple, are deeply
rooted in reality, from which he knows to extract the
substance of things, and this is not exaggerated but simply
subjected to a process of transfiguration which allows you to
grasp the inner dimension. He does all this with the utmost
naturalness, neither weight or feel having any particular
responsibility in his judgment, which disarmingly says that
this is the only thing he can do.

Zhu Wei does not want to be associated with any school of
art and contemporary painting movement, his technique
refers to the one used by Taoist artists of the fourth and
fifth centuries. He considers the fundamental and technical
knowledge when personally mixing the colors in ink and
watercolor, this also helps preserve the culture of his
country. There is contrasts between the traditional language
of art and its social and political reasoning that he depicts
with such finesse and subtlety.

Zhu Wei is neither innovative nor revolutionary, his revolution
in China that runs, that changes everything, lies precisely in
not making the revolution.

We know that we live in a hurry, in which everything moves
wildly, preventing not only our ability to live fully the present
moment but also to reflect calmly on what happens around
us. The lesson of Zhu Wei is the same as Martin Heidegger,
Being and Time are not in perpetual conflict as now seems
obvious, being is truth, it is something that highlights and
gives greater clarity and historicizes the time being itself.
The work of art is a world of values and meanings that come
from the physical materiality of the land to which the being
is closely tied in with, open criticism of metaphysical thought
which elevates man so high as to break all ties with reality.
Back to the centrality of man, to his role as shepherd of
being, as guardian of his revealed truth that opens toward
other beings, This is the goal that Zhu Wei imposes himself
with humility and with great sensitivity to other offers.
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ZHU WEI

By Li Xiaoshan

Without doubt, Zhu Wei and his work have become a mirror
of contemporary Chinese art. Zhu Wei has penetrated the
depths of reality with his extraordinary wit and sharpness,
and opened a new door for the public to acquaint themselves
with Chinese contemporary art through his works, which are
lively and rich in visual tension. | have written an article which
focuses on the following observation: the reason why Zhu Wei
reigns supreme in the Chinese contemporary art scene is that,
unlike other short-sighted artists who sacrifice their artistic
ideal as a result of temptations of all sorts, Zhu Wei kept
raising his artistic platform until it reached a height which
is unsurpassed by others. Amazingly, he might be subtle
and introverted in temperament, yet in art he is like a fighter
charging ahead. Some of his works are already classics of our
time, assuming an unchallengeable historical position. If my
prediction is right, these works shall become monuments of
artistic creation.

As an artist, a contemporary Chinese artist in particular, many
complicated factors have been transformed outwardly into
the set design behind the work. People seem to enjoy and be
enamored of the ornaments in the set. To quote Li Xianting:
“What is important is not the art” - but what is? Many years
ago | was involved in a discussion with several art critics
about some strange phenomena in Chinese contemporary
art. We all came to the conclusion that, because of outside
disturbances and inborn anaemia, our artists generally
suffer from malnutrition; not because they lack talent or have
devoted too little effort; it would certainly be unfair to ask that
they strive to make up their inborn limitations. If at all there is
a problem with the artists, it's because the soil which nurtures
them is barren. The limitations are pre-set and it's not difficult
to trace the root-cause of all kinds of narrations. Still, there is
an exception to everything and a few members of the cream
of China’s contemporary art scene seem to possess a kind of
self-sufficiency. This element of self-sufficiency is rooted in
their genius and vision, which transports them beyond pre-set
limitations.

One day, some years ago, | had a chat with Zhu Wei about the
relation between the fame of an artist and artistic creation,
and | discovered, to my surprise, how low-keyed he is.

Then | remembered someone once told me Zhu Wei is an
interesting subject - one can always uncover something out
of the ordinary from him. | have received material on him,
from the artist himself, in which there is no lack of records of
excellence. Yet | could see his effort in trying to conceal those
records. Westerners like to say that your character is your
fate. Many people do not know how to treat their fate; Zhu Wei
never flaunts his achievement or outlines a grand panorama
of his vision for the future. To quote him, he just “labours
silently like a hard-working farmer.”

In the grip of summer heat Zhu Wei arrived in Nanjing on a
tour. During our conversation we hit on the idea of recording
the content of our casual chat. Should something worthwhile
emerge, we would compile it into a collection of dialogues on
art and life. The dialogue went on for nine days and basically
our thoughts and positions conveyed in the process were
well captured in the recording. We titled the recording ‘Talk of
Nine Days' to give it a temporal dimension. It was perhaps the
first time Zhu Wei had delved deep into things he seldom had
touched on in ordinary life, and | discovered a passion in him
for the expression of feelings hidden underneath his linguistic
simplicity and self-repression. Despite his low-keyed style and
unwillingness to get into verbal flourish, | believe | captured
his linguistic buoy. His talent and perseverance are illustrated
not only in his paintings - he has an immense inner strength
which is amazing.

In his discussion of the artistic traits of artists, Taine
emphasized: “There is a family’ behind all the artists.” To me it
means no artist can avoid a certain inherent restraint on him/
her. | discovered an interesting fact in my reading of some of
the critiques of Zhu Wei by critics outside China: these critics
(including art curators) inevitably hold a common stand in
their interpretation of contemporary Chinese art - they try
their very best to crack the 'secret political code’ hidden in the
work of Chinese artists; with thoughts turned to a political
linkage even in seemingly ordinary scenes or depictions. |
think the political interest in the Chinese artists has obviously
been exaggerated - even demonized - by some Westerners.
Yet, from an ideological and psychological perspective,
this phenomenon is enhanced by a relationship of mutual
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dependence. Zhu Wei’s art is the product of this age and, to
quote Taine again, a member of the “family”. The question
is: can we find artistic expressions that are deeper in nature,
given the fact that all are typical works of the same age? What'
s contained in some representative works of Zhu Wei is neither
a statement nor cynicism or play; its implications are different
from ‘political pop’. Here | would like to add that there is
often a basis to the political complex of the Chinese artists,
whose thread is clearly discernable. Prompted by a desire
to give vent to personal feelings, artists are unanimously
attracted to common subjects and themes; the effect of the
‘family’ is evident. In handling his subjects, Zhu Wei skillfully
turns a certain collective unconsciousness into a unique
personal viewpoint. In his work he ingeniously interweaves his
childhood dreams with real-life circumstances, constructing
a virtual reality that runs parallel to life; a reality that is
filled with all sorts of contradictory contrasts which dissolve
unenthusiastically into harmony, and which mirrors a pain in
the depths of his spirit. At the same time, the pain reflects his
genuine concern for society and humanity.

Zhu Wei has repeatedly emphasized to me the essence of
“humanity” rather than the so-called “political complex”. As far
as the issue of humanity is concerned, specific concern can
be demonstrated only within the scope of a specific linguistic
context, since there is no pure, abstract humanity. However,
his concern for humanity makes Zhu Wei more mature than
his contemporaries. Zhu Wei does not explicitly reveal the
‘humanity’ aspect but keeps his feelings condensed at the
level of sensibilities which, for an artist, happens to be a solid
and effective gesture. | wish to elaborate that ‘humanity’ in
the eyes of Zhu Wei is interpreted variedly from the lengthy
and laborious one offered by the intellectuals. He approaches
it from the soil of existence stripped of all frills. Humanity is
pervasive while political complex changes with time. That Zhu
Wei is able to deepen his themes on the basis of humanity is
a crafty act. | have seen quite a large number of Zhu Wei's
works and realized that the myriad themes are but contours
of expressions for him; what lies at the core of these works
is his superb grasp of man'’s situation in life. Be it a work that
impresses outwardly as politically-inclined or one that reflects
his personal experiences, the common thread which runs

through them is evident.

Ink painting is the main medium utilized by Zhu Wei, who has
also created a considerable number of sculptures and prints.
Wherever one might find his ink pieces, it is obvious, from
motif to expressiveness; the artist has exploited to the full
the expressive powers of the medium. One might say that in
his hands ink painting is no longer an art medium but a deft
mother-tongue, a tool which he wields to perfection. | have
seen too many shoddy works and works which showcase petty
acts; there are indeed many painters around us who win fame
and fortune by gimmicky feats; such a trend tends to threaten,
to erode, all the artists inside the circle. Zhu Wei doesn't mind
if he is considered an insider or not - he counters the erosion
almost by a kind of self-exile. His ink paintings are much
sought after by a considerable number of collectors, but | think
few among them truly comprehend the meaning of his works.
| have written an article titled From Chinese Painting to Ink in
which | state that the change in concept is actually a change
in standpoint. The endless debates on ‘Chinese Painting’
are due to the ambiguity in concept, while ‘Ink" is a medium.
Hence it is highly flexible, in terms of the scope and form
of its expression. Zhu Wei doesn’t care much for the kind of
expressive (xie yi] ink paintings which are casually composed,
and rejects others which are shabbily painted on the spur of
the moment. An American researcher of Chinese art history
has asserted that the rise of the expressive (xie yi] painting
halted the development of Chinese art history. Putting aside
the issue of whether this is bigotry, his judgment was formed
on account of the phenomenon he observed. Chinese painters
are fond of saying “One should follow the spirit of the ancients
and not their way.” This rather reverses the correct order of
things. From the works of many contemporary artists one can
see that much of the way of the ancients has been used with
the “spirit” thrown to the wind. Zhu Wei makes no bones about
his love of gongbi [(fine-lined traditional style) painting. In his
work, the mode of gongbi as a form of expression serves to
bring out the idea and atmosphere of his imagery. His use
of line, colour and texture shows continuity of the traditional
practice, but because his conceptualization originates from
reality, a flavour of contemporary time is palpable in his works.
In the creation of imagery | would say he has surpassed the
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ancients. And | must again emphasize the contemporary
flavour of his imagery - note that many contemporary artists
love to resort to the externalization of self-image, but in Zhu'
s work, its handling has become a symbol of the times. Many
years later, the images in his painting shall be the visual code
with which people can distinguish our era.

At one time there were heated discussions among Chinese
art critics about the limitations of the expressive power of ink
painting, which obviously runs counter to the present situation
of contemporary art. Take Zhu Wei for example: whether
ink painting, printmaking or sculpting, genre and medium
are of no significance - when the time is ripe an artist will
give life to whatever form of art when spurred by a creative
impulse. The prints of Zhu Wei take on the characteristics
of his ink painting: abbreviated, pure and simple, and full of
visual tension. Furthermore, the nature of the print material
serves to enhance the form quality of his imagery. Zhu Wei's
sculptures are scattered in various regions outside of China,
which makes it difficult for the mainland viewers to view
them. | have told Zhu Wei that sculpture is quite an impressive
component of his repertoire and that | would like to invite
him to participate in a forth-coming exhibition of architecture
and sculpture which | am planning. | think the fact that Zhu's
works have captured the fancy of overseas organizations and
individual collectors also gives an international dimension to
his art, and adds a demonstrative value to it.

Dictated by his habits and predilections, Zhu Wei moves
forward, step-by-step, remaining as low-keyed and earthy
as he has always been. | have reasons to believe that he is
growing and heading for his zenith, and that of our times. This
is the triumph of time - just like they say: “Time is the final
judge.”

25-12-2004
NEW PICTURES OF THE STRIKINGLY BIZARRE, published by Plum
Blossoms (International] Ltd. and Singapore Tyler Print Institutes, 2005
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USING THE PAST TO SERVE THE PRESENT

TRADITIONAL ELEMENTS IN THE ART OF ZHU WEI

By Alfreda Murck

Zhu Wei is famously a painter of political and social subjects
who regularly draws on motifs from traditional Chinese
painting. He juxtaposes ancient and unmistakably modern
figures to offer reflections on Chinese life and society from
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 of
history. Zhu Wei's art reflects a culture and society that have
changed dramatically, so we are prompted to ask: what is
enduring in Chinese culture? And how we are to understand
China’s history over the second half of the twentieth century?

Zhu Wei's most recent work is a series of paintings under
the title "Vernal Equinox,” which carries his art in a new
direction. In “Vernal Equinox No. 3" (Fig. 1) weightless
figures levitate against an undefined ground amid flowers
and leaves. Their faces are impassive, but variously register
glum indifference, distress, surprise, or satisfaction. Hands
are tucked into pockets or folded into sleeves recalling the
idea of passively “looking on with folded arms.” Scale varies,
but not consistently enough to indicate recession or space.
Hair whooshes up as though the figures are dropping,
or blowing in the breeze like seeds of germinating trees.
Looking rather like untethered balloons, the figures are
unconnected, neither looking at each other or at us. 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 of the paintings, 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 typically a small signature in a variant of ancient script
that recalls the carved inscriptions on Northern Wei stele or
the so-called lacquer script of Jin Nong .

The series title reminds that it is spring and these floating
figures may be falling in love. It is the traditional motif of
the thickly blossoming peach blossoms that confirms the
romantic connection. The poet Tao Qian (365-427) gave
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 figures are left merely to think about love, to dwell
on memories or longings. The “Vernal Equinox” theme will
cause some Chinese viewers to think of Dong Wenhua'’s song
“1992—Another Spring.” The song was inspired by Deng
Xiaoping's well-publicized southern tour that symbolically
announced renewed efforts to carry forth economic and
social reforms. The "new spring” led to the closing of
unprofitable factories and the loss of certainty for many
citizens. The “Vernal Equinox” series will have many more
images. When it is complete, we may 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 made
more nuanced by rinsing and further working the painting
surface. How does Zhu Wei achieve this distinctive effect?
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
specifications, has to be strong and resilient to hold up under
the repeated soakings. He antiques the paper by brushing
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 soaking
up or washing off unwanted pigments. He carefully considers
the elements that will best express his thoughts, distilling
designs from multiple sketches. For the key persona,
model sketches [fenben #37< ] are made. The model sketch
allows him to shift the figures around, to multiply them (the
characters often appear in pairs), and to recombine them in
different contexts. With the main 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 a 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 painting here and there. It is a
process that takes finesse, experience and a little courage
because, more than once, 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 days to paint a pine tree, five days to
paint a rock.”? 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 inscribes and signs his paintings in a distinctive hand
that is inspired by the clerical script (li shu) of the third to
first 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 the vertical rows seem to float like propaganda
slogans that, during Zhu Wei's youth, hung from balloons at
major 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
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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 high position due to its having preserved China from
devolving into a full-fledged civil war in 1967-1968. As the
only government organization reliably loyal to the Central
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 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 Zedong (1893-1976), and
the recitation of official slogans such as Art must serve the
people, The past should serve 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-long association with the PLA,
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when he began painting, soldiers and officials frequently
appear in his works as well as the mind-numbing tedium
of meetings. Graduating from the Art Academy in 1989, Zhu
drew an assignment that was not to his liking, so he turned
to what would become a second major influence in his art,
film.

In 1990 he enrolled in the Beijing Film Academy for three
years and began to assemble in memory hundreds of classic
films. At the end of 1992, in anticipation of completing the
course and having to make a living, Zhu Wei began to think
about painting as a career. For what he had to say, painting
was the language with which he was most competent. The
art of film making, however, gave him a unique perspective.
The framing of many paintings resonates with a film
shot 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 allegory and story telling. In any given series, the paintings
communicate with each other like scenes in a film or like a
succession of frames. However striking they are individually,
the paintings are more revealing in aggregate. They are less
like a traditional narrative handscroll, or a series of album
leaves, and closer in mood to a sequence of film clips.

Popular culture contributed further contemporary
influences. Elements from novels, plays and rock music
appear in his paintings. Zhu Wei was captivated by the
immediacy of rock music. Cui Jian, one of the key figures of
China’s new 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 to select painters. In
skill and imagination, Zhu Wei would have passed with ease.
More difficult would have been the requirement to conform
to a style specified by the court. As one mid-twelfth century
author wrote:

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.l4l

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
unable to fulfill his responsibilities. By circumstance and
inclination, Zhu Wei has a bit of the independent personality
of a Cui Bai.

While Song dynasty court painting has the greatest drawing
power for Zhu Wei, his taste is admirably eclectics. 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 strong
colors (Fig. 3). Zhu Wei is a particular fan of the work of
the early Qing dynasty (1644-1911) individualists Zhu Da
(Bada Shanren, 1626-1705) and Shitao (1642-1707), both
of whom were descendents of the Ming dynasty imperial
clan. Their idiosyncratic works defined life-long struggles to
create identity and find acceptance under Manchu rule. 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 fish show a keen awareness of the dangers lurking
in relationships. His birds anxiously eye each other, alert
to hidden agendas (Fig. 4]. This sense of caution informs
the cast of characters that people Zhu Wei's paintings and,
beyond body language, it is the eyes that communicate
emotions. While some appear self-satisfied or tolerant,
many are watchful, wary, and still others are resigned,
bitter, or vindictive. They all seem to be negotiating their way
through social mine fields, careful not to misstep. The series
of paintings of children performing on a tightrope is evocative
of the paranoia that typified the aftermath of the era of class
struggle in 1990s China. The children have the anxious
expressions of kids who are accustomed to being punished
but are not sure why. Earnestly concentrating on finding the
right balance, 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 past its prime. The meetings
feature huge red flags and a cheerful floral display of the
sort that graces the dais at every formal gathering (Fig. 5).
The basket of flowers adapted from the Li Song album leaf of
figure four fits well as an emblem of the modern court. The
vivid fresh flowers form a contrast with the grizzled, vacuous,
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or attentive faces listening to the drone of speeches 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 was also
employed to lodge silent complaints, especially in vegetable
and flower paintings.®! Here “realism” does not mean fidelity
to the phenomenological world but rather to psychological
reality, the truth that is found in Zen Buddhist and literati
monochrome ink painting.

Mixing ancient and modern elements often results in
humorous and ironic pictures. In The Trials of a Long Journey
No. 2 of 1994, for example, there is a visual quotation from
the twelfth century handscroll The Night Revels of Han
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 painting, one sees a pair of figures from The Night Revels
composition: a man with his arm around the shoulder of a
young girl urges her off to a tryst. The irony (and irreverence)
of Zhu Wei's work comes from the series title, “The 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, 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, is captured
in a well-known wall painting in the tomb of Lou Rui, the
prince of Dongan of the Northern Qi (550-577). Among the
equestriennes parading on the walls, a few steeds startle
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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 seems to have personal meanings. One
source that he has used multiple times is a horse and groom
painting that is attributed to the great scholar, painter, and
calligrapher Zhao Mengfu (1254-1322). In “Training a Horse"
(Fig. 6], the groom stands in the conventional position to
the right of the horses’ head. What is unconventional is the
stiff wind that whips the horse’s tail and mane as well as
the groom’s sleeves, robe, and whiskers making the 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 groom,
rearranging them, juxtaposing them with other figures. In
“The Running Horse in a Rainy Night, No. 3,” the groom is
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, “The Running Horse in 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 “The Running Horse in a Rainy Night,
No. 5" where the otherwise rarely-seen sprigs of bamboo (zhu
77) 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
insistent urging. Less than three months into his service, Tao

was told that, to receive a visiting official of higher rank, he
had to don a particular robe and belt as a sign of respect. To
Tao, the arbitrary distinction was cause for resignation just
eighty days after taking office. The event made him realize
that rural poverty was preferable to the onerous - if well
compensated - protocol of bureaucracy. Zhu Wei can identify
with this attitude.

Although not trained as a sculptor, Zhu Wei has been
inspired by difficulties of expression in his two-dimensional
art to create witty and stylish three-dimensional paintings. (If
China can have “silent poetry,” then it should be possible to
have “three-dimensional painting.”) Zhu Wei's monumental
bronze figures of Party cadres lean forward about to tip over.
Their bulky physicality expresses things that could not be
easily conveyed on paper. First created in 1999 at the time
of the fiftieth anniversary of the People’s Republic of China,
the pair of enormous figures in politically-correct 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 7% #i # . The solidity bespeaks
unflinching confidence; the uplifted heads suggest 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
fiberglass) figures have a dusty encrustation created with
sandy mud from the banks of the Yangtze River. They look
like freshly-excavated objects: they resemble artifacts to be
housed in @ 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
these sculptures with tomb figurines as examples of the
ideal servant in the afterlife - silent, loyal, sycophantic. This
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.

USING THE PAST TO SERVE THE PRESENT - TRADITIONAL ELEMENTS IN THE ART OF ZHU WEI

[1] Tao Yuanming (365-427), “The Peach Blossom Spring,” James Robert
Hightower, translated and annotated, The Poetry of T'ao Ch'ien (Oxford:
Clarendon, 1970), pp. 254-256. Kong Shangren (1648], The Peach
Blossom Fan, trans. Chen Shih-hsiang and Harold Acton, The Peach
Blossom Fan by K'ung Shang-jen (Berkeley and Los Angeles: Univ. of
California, 1976).

(2] Zhu Jingxuan (active mid 9th c.), Tang chao minghua lu (early 840s),
quoting the appraisal of the painter Wang Zai by Du Fu (712-770).

[3] For example see Plum Blossoms Ltd., Zhu Wei Diary (Hong Kong:
Plum Blossoms International, 2000), New Positions in the Brocade
Battle, no. 3, p. 79, Box No. 3, p. 274.

[4] Deng Chun, Hua ji, juan 10, in Huashi congshu edition, vol. 1, p. 347.
[5] Alfreda Murck, "Paintings of Stem Lettuce, Cabbage, and Weeds:
Allusions to Tu Fu's Garden”, Archives of Asian Art ( ERMEHMIHEER ) 48
(1995), 32-47. H3% : BER (UEE. AXRNFEAE—HBEXER
B CREAM) | 2005-12.

(6] (EBAKFILZSE) , Plum Blossoms Ltd., Zhu Wei Diary (Hong Kong:
Plum Blossoms International, 2000), p. 47.

[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 (Beijing: Cultural Relics, 2006), color plate 32.f

First published in ZHU WEI'S ALBUM OF INK PAINTINGS 1988-2008,
published by Plum Blossoms Intenmational Ltd., 2008
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URBAN HERMIT

By Geremie R. Barmé

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

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

The eremitic tradition of China makes much of flight from
raucous urban centers and the search for untrammelled
byways and remote keeps where the cultivated could
commune with the rivers and hills. Unfettered by worldly
cares other pursuits--poetry, calligraphy and painting--could
temper the artistic soul and refine the spirit.

The image is a pleasant fiction that was often belied in
practice, for many talented scholar-gentlemen found in
the 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 shiyin. [V

Zhu Wei is a Beijing urban hermit. He cultivates his lifestyle
as a city recluse while pursuing his art; he also finds
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
his place of reclusion, a permanent residence benzhai, a
space for repose as well as the flurry of activity that sees the
artist produce a constant flow of works that record both the
world in which he lives and limn a particular vision of a world

URBAN HERMIT

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. He
draws in both similar and different ways.

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 are
trenchantly traditional; he is backward and not sufficiently
fashionable, shimao. This last characterization is the 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.

In 1920s Shanghai, where it first appeared in the mainland
media, the very expression “cartoon,” manhua, was seen as
being a Chinese neologism. 4

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, stands in
the water all day long without moving, and waits for fish to
swim between its legs. The "Manhua”--a bird said to be akin
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to a wild duck-- on the other hand, fossicks around in the
water, sticking its beak indiscriminately into rotting rushes
and mud without a moment's respite. "Nature has endowed
them with such different characters,” the 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:

[ live on the bank of the Zhe River. During the
Fifth Month seasonal fruits come from the
mountains in a veritable flood. The most
exceptional are the plums of Xiang Lake, and

a basket can be had for a few cash. Their sweet
juice tingles the teeth, and on e cannot get enough
of them. In comparison, the locquats of Dongting
Lake are hardly worth relishing. The season has
now arrived and | find myself thinking of the
flavours of my old home. | casually paint man
hua some broken branches [of the plum] -- what
difference between this and "gazing at plums to
quench one's thirst"?

In the autumn of 1927, a group of eleven artists in Shanghai
formed the "Manhua Society.” They rejected the various
popular Westernized names available to describe their art,
and fixed instead on the widely-used Japanese term manga.
Huang Dunging, one of the founding members of the
association, claimed that by setting up their group this clutch
of cartoonist had “officially introduced the word manhua to
China, initiating thereby a process for the study of both the
theory and technique of this art form.”

Bi Keguan, an 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 an 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
art as the creator of "Zikai manhua.” Feng offered the
following interpretation of the expression, and it is one worth

considering as we contemplate Zhu Wei's work:

The impromptu painting is rich in the sentiment

of the brush and mood of ink bimo gingqu, 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 whim can justifiably be called
manhua.

And in his war-time study of the subject The Drawing of
manhua, published in 1943, Zikai provided a definition of
what he termed the “lyrical manhua.”

[Il]t is born of a sentiment that has its well-springs
in the artist's own nature, therefore it is quite
unlike satirical paintings which aim at social
criticism, or propaganda paintings which are done
with a desired effect in mind. Such 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 other function.

Superficially such paintings are prosaic and
shallow people may find them uninteresting. Only
those 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 uneasy
company with the makers of Political Pop, Cynical Realism
and Gaudy Art, stereotyping categories that define much
late-20th Century mainland commercial nonofficial painting.

October 1998

[1] See Craig Clunas, Fruitful Sites, Garden Culture in Ming Dynasty
China (Durham: Duke University Press, 1996), p. 146. The lines from a
poem by Wen Zhengming can also be found in Clunas, ibid.

(2] Op. cit., p. 93.

[3] Ibid.

[4] These remarks on manhua come from my study Art in Exile, a life of
Feng Zikai (1898-1975) (Berkeley: University of California Press, in press).
[5] Feng Zikai, "Wode manhua,” in Yang Mu, ed., Feng Zikai wenxuan IV
(Taibei: Hongfan shudian, 1982), p. 197.

[6] Feng Zikai, "Manhuade miaofa,” in his Feng Zikai wenji: yishu juan 4
[Hangzhou: Zhejiang wenyi/ Zhejiang jiaoyu chubanshe, 1990), pp. 274,
276-7 respectively.

URBAN HERMIT
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WHEN LITERATI TASTE TURNS INTO

CONTEMPORARY TEMPERAMENT

By Zhang Chaohui

In the first eight years of the 21 century, Chinese new art
had become ever international, widely accepted by world
audiences and art organizations in an unprecedented way.
This dramatic change mainly happened on oil painting,
photography, sculpture, performance art, installation and
video art, traditional Chinese art such as ink wash paintings
and calligraphy remain being largely neglected. Is such
traditional media inappropriate to be “contemporary?” Are
there any artists practicing contemporary art with traditional
materials and media? The answer is definitely yes. This
exhibition shows about ten ink wash painters working
on this innovative art practice. Their achievements made
breakthroughs on the skill and concept of traditional ink and
wash paintings, developed contemporary connotations while
maintaining Oriental aesthetics and enriched the variety of
Chinese contemporary art practice. Such contemporary art
exploration with Oriental cultural roots provides successful
example for today’s visual art development, and will probably
become another new art genre to be appreciated by
international art audiences and sterling art organizations.

1.

The title of the exhibition “Water/Color” has its multiple
implications. Firstly, water is representation of traditional
Chinese aesthetics, for example, in classic Chinese
literatures there are phrases like “the highest excellence is
like water” and “the wise enjoy the waters, the benevolent
enjoy the mountains,” which still have their own influences
in today. Water is flowing, adaptive and very containable, if
there is water there is life and vitality, and vice versa, with
out water there’s only desert and wasteland. In ancient
Chinese poems like “Shimmering water at its full, sunny
day best; blurred mountains in a haze—marvelous even in
rain. Compared West Lake to the beautiful woman Xi Zi: She
looks just as becoming lightly made up or richly adored,” the
personification of water is a particular instance of traditional
Oriental aesthetics on water. Secondly, for a piece of ink
wash the most essential part is actually the “wash,” while
ink is just used as a tool of color. Although there is so-called
“color variation for Chinese ink painting” which shows the
important role ink plays in a piece of ink wash, but it is only

used to help outline the water. In Western paintings the tool
of color is oils, but in Chinese painting is water and ink; the
hydrophilic rice-paper is also used to exemplify the subtle
beauty of water’s vestige. Therefore, for a piece of ink wash
the crucial part is actually the interpretation of the aesthetics
of water seeing from the view of media using. This also
explains why when evaluating a piece of ink wash, “brush” is
never the only standard. However, the relation of such “brush”
and Chinese painting is not observed in this exhibition. In
Chinese language, the word “Se” (literally means “color”) has
various meanings, in this exhibition it refers to “social reality”
and “landscape”, of course it also refers to “sex” and “pretty
girls,” therefore, the exhibition aims to observe social reality
with traditional Chinese “water” aesthetics, thus to explore
the possibility of creating contemporary visual art with such
traditional media and concept.

Water is intangible, colorless and tasteless, which perfectly
exemplify traditional aesthetics, just as they were depicted in
Chinese idioms like “great music has the faintest notes; the
great form is without shape.” Such sentimental aesthetics
on water can also be reflected in ink and wash paintings, no
matter what kind of media and skills or concepts it adopts.
Sensibility and intuition were attached with great importance
in traditional Chinese aesthetics, there are various rhetoric
techniques. Also there are many metaphors for water, for
example, “the friendship between men of virtue is light like
water” refers to pure friendship, “miss you all day and all
night” means deep love between a couple of lovers, and also
melancholy as “if you ask me how much my sorrow has
increased, just see the over-brimming river flowing east!”
Just as plum blossom, orchid, bamboo, chrysanthemum
and pine represents different virtues of people in Chinese
painting, water also has its own connotations, but is much
more various than those four. It is even upgraded into the
level of worldview, for instance, in Taoism’s five-element
theory, “water” is at the center of “gold,” “wood,” “water,”
“fire” and “earth.” In traditional Chinese visual art water
also played very crucial role, never ceased to be the main
subject by the literati painters for centuries. For paintings
depicting the natural world, it is called Landscape in the
West, but in China it is called “Shanshuihua,” which literally

means paintings of mountain and water. “Shanshuihua” has
been a mainstream in traditional Chinese painting, with wide
influences in neighboring countries like North Korea and
Japan. Such genre of painting was the highest achievement
in traditional Chinese ink and wash paintings, as it reflects
the humanistic interests of the literati. But over the past
century, such humanistic interests has been welcomed and
adopted in a much wider scale, but the “fun of ink and brush”
has never changed too much.

An important clue to observe international modern and
contemporary art is material and media, which are treated
as independent parts of a piece of art, but no longer simply a
tool to make art; therefore, the material itself has particular
contemporary art connotations when artists choose to use it
under certain culture context. The meanings of abstract and
concept art are directly related to artists’ understanding on
the material and media they adopted. In today's international
art stage, art works are not as narrative as they used to
be, instead, artists’ creativity plays more important roles.
However, among a number of distinguished Chinese artists
few have devoted themselves to exploring modern material
and media; on the contrary, they are more interested in art's
narrative and literary functions, making efforts on observing
Cultural Revolution symbols and other Chinese stories. For
this reason, Chinese contemporary art is quite exceptional at
social criticize, and artists are experienced in oil or ink and
wash painting skills, but there is obvious lack of profound
artistic exploration on the nation’s cultural tradition, let
alone artists’ sensitivity on modern industrial material and
media. Politics subject is certainly unavoidable in Chinese
contemporary art, since it's almost decisive power in all
social relations and every aspect of Chinese life. Due to fierce
competitions among different social classes and political
powers, the society is now as complicated as ever, and it is
understandable and acceptable that many Chinese artists
are interested in reflecting this complexity. But if there is only
such art genre in the whole Chinese visual art world, it is
undoubtedly disappointing and there’s no way for Chinese art
to go to international finally.

One of contemporary art's main principles is the
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diversification of form, without exception in China. Although
it is no easy for ink and wash painting to get rid of its
basic narrative function, there is still much room to make
experiments on new material and media. Here water, wash
and rice paper are still basic elements; brush and ink are
also kept, but the traditional aesthetical connotations are
being diluted; instead of the variety of traditional writing
tools, new materials like pencils, air brushes, oil sticks
and even food are employed. Meantime, acrylic and oils are
employed instead of ink to make colors. But as the most
important material of ink and wash painting, water is to
some extent both traditional and contemporary, and there is
no way to take place it with any other new material or skill.
Water is scarcely applied in other nations’ art creation as a
tool of painting. Therefore, from the viewpoint of material
practice in contemporary art, Chinese artists are making
huge contributions to the world contemporary art in terms of
employing water as a new material to create art.

But where the “contemporary” lies in such new art practice?
Water is surely a very important part of the material world,
but in modern/contemporary society, it is no longer only
pure natural water, but also refers to commercial products
including purified water, mineral spring water, distilled
water, sanitary water and industrial waste water. Today,
the quality of life is largely degraded by the ever severe
water pollution, and the lack of water causes wide anxiety
and conflicts all around the globe. Nowadays, water is not
something ideal from the nature that gives rise to human'’s
romantic feelings, but only some raw material for industrial
development and individual consumption. For young
artists fully trained with traditional ink and wash painting,
their attitudes toward water is complicated, on one hand
thoroughly get the connotations of water from traditional
Chinese aesthetics, on the other hand, they are now facing
various problems and contradictions caused by water. Some
of these artists are dissatisfied to be confined in the realm
of traditional ink and wash painting, and they are trying
best to adopt not only the skills but aesthetical spirit of
such ancient art genre, aiming to make their new ink wash
paintings more powerful and constructive. Freeing water
from its longtime, intrinsic relation with ink doesn't only
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help a lot in clearing the misted origin of ink wash painting,
but also directly relates the ancient art to contemporary
art in terms of concept on material using. Therefore, those
art works' “contemporary” connotation doesn’t necessarily
lies in traditional concept and aesthetics of ink and wash
paintings, on the contrary, it aims at revise and refine it. Here
contemporary ink and wash painting gains an independent
place in contemporary art world.

2.

In current Chinese ink and wash painting world, people
tend to pay much more attention to literati ink wash, which
traditionally “doesn’t pursue the similar appearance” and lay
stress on “brush and ink,” on the contrary, Chinese heavy
colored painting as another genre of ink wash is largely
neglected, despite it requires strict and complicated craft
processes and high skills, and has helped forms the basic
traditional Chinese art scene with magnificent palace heavy
colored painting and bright colored folk painting. Modern/
contemporary art historians and art critics generally prefer
to traditional literati's aesthetics to “craftsmanship”, for this
reason, there always lacks systematic study on the spiritual
heritage of heavy colored ink wash paintings. Despite that
a number of painters are working on this genre, few have
made wide acceptances except Li Shaowen and He Jiaying.
Good news is that in the recent decade, a number of young
painters trained with heavy colored paintings are emerging
in Chinese contemporary art world, such as Zhu Wei, Lu
Peng, Xu Xianglin, He Jian and Xu Hualin, and their new art
practice are being accepted by more audiences and critics in
the world. Each of them is endowed with their own aptitudes
in the new ink wash field.

After years of conflicts and struggles on traditional and
modern, the West and Orient, national and international, they
finally found the cultural dilemma as well as opportunities
they are facing. With study on both Chinese cultural tradition
and contemporary social reality, they finally found their own
art direction, and created new art scenes with heavy colored
ink painting language. Zhu Wei is the first artist adopting
such skill into Chinese contemporary art creation, and he's

also good at ink wash, print and sculpture. More than fifteen
years ago, when many Chinese artists worked on “political
pop” and “ironic realistic” oil paintings, Zhu had started to
explore contemporary Chinese political life with traditional
Chinese heavy colored ink wash. His works Utopian series
are representative works of this kind. As an artist born in
a military family in Beijing in 1960s, Zhu's works were his
personal reflections on human nature in a series of political
surges; such subjects differentiate his works from those
traditional heavy color ink wash, furthermore, the skills Zhu
employed, such as filling colors and drawing outlines, are
also innovative and “contemporary”. The dramatic contrast
between traditional art language and image on contemporary
political life makes his works as appealing as any other ink
wash paintings.

Lu Peng has been practiced for a long time on ink and
wash paintings, which had endowed him with mature
painting skills on both literati ink wash and heavy colored
paintings, and is able to connect and infuse between them
at his will. Lu's works successfully integrate both ancient
and contemporary Chinese cultures, and weave them
together with typical symbols and his representative clues
such as “revolution” and “lust.” His painting looks quiet
complicated, and the image seems is in total disorder, which
just reflects the essence of contemporary Chinese culture:
degradation and decadence, as well as Chinese people’
s spiritual dilemma nowadays. His images are filled with a
hue of fluidity and uncertainty, as if they can be stretched
and broadened at will, meantime they also send forth some
mysterious sense, which is exactly related to traditional
Chinese aesthetics and philosophy on water.

Xu Xianglin used to work on performance and concept art,
later he put his personal experiences on life and art onto
rice papers, which resulted in “Taihu Stone” and “False
Requirement.” These works explore relationships among
lust, power and money. A wide range of materials and skills
are employed in Xu's new works, including collage, sketch,
hard-tipped writing and line drawing, while the subjects are
mainly Xu's interpretations on the real life or his visualized
memories on the passing time, all of which are about the
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artist’'s emotions such as lost and melancholy. He Jian's
fascinated with ancient Chinese murals; the abstract but
accurate lines and mottled colors, even every single skill
in his art seems naturally belonged to that of traditional
ink and wash painting. But as for the subjects, he chose
contemporary daily living scenes, for instance, family, lovers
together and several friends gathering, or boating, as if
each of such vivid scenes is simply compressed away into
some planar time that that long been past. He's skill of he
adapted to draw lines are very crucial, they are thick, rich
and expressive. In his paintings such expressive lines and
those mottled colors together form a strong visual effect
that is far different from the slimness and subtlety of those
of traditional heavy colored ink painting. Contrary to He Jian,
Xu Huajuan’s silk works are mainly about young women
meticulously painted with delicate and elaborate skills, their
skins, faces, facial features and bodies, all are personalized
for Xu; they are so subtle that they look as if made of water.
Although delicate and exquisite like a dream, they are
actually reflections of the artist’s independent experience
and observation on life and time. In Xu's works, lines are
so soft that they are even hardly recognizable, because by
repeatedly painting water and color on silk, she completely
explores the ideal visual effect of her own style. There is
actually no much room for heavy colored ink painters to
create at their wills, because of the rigid skills and particular
materials the genre requires, but it is just this characteristics
that help make up the shortage of literati ink wash painting.
Artists trained with heavy colored painting can choose
those subjects they are interested, and create their own art
language and skills at last with substantive observations
and art practice. Their successfully experiments explain
that there are possibilities that such ancient art genre can
also be contemporary under today’s social reality. With its
precious aesthetics, ink and wash painting itself is a rich
deposit of art and culture in China history, together with
hundreds of years of development on skills and subjects,
some art masters’ explorations in the past whole century
offered great experiences for ancient ink and wash painting’
s contemporary practice under today’s circumstance. In
modern ink and wash painting world, many artists had made
immense contributions to the steady development of Chinese

painting and ink wash, leaving rich cultural legacies in
Chinese art history with their own effortless explorations. As
for contemporary ink and wash painting, Liu Qinghe, Li Jin,
Li Xiaoxuan's contemporary figure paintings not only inherit
the spirits of traditional figure paintings, but also thoroughly
reflect their subtle feelings and contemporary social reality.
The eldest painter at the exhibition is Li Huasheng. He used
to be one of the most distinguished painters worked on
literati ink and wash painting. Some twenty years ago, he
traveled to America, that journey affected his art and finally
changed his art direction. He realized that the traditional ink
and wash painting that he used to be proud of was actually
hardly to be related to the contemporary world reality, and
therefore, he started to work on contemporary ink and wash
paintings. In recent ten years, he has almost entirely gave
up ink and wash, only keeps his mastered kill of outlining,
image is also disappeared in his painting, with some net-
like or latticed lines are left; they look just like utter abstract
painting. Li's art practice is both international and Oriental,
and of course individual; they are completely separated from
traditional ink and wash concept. With his distinguished
ink and wash skills he successfully developed his new art
and finally became an important artist worth being widely
and thoroughly studied. In early 1990s, renowned American
scholar Jerome Silbergeld had written an article on him,
which was entitled Li, Contradictions: Artistic Life, The
Socialist State, And The Chinese Painter Li Huasheng. His
new art practice in recent ten years is even worth of another
new serious study.

Peng Wei was born in a family of ink and wash painters, and
she has her own comprehensions on the ancient art genre,
meanwhile, with particular experiences and reflections on
the commercialized contemporary social society, Peng's
also interested in contemporary art language. She works
on ink and wash painting, sculpture, colored drawing and
female fashion industry and explore her own independent
new art practice. Model series is her latest work reflecting
such effortless explorations. She used paper pulp to make
Western-style statue sized as real people, and painted
realistic-style butterfly, honeybee and flies on the sexual
parts such as their breasts, legs, butts and the backs. This
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innovative art experiment reflects the female’s consciousness
and their sensitive inner world, and by this way, different
irrelative elements including commercial culture, traditional
literati ink and wash painting, Western classic sculpture and
contemporary sex culture, are perfectly linked and infused
in her art. Peng was cultivated in traditional culture since
her childhood, her mastering on ink and wash paintings
skills is far exceptional than most of her contemporaries,
but she's never satisfied with this, and has been working
on find out other possibilities of material employment. She’
s working on depict social society and personal reflections
with both languages of contemporary art and traditional ink
and wash painting. Lei Ziren’s works are among the most
traditional and conservative among all the exhibits. Some
features of traditional literati ink and wash painting are
remained in his works, such as the drawing blank, poems,
steals and calligraphy marked on his paintings. Lei is a
typical contemporary literati painter, his work accurately
express his comprehensions on traditional literati painting,
and at the same time interpret his personal feelings on the
complicated contemporary life. Water is largely embodied
in his works, including the use of water-like slim lines, and
scenes on whiffing, or bathing he depicted. His works give
the audiences enjoyments on spirit of the literati in ancient
times, but also contemporary people’s feelings.

Wei Qingji's works are conceptual, on one hand it was a
result of his altering on traditional ink and wash skills, but
on the other hand it's due to his employment of minimalism
and cartoon elements in his works. The occasional symbols
appeared in his works are not narrative as they should be in
traditional ink and wash painting, on the contrary, they are all
meaningless, sometimes even humorous. He seldom uses
colors except for ink and water, which play two independent
roles in his works, the ink is often heavy, but water is light.
The heavy geometric ink makes his painting look serious
and rigid, and the use of water makes it lively and vital. Such
two different elements together add some visual effect as
elegant as musical to his paintings.

In the past two decades, Zhang Yu has been devoted himself
to experimental ink and wash painting, and he had organized

a number of exhibitions and publications on such genre.
He himself is an active painter, working on new literati ink
painting, experimental ink wash and multiple media. Zhang’
s works is saturated with rational concepts. The exhibition
displays his Finger Ink series. “Finger Ink” used to be a
branch of ancient ink and wash painting, which required
artists to paint with fingers instead of ink brush. Despite
that the requirement on skills is much higher than other
ink wash painting styles, the artistic quality is not as directly
related. However, Zhang's finger ink and wash is much
more simplified and conceptualized compared with that of
the ancient time. He left his finger prints on the paintings,
over and over again, the fingerprints were superposed one
by one, finally make his work a simple image without any
understandable connotation.

Hu Youben is a productive artist, he tried various ways to
deconstruct the scheme in traditional ink and wash painting,
some of these methods are very extreme and innovative,
such as making sculptures with rice paper that had been
rolled and rubbed, and paint traditional landscape painting
on handmade undulant cardboard. He still uses rice paper,
ink, color and water, but intently deconstructed the original
material and reintegrated them. Such method has its own
metaphors in contemporary China. For art critics, it is no
easy to review his works from any traditional views. For
traditional ink and wash painting, Hu's both a destroyer and
a brave challenger.

Li Tingting is a young artist. She uses ink to reflect intimate
things in people’s daily life, such as shirts, shoes, skirts
and food. These things seem both elegant and dignified
in her paintings because of the particular material she
introduced from ink and wash painting. Her fully expression
on design products shows her interests in the aesthetics
of the design industry, which was related with traditional
Chinese aesthetics on water, thus to build a unique style in
contemporary Chinese art world. It is very great for her to
find her own way between fashion design and ink and wash,
which opened a prospect window for her in contemporary
art creation scene. For her, there is a long way to go in the
future.
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Some young artists don't satisfied with traditional rice paper
and writing brush, but aim at integrating the language of
ink and wash painting with performance art, installation,
picture, sculpture, video and computer editing. Xu Bing, Gu
Wenda, Wang Tiande, Zhang Jianjun and Dai Guangyu are
among the representative artists who have made fruitful
explorations along this way. Also displayed at the exhibition
are installations by Li Geye and photographic works by Lu
Jun, aside from Peng Wei's ink and wash installations. With
her own ink wash skills Li Geye depicts men or women
swimming in rains. She gradually develops the subject into
installation and video works, or some combo of painting
and video, and delivers some fresh new visual effect with
techniques on contemporary image. She is trying to find out
her own way of art by updating and refining traditional art
skills, through which some new aesthetics is formed.

As a photographer, Lu Jun is also very interested in
traditional ink and wash painting, but he isn't satisfied with
its old scheme that has remained for centuries. During his
art practice, Lu found it is very interesting when ink is being
dissolved in water, the process is so slow that it looks in the
water like some illusory image, but is always in deforming,
until it was utterly disappeared at last. He found it very
fabulous, and with computer process he edited these photos
taken on the process of being dissolved in water, which was
resulted in a very beautiful landscape painting. But such
painting is completely different from traditional ink and
wash, on the contrary, what it shows a metal-like dreamy
digitalized world.

With more than four thousand years of history, Chinese
calligraphy is another deposit of art in China; the various
styles and numerous famous ancient calligraphic works are
undoubtedly very important cultural legacies. In the past
over three decades, a lot of calligraphers had tried to make
calligraphy modern or contemporary based on traditional art
skills and aesthetics. They are called “modern calligraphers”
including Wang Xuezhong, Wang Naizhuang, Gu Gan, Wei
Baorong, Wei Ligang and Zhang Dawo, and what they are
doing is trying to introduce Western abstract methodology
into traditional Chinese calligraphy, to create Chinese

contemporary abstract art.

Wei Ligang is undoubtedly a mainstream among them. His art
practice went through three phrases: traditional calligraphy,
modern calligraphy and contemporary calligraphy. And he
has deep comprehension on traditional Chinese calligraphy,
trying to carving an Oriental abstract art way based on
Chinese calligraphy history. Since studied in America in
2005, he even got much personalized understanding on the
relations between Western contemporary art and Chinese
contemporary art, and accordingly, the style of his works
also changed a lot. The aesthetics of Chinese calligraphy
and Western abstract art are integrated into his works, with
the outcomes ink and wash painting and calligraphic works
with contemporary features. Wei's works completely get rid
of the “Chinese characters” which is crucial for traditional
calligraphy, but instead, he attaches great importance to
the expressive lines and brushes. His works is one of the
representative achievements Chinese modern calligraphy
contributed to the world art since 1980s.

Artists at the exhibition enjoy a same trait, which is, they all
selectively adopt Western art concept but not the scheme,
at the same time they also devoted themselves to traditional
Chinese art language and aesthetics and had their profound
perceptions on the spirit of traditional Chinese art, finally
found out their own special, innovative way in their new
art practice. To some extent, their art experiments are
contemporary and not difficult to be understood and
accepted by international audiences. Meanwhile, they are
all sensitive to contemporary social reality, which is very
important.

In recent years, ink and wash painting is often being
associated with city life, it is definitely a creative way to
promote and develop the ancient art in contemporary times.
Indeed, connecting the urbanization boom with ink and
wash paintings, it seems to be a good effort to explore new
possibilities for the ancient art in modern time. For today’
s Chinese art creation, urbanization is undoubtedly the
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reality; for Western modern art, it's even spiritual home. But
new ink and wash painting that depict city life is still based
on traditional realistic standpoint, and the reflection of city
people are still expressionist and symbolistic as they used
to be in ancient times, which surely contribute to the ancient
art’s transition into modern ink painting, but would not be
helpful in terms of ink and wash painting being appreciated
and accepted by international contemporary art world. At
early of last century, artists studied Western art abroad
fell in two different catalogues, with Xu Beihong and Lin
Fengmian as representatives. Xu employed Western classic
realistic skills in his Chinese paintings, which at last became
the mainstream of today’s “Chinese painting,” because his
skill was closely associated with “political requirements;” Lin
infused traditional Chinese painting with fauvism, cubism
and expressionism, helped to modify such ancient Chinese
art with the newest Western art genres.

Lin's practice was pure artistic exploration and more tolerate
than Xu, his student Wu Guanzhong further developed his
experimentation and at last became the most exceptional
artist of his time. Lin's exploration was far ahead of his time,
and his art was a “tower of ivory” that had not been widely
accepted, one reason was the political dilemma he faced,
and another reason was that during his time, modern city
was just on the beginning in China. But today, if city life is
merely treated as the background or subject by ink and wash
painters, they still deviated from Lin’s way of art. Depicting
city life with ink and wash skills, it's apparently a great effort
advancing with the times. For these painters it is easily to
learn to the scheme of Western modernism only, but never
comprehend and express real contemporary culture, it
seems still Xu's art practice.

The appreciation of Chinese contemporary art has been
dominated by Western art world (we should admit that
for a long time, things will still keep like this).They tend to
neglect Chinese visual art tradition that they are not familiar
with, but hold much interest in Chinese story, symbols and
memories on collective experiences, which directly caused
negative effects on Chinese contemporary art, particularly in
terms of the market bubble. Lack of art works with Chinese

cultural connotations has been a problem in contemporary
art for a long time. Nowadays, with more and more works
further absorbing Chinese culture and its contemporary
reality, Chinese contemporary art works are receiving ever
wider appreciations in international scale.

When | learned fine art in my childhood, | was particularly
fond of ink and wash painting (I had had the chance to learn
from traditional art masters like Qi Gong and Zhao Puchul),
which was partly due to there was no opportunity to learn
Western art. Although at last | started to learn to Western art
like most other of my fellows, the training of ink and wash
paintings had already largely affected my own aesthetics. In
1996, I was an intern in Asian Society when | studied in New
York, | participated in the exhibition “Inside/Out: New Chinese
Art” in which Gao Minglu was a guest curator. Gao was
willing to include several avant-garde ink and wash artists
like Wang Tiande, Zhang Yu, Yan Binghui, but the foreign
joint curator wasn't feel for sure about Chinese modern ink
and wash painting. When she asked my opinion | told her
that although ink and wash was a traditional Chinese art,
there was possibility for it to be included in contemporary art
field. She agreed with me, but in that time such art practice
was not as enough as today. But at last their works were
exhibited, including “Ink Wash Menu"” by Wang Tiande, “Halo”
by Zhang Yu. There are more and more artists working on
ink and wash since | was back to China ten years ago. This
exhibition is a result of the curator’s longtime tracing and
observation on these participated artists.

After substantive reflections on Cultural Revolution,
Socialism and the social reality, another contemporary
art genre with traditional Chinese culture is now gradually
emerging, which explain that Chinese contemporary art is
entering a new phase. In recent one or two years, a variety
of contemporary ink wash exhibitions have been held
in China, but due to the lack of unanimous standard on
aesthetics, these exhibitions are generally similar to each
other, some of them are even small-sized art expositions.
Without academic research and case study, the good and
bad are intermingled at these exhibitions. With this exhibition
we are trying to observe some valuable contemporary ink

painting experiments from two aspects: the communicability
of contemporary art and mode of thinking of traditional ink
and wash painting, as well as innovation on art expressions.
From traditional ink and wash to contemporary visual art, it
is no such dramatic change, but just the beginning of a long
journey. There is no end at this journey, nor some shortcut
way to success, fixed though and method are in no need. Just
as the Yangtze River flowed into East Sea and Pacific Ocean,
ink and wash painting will be no longer what it used to be as
it entered the scale of contemporary art. It would probably be
a fresh contemporary art exploration, which requires us to
view it from a much wider angle.

2009

This article was originally published in catalogue Chinese
Contemporary Ink and Wash Exhibition: Water/Color, Today
Art Museum, 2009, p.1

WHEN LITERATI TASTE TURNS - INTO CONTEMPORARY TEMPERAMENT
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ECCENTRIC NOTES OF DISSENT:
THE ART OF ZHU WEI

By XENIA TETMAJER VON PRZERWA

Most artists in China's so-called avant-garde circle adopt
Western media as a form of expression. Zhu Wei does not.
Rather, he sees himself as the single artist who pushes the
age-old Chinese painting tradition, both in content and style,
into the contemporary.

Zhu Wei's images are a mosaic of commentaries based on
social and political issues that the artist observes in his daily
surroundings. They portray Zhu Wei coming to terms with
himself in China's contemporary urban society in general,
and the politically laden capital, Beijing, in particular. His
images are neither objective nor distanced. The viewer
sees the world through Zhu Wei's eyes and thus follows the
fantastic roving of his mind where time, place, and space
coalesce.

It is Zhu Wel's incisive observations and laconic humour
that make his artwork so persuasive. The direct, intense,
and sometimes even overbearing visual presence of his
compositions, as well as their painterly diction, are rooted
in China's propaganda art. However, the technically refined
and meticulous brushwork reflects his scrupulous training
in traditional Chinese painting techniques.

Zhu Wei was born on the eve of the Cultural Revolution in
1966, the son of medical doctors working in the People's
liberation Army (PLA). Historical circumstance would make
him come of age in a world where individuality was frowned
upon and deemed irrelevant. Hong Ying vividly describes this
emotional landscape in her novel Summer of Betrayal:

-+ under the brilliant glare of the shining Red

Sun we grew up pale and thin, hiding in dark, gray
corners. Our youth was spent in the emptiness
attendant upon a loss of faith, in ferocious attention
in all kinds of hope, but when we wanted to cash

in on them we discovered that the world is not
built on hope alone. So the first half of our lives
has been a series of contradictions. If there's going
to be a second half, it can only mean drifting along
from day to day resigned to circumstances,
competing to be good at feigning ignorance "

Yet, Zhu Wei has no intention of feigning ignorance or
of succumbing to the various traumas that mark his
generation. Despite the turbulent circumstances of his
youth, he has developed a distinct -- though often torn --
sense of self. Seeing himself as a chronicler of an era, Zhu
Wei stresses: "Unlike other contemporary artists, there is no
direct political intention in my art."@ Yet looking at his oeuvre,
it is clear that Zhu Wei is deeply critical of China’'s social
and political situation and that his works aim to confront, to
startle, and to indict.

Zhu Wei's intense need to seek and reveal the truth behind
the facades of everyday life underlies his artistic creations.
More often than not, he displays his findings with a prickly
dry humor to emphasize the absurdities he finds. Even in
real life interactions, Zhu Wei frequently reveals a similar
playfulness and disjointedness. For example, he told a
reporter interviewing him on a series of paintings with
obvious humouristic undertones that he is not a funny person
at all and actually often felt gloomy. When the reporter,
taking him seriously, probed further, Zhu Wei replied that the
only thing that can make him happy is “drinking beer."®

A perfectionist to the core, Zhu Wei appreciates the
meticulous labour that goes into the creation of his works.
He uses a xuan paper (a special type of paper used in
traditional Chinese painting), produced exclusively according
to his detailed specifications, and carefully textures the
background of each work. Depending on the size of the
painting, Zhu Wei applies the first layer of colour either on
the incised stone plates in his yard or on the finer rack inside
the studio. After drying, the paper is treated once more on a
more detailed surface, such as a sisal carpet. The often quite
dominant background textures in his works are thus adjusted
to the mood he aims to transmit. Depending on the scale -
some of Zhu Wei's works are up to three meters in height
and two meters in width - the paintings are grafted together
from several sheets of paper. When working on large
compositions, Zhu Wei uses a small prototype of the image
so that the shades and colour gradations of each section fit
in with the overall composition and reveal a cohesive whole.
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Zhu Wei's hand, his application of Chinese ink and pigments,
is unmistakable. During his education at the Art College of
the People’s Liberation Army, he mastered the fine brush
technique. According to his teacher, Liu Tiancheng, Zhu Wei
assiduously trained himself in the styles of the famous Tang
and Song dynasty masters, as well as the figure painting
style of the Five Dynasties. He researched early Buddhist and
Daoist mural art and studied the pictorial representations on
Han dynasty pricks. Internalizing these traditional techniques
as well as the language of propaganda art, for which he was
trained, Zhu Wei developed his particular visual vocabulary.

Zhu Wei vehemently detests any kind of categorization
of himself or his art along the assigned lineages of
contemporary Chinese art production, such as Political Pop
or Cynical Realism. He keeps to himself, both personally
and professionally. Similarly, Zhu Wei has seldom shown
his works alongside his peers and does not spend evenings
together with them discussing the underpinning of their
approaches. Zhu Wei wants us to experience the multi-layered
aspects of his works and to see his as an independent voice.
Although using some of its visual tools, he clearly counters
the homogenous nature of propaganda art.

Zhu Wei works in series. As a result, and despite his
reluctance lo allow classification, the artist's impressively
large oeuvre - close to one thousand recorded pieces -
already includes mine pre-existing caesuras. Furthermore,
a number of thematic continuities can also be identified.
Apart from issues relating to the artist’s psychology, they
include his observations on the political and social fabric of
contemporary society. The following selection consists of
ten works that Zhu Wei completed between 1994 and 2002.
Belonging to several different series, they are analyzed
according to two thematic topics.

TOTALITARIAN NOSTALGIA: THE STRIKINGLY BIZARRE

One of the most conspicuous aspects often found in
mainland Chinese contemporary art production of the 1980s
and 1990s is its propagandistic aura. Although meant in the
vein of dissent they all share a common root in the visual

diction of Chinese propaganda art of earlier decades. As
Geremie Barmé describes in his book on contemporary
Chinese culture /In the Red®, dissident groups in mainland
China "use the language of their enemies when writing their
denunciations and attacking their foes at various forums."”®
Zhu Wei was trained to produce propaganda images for the
Chinese Communist Party (CCP) during his education and is
thus well versed in its rhetoric or, as Mikhail Epstein, calls
it, "ideologemes." The artist's visual vocabulary follows
the same path, although with different intentions from his
contemporaries and often with more subtlety. Compared
to Wang Guangyi's Big Criticism series, for example, the
.critical articulations of Zhu Wei's works are decidedly more
refined both visually and intellectually. Where the artist mixes
in a pinch of his laconic humour, the viewer is faced with the
strikingly bizarre scenes to which Zhu Wei bears witness.

The ideologemes created by the CCP are grafted together
from various visual, literary, social and political sources,
including traditional symbols that are deeply engrained
in Chinese public memory. The evocation of famous
masterpieces of the Chinese art historical canon and their
subsequent subversion thus neatly fits into the dissident
discourse of China's so called avant-garde art world.” Zhu
Wei uses this tactic - down to the application of seals to
imitate the traditional practice of identifying authorship and
ownership - to lay bare the disconcerting daily realties he
encounters. Comrades (1995) and Pictures of the Strikingly
Bizarre: Driving after Drinking (1994) are some obvious
examples.

The compositional structure as well as the formation and
stature of the main figure in Comrades is visibly based on
the third section of the Tang dynasty (618-907 AD) painting
Ladies Preparing Newly Woven Silk (eighth century).
Instead of treating a roll of silk, Zhu Wei's central figure--
whose physiognomy bales an uncanny resemblance to Mao
Zedong's effeminate features--is in the process of dying red
what used to be the British flag and thus patiently brings to
life the likeness of the Communist Party flag. The allusion to
Hong Kong's return to the Motherland is emphasized by the
depiction of bauhinias, the Special Administrative Region's
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national flower, and the People’s Liberation Army soldiers in
the background.!®

The "mood of languor and melancholy typically associated
with court ladies"® that is evident in the Tang dynasty
painting is coarsely interrupted by Zhu Wei's cartouches in
this work. They cite, as the art critic Jia Fangzhou notes,!? a
popular underground poem from the revolutionary period in
Russia:

Comrades, Comrades, you are high up and dry,
what are you dragging me into the mud for?
Moreover you spit at me. But, comrades, despite
being covered with mud and saliva | will still firmly
stand amidst your ranks. 'V

Contrary to the visual allusions, there is nothing docile or
relined about the text that accompanies this painting. Rather,
Zhu Wei voices China's resolution to walk as equals amongst
the ranks of world leaders.? On a deeper level, however,
Zhu Wei also addresses the price China's people had to pay
for Mao's visions. The Chinese characters for "...you are high
up and dry..." [gao yu gan] in the first stanza are uncannily
close to those for ‘high ranking official’ [gao (ji) gan (bull. The
artists thus suggests, visually supported by the red drops
of dye, that those high up rely on the blood of the people to
accomplish their plans.

In Pictures of the Strikingly Bizarre: Serving the People,!™
the compositional arrangement of Mao Zedong in a sedan
chair surrounded by his entourage is manifestly based on
the corresponding section of another Tang dynasty painting,
entitled The Imperial Sedan chair. The Tang work depict
Emperor Taizong greeting the Tibetan minister, who came
to welcome Princess Wecheng (Taizong's daughter) as the
bride-to-be of the Tibetan King."¥ The aura in this work is
one of solemnity, poise, and authority.

In Zhu Wei's painting, however, Chairman Mao is stripped
of Taizong’s implied political superiority and dignity. The
disproportionate representation of his body parts, the
hot liquid he is being brought in a red cup inscribed with

“Café,” and the grimacing expressions of his followers all
work together in deriding the strikingly comical veneration.
Visually, Zhu Wei also plays a pun on the Chinese expression
"blow the trumpet and carry someone in a sedan chair (chui
laba, tai jiaozi), meaning to flatter rich and influential people.
The irony is pushed further by the evocation of Mao Zedong’
s famous phrase “Serving the People”. The reality is that Mao
was undoubtedly separated from the workers and peasants
he clamed to serve. Rather, he was revered and waited on
like a Chinese emperor by the cadres and the military, which
profited from his power.

Zhu Wei is both cynical and disquieted with regard to the
nostalgic revivalism of the Mao cult. In China Diary, No.7
(1995] the viewer is taken into a traditional study room with
young boys. A child-like figure bearing a clear resemblance
to Mao Zedong and another, in an army uniform, are
coaching some youths. The absence of the teacher allows
them to fill the heads of the students with “dangerous
ideas.” What they are reading is a copy of The Strange
Phenomena Witnessed within Twenty Years,'™ a book that
was traditionally blacklisted for youths as it was thought to
instill negative tendencies in them. Another boy, probably
in reference to the European origin of Marxist thought, is
reading a text in Western alphabet.

The huge television in the background with the Great
Helmsman - sporting a Red Guard armband - waving to
the masses seems to function as an example of what fatal
cataclysms Mao Zedong's indoctrination sessions brought
about. Alluding to his own experience of daily Mao Zedong
Thought study, Zhu Wei puts himself into the painting. Little
Zhu sits in the lower right corner but isn't listening. Wearing
headphones, he looks up sheepishly from flipping through a
copy of his own first catalogue as an artist - identified by the
title The Story of Beijing and the insignia of Zhu Wei’s sole
agent, Plum Blossoms Gallery.

Zhu Wei also addresses the immense commercial value of
the Mao cult by identifying the footage as a Channel V music
video and by placing the television on a table—next to a
bottle of Head and Shoulders shampoo—where one would
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traditionally expect to see scholar objects. The dream-lick
time fractures in the image seem to underline the Mao Cult’s
severe decontextualization of one of the darkest chapters in
the history of the People’s Republic of China (PRC]).

In another painting, Zhu Wei commemorates—not without
a pinch of dry humour—the still visibly decreasing influence
of Mao Zedong's ideology on contemporary Chinese life.
In China Diary, No.4 (1995) the viewer sees Mao playing
a flute—a pun on the expression “drum-blow” (gu chui)
meaning to advocate (revolution) or preach. Zhu Wei depicts
Mao in a stage-like setting, but the theatre is closed, as the
municipal seal on the door announces. Red flags, paper
flowers, and the Gate of Heavenly Peace in the background
evoke the ambiance of extravagant Cultural Revolution
parades. Zhu Wei's cartouches read:

Saxophone entered China. But actually ‘Bailemen’ 1¢)
and ‘Angle’ mounted the stage first. Everyone
knows them.

In the short 20s and 30s it already existed in the
Western influenced metropolis. 17

After 1949, it slowly disappeared and during the
Cultural Revolution it was made to disappear even
more. As a representative of rotten art, it suffered
doubly. The 60s are gone. In 1994 Beijing held the
first international jazz festival.('®

The Painting suggests that all of Mao's propaganda tunes
cannot stop the appreciation for Western music that had
started in China in the early twentieth century. Now the
Chairman sits on his stage but there is no one there to
listen to him. If the viewer were not to read the cartouches,
however, s/he could not have guessed that Zhu Wei is
commenting on China’s first international jazz festival. He
uses the visual vocabulary and iconography of the Cultural
Revolution era to record a decidedly different event.

This dialectic relationship between Mao Zedong's era and
the contemporary shapes many of Zhu Wei's works. The
interlacing of text and image in these works is rooted
in propaganda art’s didactic architecture. Yet, Zhu Wei

undermine the government discourse, lays it bare and
ridicules it. These works thus effuse an “ironic nostalgia” that
Geremie Barmé situates in the realm of totalitarian nostalgia
where the refurbished past is used to begin a new history.(1%

OPIATE FOR THE PEOPLE

The rapid changes that Deng Xiaoping’'s Open Door policy
brought about are another important topic in Zhu Wei's
art. He poignantly depicts the people’s blinded transfixion
by commercial prosperity?” and unveils the current
government’s cunning appropriation of Mao’s propaganda
machinery. Working at full speed, it now dispenses to the
people a new kind of opiate: material wealth.

In Box, No.3 (1995) Zhu Wei addresses China’s westernizing
transformations. He depicts a traditionally dressed
intellectual sitting at a bar and drinking Becks beer. He looks
up at a parasol that is inscribed with the words “Raffles
Hotel."2 The West and its colonializing shadow appear to
loom over the figure as he - critically eyed by a woman -
seemingly proclaims:

Hey, | think the following. That flag wraps a box.
What actually is in the box, no one has ever seen.
Going back, that broken box is thrown away and
that ragged flag is ripped apart.

Tell the victor that he made a mistake. The world
already started to change long before.??

In these thoughts, Zhu Wei expresses his opposition
to the deprecation of all things Western as well as the
indiscriminate condemnation of all things traditional during
Mao Zedong's era. By including the banner of a pharmacy
that claims to join Western and Chinese medicine and to
be thus able to “heal the wounded and rescue the dying,”
Zhu Wei also voices his distrust for the current status quo.
The banner seems to allude to the Chinese saying: "What
kind of medicine is sold from the calabash?"®) Zhu Wei
thus questions the effect this miracle cure (i.e. westernized
modernization) will actually have on Chinese society.
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In Supreme Treatise on Moral Retribution, No.18 (2000)
Zhu Wei provides the viewer with an answer to the above
question: it works like a drug. Zhu Wei most strongly
expresses this physiological condition in the eyes of his
figures. In their function as windows onto the soul, the
eyes—either closed or open—take on the central role of
transmitting emotion in Zhu Wei’s works and in this thematic
context they are particularly dominant. The female figure
seems to be in the process of swearing an allegiance, her
eyes conveying reverence and submission. Similarly, the eyes
of the two men in the background effuse transfixion mixed
with a hint fascination and disbelief.

In the Chinese title of this painting, Zhu Wei alludes to Daoist
beliefs of immortality. In Daoist lore a person that meets
the celestial Laozi, the enigmatic father of Daocism, may be
given a capsule imparting him/her with immortality. It is here
that Zhu Wei draws the parallel with China’s contemporary
situation. For the CCP Laozi's capsule of immortality came in
the form of economic modernization, giving the government
a new lease on life. Moreover, as the figure's expressions
suggests, the populace’s striving for the material wealth
propels an obsession similar to the desperate search for
immortality potions by some Daoist adepts.

Zhu Wei pushes the concept of trance-like following to the
point of fanaticism in some other works. In Sunflowers,
No.30 (2000), the viewer re-encounters the two men from
the painting discussed above who are joined by an almost
identical third figure. The window, though which the scene is
observed, probably refers to Zhu Wei's studio—the turquoise
star depicted on the left wall is identical to his own bronze
sculpture China Diary Star (1999). The viewer thus shares
the artist's perspective both visually and psychologically. As
the title implies, the figures pass by in a seemly hypnotic
state, transfixed by the object of their avidity. In Utopia, No.32
(2002) the artist portrays two bald-headed men that seem
to absurdly cheer on an event beyond the picture plane. Like
the figures in the painting above, their state is one of puppets
in a carefully orchestrated spectacle. Hence. Both works
exude a chilling atmosphere of absurdity and docility.

Interestingly, it seems that in Zhu Wei's world, the people’
s attitude changes little when the bubble of economic
prosperity bursts. His Festival (1998] series focuses on
the mass lay-offs of employees from China’s state-owned
enterprises starting in 1998.124 |t is the pallid faces of
these people that the viewer sees in Festival, No.21 (1998).
Although in dire straits, the eyes of the two men effuse the
same hypnotic quality as the figures in the works discussed
above. The arid landscape and the industrial area in the
background, as well as the men’s apparent passiveness,
strongly evoke the desolate state with which they are faced.
Watching the government sponsored firework display in
celebration of the Chinese New Year, ) their expression
do not reflect the joyousness typically associated with the
most important festival of the Chinese lunar calendar. But
they also show no sign of rebellion. Deprived of any social
insurance system and forced into poverty, they still stand
there as onlookers—inert and anesthetized.

What makes them such docile creatures, Zhu Wei seems
to imply, is the government’s aforementioned propaganda
machinery. Despite the superficially increasing freedoms,
this behemoth from the Mao era still works today as an
alarmingly effective mind-control apparatus. It entertains
the masses and promises everyone a better future. The
privations of today, it pledges, will be the prosperity of
tomorrow. By adding a dash of national pride to the
mélange—as Zhu Wei also seems to suggest in his Utopia
(2002) series—it has found a new and highly effective opiate
for its people.

As can be seen from these works, Zhu Wei’'s art is
inextricably bound to China’s present condition—from
historical catharsis to social transmutation. The disjunctures
that mark contemporary Chinese life are evidenced by the
effortless coexistence of different times and events within
the same painting. Zhu Wei's keen observations allow him
to successfully indict, unmask, and thus rebel against this
status quo.

Yet, Zhu Wei has a deep-seated love and reverence for
his country and culture. The lyrics for “This Space”?” by
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the famous Chinese rock-star Cui Jian,® which Zhu Wei
inscribed on Sweet Life, No.38 (1999), reflects the artist's
torn, yet emotional relationship with contemporary China.
They read:

| can't open the sky and | can't penetrate the earth.
Anyhow, freedom is not a temporary prison.

You can't leave me and | can't leave you.

No one knows if in fact it's love or dependence.

Money is just money and profit is just profit.
But you and | are not slaves.

You can only serve me and | can only serve you.
Just like pairs of small shrimps.

There is nothing fresh and new in this space

Just like there is no secret in our love.

I looked at you before but could not see into the depths.
Who would have known that only after

many encounters [I] understand that it's a
borderless void.

Just like in this space.

All that I've thought I've not said and all that
I've said I've not done.

What makes me happy is playing the guitar and
singing a song for you.

Don't intermittently cry and laugh.

You've already know what kind of a thing | am
for a long time.

Heaven is a pot and the surrounding is a desert.
You are a dried-up well but the deeper the more
beautiful.

The fire in this breast, the sweat on this body
That is the real sun, the real spring.

There is nothing fresh and new in this space
Just like there is no secret in our love.

| looked at you before but could not see into the
depths.

Who knows that one can only understand after

looking in and out that it’s a borderless void.
Just like in this space. 2%

Set against the three factions that most strongly shape
China’s reality: government, army, and the business world—
personified by the gluttonous,3 businessmen in the
background—Cui Jian’s lyrics reflects Zhu Wei's independent
spirit and underlines the contradictory structures that mark
contemporary Chinese society. Whilst tracing society’s ugly
face, Zhu Wei is able to pierce through its multi-faceted
layering and see the beauty that lies beneath. It's the source
from which he derives his inspiration and it's the soil that
nurtures his dissent. In the same vein, he takes on the
traditional Chinese painting medium only to transform it so
that it may express his acute contemporary vision.

NOTES:

(1) Hong Ying, Summer of Betrayal (New York: Grove Press, 1997), 132.
[2) Interview with Carma Hinton, 1997. See digital disk Zhu Wei Diary
[Hong Kong: Plum Blossoms (International] Ltd., 2000).

(3) Sherman Chau, “Reality Checked,” in iConnect (November 3, 2000).
(4) The cover of the book is in fact a portrait of Deng Xiaoping by Zhu Wei
entitled China China (1997).

(5) Geremie Barmé, In the Red (New York: Columbia University Press,
1999), 333.

(6] Ibid., 326-327.

[7) Examples are Wang Qingsong's Night Revels of Lao Li (2000) and
Hong Lei's Imitating Zhao Mengfu’s Autumn Colors on the Que and Hua
Mountains (2003).

(8) The preparations for the repatriation of the then British colony,
which included the creation of a PLA unit that was dispatched for special
training in a Guangdong garrison in 1995, was a central political topic
after the turbulent waves created by the Tiananmen incident turned into
occasional ripples. At exactly midnight on the eve of the handover of
Hong Kong, these PLA soldiers crossed the border in the New Territories
in a symbolic act of military conquest.

(9) Xin Yang et al., Three Thousand Years of Chinese Painting (New
Heaven: Yale University and Foreign Language Press, 1997), 78.
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(10) Fangzhou Jia, “Zhu Wei and His Determination,” in Zhu Wei Diary
[Hong Kong: Plum Blossoms (International) Ltd., 2000), 281.

(11) Translation by the author.

(12) This aspiration was most famously encapsulated in Mao Zedong'
s ringing 1957 proclamation that China will be equal surpass Britain in
industrial productivity within fifteen years. See Immanuel Hsl, The Rise
of Modern China (New York: Oxford University Press, 1990), 655.

(13) Records of the Strange, Second Volume is a Ming dynasty collection
of short stories. Zhu Wei presents this series as a new edition of that
book. Compilations of stories describing strange events have a long
history in China. Liaozhai’s Records of the Strange by Pu Songling (1640-
1715 AD) is one such example. In the same vein as Pu, Zhu Wei here
presents himself to us as a historian of the strange. See Judith Zeitlin,
Historian of the Strange (Stanford: Stanford University Press, 1993).

(14) Xin Yang et al., Three Thousand Years of Chinese Painting (New
Heaven: Yale University and Foreign Language Press, 1997), 61.

(15) The Strange Phenomena Witnessed within Twenty Years is a story
book in Qing Dynasty.

(16) This word refers to the name of a dancehall in Shanghai that opened
in 1932.

(17) This usually refers to pre-liberation Shanghai.

(18] Translation by the author.

(19) Geremie Barmé, In the Red (New York: Columbia University Press,
1999, 344.

(20) Similar concerns can also be seen in a number of works by China’s
youngest generation of contemporary artists.

(21) The Raffles Hotel in Singapore is famed for its “Long Bar.” A
connection can also be drawn to Sir Thomas Stamford Raffles (1781-
1826), who was an agent and colonial administrator of the British East
India Company. In 1824 he purchased Singapore Island for the British
Empire.

[22) Translation by the author.

(23) A bottle gourd is a medicine repository for traveling monks. Their
medicine is said to alleviate any illness and sometimes even impart
immortality.

(24) Within four years, a total of more than twenty-six million Chinese
lost their jobs—out of which ten million remained unemployment by
2002. Already poor areas, such as China's northeastern “rustbelt,” were
hit particularly hard. See People’s Daily website:
http://english.peopledaily.com.cn/200210/27/eng20021027_105729.
shtml.

(25) Not shown in this work but in others that are part of this series.

[26) Most directly apparent since the victorious bid for the 2008 Olympics
in 2001.

(27) From Cui Jian's 1991 album Resolve.

[28) Cui Jian is one of Zhu Wei's closest friends. In the early 1990s he

created the stage backdrop that Cui Jian still uses for his performances.
[29) Translation by the author.
(30) Holding one’s chopsticks close to the tip is a sign of greed.

The original essay published in
YISHU: Journal of Contemporary Chinese Art, September 2004 | Fall Issue
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The history of Chinese art is more consistent, and even more
persistent, than the art of Egypt. It is, however, something
more than national. It begins about the thirtieth century B.C.
and continues, with periods of darkness and uncertainty,
right down to the present century. No other country in the
world can display such a wealth of artistic activity, and no
other country, all things considered, has anything to equal
the highest attainments of this art. It is an art which has its
limitations; for reasons which we will presently consider, it
has never cultivated the grandiose, and has therefore never
had an architecture to compare with Greek or Gothic. But in
all other arts, including painting and sculpture, it achieved,
not once but repeatedly, a formal beauty as near perfection
as we can conceive.

The Primitive Society, Pre-Qin, Qin and Han Dynasties

Pottery is produced in large quantity during the later period
of the Primitive Society, and various color patterns were
painted on the pottery, thus formed the primitive painting
that was dominated with colored drawings. The Dancing
Pattern Pottery Basin unearthed in Qinghai, in which a
dancing scene was painted on the inner wall, with 15 people
dancing trippingly in vivid postures, was a precious primitive
figure painting, and a masterpiece of the period.

Bronzes art dominated art creation of the Xia, Shang, and
Zhou Periods, its moldings and decorative patterns were
apotheosis in the history of painting.

During the Warring States Period appeared painting that
was drawn on silk - painting on silk. €&-Dragon and Phoenix
Human Figure Painting on Silk—> and &Driving Dragon
Painting—> were unearthed from Chu Tomb in Changsha,

Hunan, of which the lines were smooth and forceful, and the
style was solemn and elegant.

One may find the style of the Qin painting from the Qin
architecture relics. Such as the hunting pattern, portrait
pattern, dragon pattern, and phoenix pattern that were drawn
on the Qin Bricks, the designs were lively and vigorous.
Murals remained in the site of Qin Capital Xianyang First
Palace, were colorful and blazing, bright and resplendent,
standardized while diversified, with a robust style, possessed
very high artistic attainments.

Paintings from the Han Dynasty that are extant now were
mainly in forms of coffin chamber mural, portrait brick,
board and wooden clip paintings, as well as lacquer painting.
Among them portrait brick, with a wide range of subject
matters, a variety of forms of expression, a style of pursuing
likeness in spirit, simple but powerful, extensive and
vigorous, was almost the symbol of the Han Dynasty art. The
shaping skill, painting technique, and style of composition
of coffin chamber mural all had broken through the simplex
feature since the later Period of Spring and Autumn, laid a
foundation for the maturity of Chinese painting. While the
refinement and magnificence of lacquer painting had made
it an art form merits attention.

The Three Kingdoms, Western Jin and Eastern Jin, Northern
and Southern Dynasties

During this period of history, literati and scholar-bureaucrat
joined the art circle, which had caused the steady widening
of representation of painting as well as notable improvement
of technique. Some artists had broken through the traditional
subjects and started to directly draw material from literary
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works. Landscape painting had separated itself from the
background of figure painting and gradually developed into
an independent genre of painting.

The “Three standouts in six dynasties” were representative
artists of this period. They were Gu Kaizhi, Lu Tanwei, and
Zhang Sengyao. Gu Kaizhi, from the East Jin Dynasty, was
adept in literature, versed in poem writing. Gu Kaizhi's
reputation was probably helped by anecdotes about his
eccentricity; he was said to have three "perfects” - perfect
in ‘painting, literary composition and foolishness'. His figure
painting emphasized lifelikeness and vividness, people at the
time eulogized his work of art as “without parallel in human
history”, Gu's representative work was The Admonitions
of the Instructress to the Court Ladies. Lu Tanwei, from
between Song and Qi Period of the Southern Dynasty, had a
distinctive technique of “continuously and unbrokenly” use
of brush, which was called “one stroke painting”; he also
created a style of “elegant bones and handsome looks”, and
was recognized as the master of the “Six Canons of Painting”.
It's such a pity that no work of his is extant. Zhang Sengyao,
from Liang Period of Southern Dynasty, was known for being
expert in painting Buddhist and Taoist subjects. He created
“Zhang’s appearance”, and in the same time was very good
at absorbing foreign forms of expression. Zhang painted
murals with Indian style of “concave-and-convex”, which
brought new dimensions to the subjects, created a school of
his own, and initiated a loose style of painting which shined
each other with Gu and Lu'’s tight style.

Paintings of the Sui and Tang Dynasties

The Sui Dynasty artists not only inherited painting
achievements of the Northern Dynasty and Jiangdong, but

also had made innovations. Its eminence representative was
Zhan Zigian, whose Buddhist monastery murals had placed
much influence on later painting. &Spring Excursion—
represented his accomplishment in landscape painting.

The Tang Dynasty painting, based on inheriting the excellent
tradition of the Six Dynasties since Han and Wei, had
presented an unprecedented new look in terms of absorbing
foreign artistic nourishment, subject, style, and technique.
Ingenious and elaborate meticulous-in-rich-color style had
reached its maturity, the brushstrokes were powerful and
unconstrained, from thin color and light wash to deep ink
and water shading all became new styles of this age.

In the nearly 300 years numerous masters came forth. In
figure painting there were Yan Liben, Wu Daozi, Zhang Xuan,
and Zhou Fang; in landscape painting there were Li Sixun
and Wang Wei; in flower-and-bird painting there was Bian
Luan; and in saddle-and-horse painting Cao Ba and Han
Huang, all of them had become models and paragons for the
later generations.

Among them, Wu Daozi was not only adept at figure painting
but also other genres such as Buddhist-and-Taoist, gods-
and-spirits, landscape, birds-and-beasts, trees-and-grass,
terrace-and-palace, among which figure painting and
Buddhist-and-Taoist subjects were his specialties. With
vigorous energy and outstanding enthusiasm he had painted
over 300 walls of murals, with fantastic trails and peculiar
forms, never replicated. He used a brush technique which
draws lines with the shape of orchid leaf or water shield to
display the pleats on subject’s robe, round and winding as
if they were fluttering and lifting. This style was called by
posterity the “Wu's belt floating in wind”; he used burned
ink to draw the outline and put only thin wash of color on

[1] Driving Dragon Painting / AYJBXBEE, Warring States Period / EtE
Unknown / 1k, Ink and slight colour on silk / SBfEARBEE, 37.5x28 cm
HuNan Provincial Museum, Hunan province, China / #iFE5& {S418E5

[2] Ladies Preparing Newly Woven Silk / #&#&®, Tang Dynasty / &
Zhang Xuan / 38%, Ink and colour on silk / KBIREEA, 37x 147 cm
Museum of Fine Arts, Boston, USA / SEEIR T-TESEAT S 8858

[3] Spring Excursion / j§%&[&, SuiDynasty / &
Zhan Zigian / BFE. Ink and colour on silk / KBEHEHEA, 43x80.5cm
The Palace Museum, Beijing, China / JtR# e 1Bk
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subject’s clothes, which was called the "Wu's wear”. “Painting
developed to Wu Daozi, all the changes from ancient time to
now, and all the techniques on earth, would end here.” Wu
was apotheosized by posterity as the “Painting Sage”.

Zhang Xuan was expert in painting female images, he liked
to demitint the basal part of his subject’s ears with vermilion
color; he was famous for integrating lifelikeness and rich
in cadence when painting life scenes of noble family. The
female images he created were typical style and features
of the Tang Dynasty painting of beautiful women. He's the
forerunner of Zhou Fang's painting of beautiful women,
and influenced the painting style of the Late Tang and Five
Dynasties.

The Five Dynasties and Ten Kingdoms

Painting in the Five Dynasties and Ten Kingdoms had
continued Tang Dynasty's style and charm, and taken on an
effulgent panorama. Landscape, figure, and bird-and-flower
paintings were all blossoming.

Figure painting had changed from Tang Dynasty’'s
meticulous, bold, and magnanimous style to a sparse,
graceful and leisure, and simple and elegant vogue, its
expression was more abundant. There were many different
images in painting of beautiful women, ones that are extant
such as &Palace Concert=> and &Life in the Palace—>
were representative works. At the time there also appeared
in large quantity paintings that depict lives of literati and
scholars, ones that are extant include Wei Xian's <-The Noble
Scholar=, Zhou Wenju's &To Play Chess with Friends—,
Wang Qihan’s «Collating Texts—, Zhao Yan's <Eight
Worthies Strolling the Spring—, and Gu Hongzhong's &-Han

Xizai Gives a Night Banquet—. Ink and wash figure painting
technique rose gradually in the Five Dynasties period, the
brushstrokes were sparse, broad, bold, and unconstrained,
started the school of freehand figure painting of the later
age.

When landscape painting’s development reached Five
Dynasties, the ink and wash school, which started in Tang
Dynasty, constantly got rid of the stale and brought forth the
fresh, and gradually became the mainstream, and formed
two branches - the northern school and the Jiangnan
(south of the Yangtze River) school. Jing Hao represents the
northern landscape painting school, he took a panoramic
composition to present the magnificent and grandiose
northern mountains and rivers, he also originated the
landscape painting technique of “there’s brush, there's ink”.
His work that is extant is &Mount Kuanglu—, which had a
rigorous structure, clear gradation, and plentiful changes,
was a vigorous and grandeur masterpiece. Another just as
known artist of the northern school was Guan Tong, whose
works that are extant include &Waiting for Crossing the
Stream— and &Travelers at the Mountain Pass—. The
most important artist of the Jiangnan School of landscape
painting was Dong Yuan. In accordance with the features
of water and mountains in Jiangnan, after assimilating
both the techniques of blue-and-green landscape and ink
and wash landscape, he invented a new technique which
combines ink and wash with color, as well as pointillism and
crosshatching, thus made his works full of the moist and
graceful features of the misty and rainy Jiangnan mountains
and waters. Dong Yuan's masterpieces include < The Xiao
and Xiang Rivers— and €&Summer Mountains—. Monk Ju
Ran was another celebrity of this school.

In the flower-and-bird painting realm, Huang Quan and Xu

[31]
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Xi represented the two big schools of the Five Dynasties.
Huang Quan’s brushstrokes were very fresh and slender,
and only washed with soft color. His extant work is <-Studies
from Nature: Birds and Insects—. Xu Xi liked to paint grass
and wild duck, flower and bamboo, wild bird and insect,
fish and crab, vegetable and herb, as well as tree branch in
four seasons, bore a quite different style from that of Huang
Quan's. Their contemporaries had a saying “Huang's from a
wealthy family while Xu Xi led a wild and leisure life.”

The Song, Liao and Jin Dynasties

The reign of the Emperor Huizong of the Northern Song
Dynasty was the golden age for the Chinese imperial
academy painting. The main expression style of imperial
painting was: precise molding, rigorous pattern, meticulous
and exquisite, heavy color, and sumptuous; its strong point
was scrupulous and exactitude, while some of the works had
listless and fawning tendency, thus formed the special style
of academy painting.

Literati painting had developed to a new state. Literati and
scholar-bureaucrat took ink bamboo, ink plum blossom,
mountain and water, tree and rock, and flower as their
painting subjects, seeking the expression of personal
sentiment, emphasized on likeness in spirit, pursued
wateriness, enthusiastically advocated the style of puerility
and freshness. The most famous literati painters included
Yan Su, Song Di, Wang Shen, Li Gongling, Su Shi, Wen Tong,
Mi Fu, Mi Youren, Yang Buzhi, Zheng Suonan, and Zhao
Mengjian.

Genre painting had broken the frame that before Tang
Dynasty it mainly depicted religious subject and lives of

the noble class, and had the eyes on common people’s
realistic lives, reflected the spiritual desire and aesthetic
demand of philistine and the masses, and represented the
new achievement in figure painting. The representative
artist must be Zhang Zeduan, whose &Riverside Scene at
Qingming Festival— is an extant masterpiece.

“One corner Ma and half side Xia" referred to the landscape
paintings of Ma Yuan and Xia Gui, They had broken through
the stylization of panorama and put their subjects on the
corner or the side, this exactly expressed the subjective
feeling that the Southern Song Dynasty was content to retain
sovereignty over mountains on the side and water at the
corner. This style gave prominence to sceneries with rich
sentiment, made the feeling and setting poetically blended
in the painting, was a great extension and enrichment to the
traditional landscape painting.

The Yuan Dynasty

In the Yuan Dynasty, calligraphy and painting, as the means
literati used to place his thought on and to express his
emotion and enjoyment, had become further popularized.
Mainstream genres of literati painting in the Yuan Dynasty
were landscape, plum blossom, and bamboo; literary
property and rhythm of brush and ink were stressed on
creation; and it was considered very important to combine
poetry, calligraphy, and painting together. Zhao Mengfu, Qian
Xuan, Gao Kegong, and Li Kan were the most influential
artists in the early stage of the period.

Zhao Mengfu, styled Zi'ang, had the sobriquet “pine snow
Taoist”, was good at both calligraphy and painting, depicted
a wide range of subjects, whose technique was all-sided,

[1] Han Xizai Gives a Night Banquet / $2ER# &K E[E, Five Dynasties / A

Gu Hongzhong / BB, Ink and colour on silk / KEFKEHEA, 28.7x335.5cm
The Palace Museum, Beijing, China / bR =&k

[2] Studies from Nature: Birds and Insects / B4¥&[E, Five Dynasties / A1
Huang Quan / &%, Ink and colour on silk / ZKEBFREAEAR, 41.5x70cm
The Palace Museum, Beijing, China / JtE S EYrwRE

[3] Travelers amid Mountains and Streams / &ILThRE, Northern Song / bR
Fan Kuan / SE#, Ink and slight colour on silk / KE#KFEIEA, 206.6 x 103.3 cm
National Palace Museum, Taipei / E1tH = E45R

[4] Plums, Stones, Steams and Birds / #8H25%[@, Southern Song / IR
Ma Yuan / &, Ink and colour on silk / KEBFREIEA, 26.7x28.6cm
National Palace Museum, Taipei / Bt e EY0wE
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who also emphasized on calligraphy and painting shared
the same source. He had placed immense influence on
the development of the literati painting of the later ages.
His master works included &Autumn Colors on the Qiao
and Hua Mountains— and &Watering Horses on Autumn
Suburb—>.

There were also some literati who mourned for the Song
Dynasty, such as Zheng Sixiao, Gong Kai, who often used
their paintings to express their sentiment for the conquered
nation. Zheng Sixiao’s <&0rchid—> was a typical of those
paintings.

In the mid and late periods of the Yuan Dynasty, literati and
artists mostly centered in Jiangsu and Zhejiang provinces,
such as Huang Gongwang, Wu Zhen, Ni Zan, and Wang
Meng, who were called “The Four Masters of the Yuan
Dynasty”. They all lived in the hay days of the Yuan Dynasty,
and all had been through some unpleasant experiences.
They artistically were influenced by Zhao Mengfu, and were
expert in landscape painting, while also good at bamboo and
rock. The state of mind and temperaments and interests
of their lives were expressed in their paintings, their works
were succinct and free from vulgarity, and they had given
landscape painting a new vitality.

Ming Dynasty

There were so many artists in the Ming Dynasty that the
number exceeded the Song and Yuan Dynasty combined,
and through out the Ming Dynasty the transformation of
painting techniques undulated and went unconstrained. In
the early period, The Zhejiang School, who advocated Song
painting, was the mainstream, with adepts spread all over

both the imperial court and the common society. In the
mid period, Wu School, who carried on the literati painting
traditions, sprung up in Suzhou. In the late period, there
were the Flower-and-Bird Painting School, who stressed
on independently expressing one’s nature and soul, and
exploited a new realm in freehand style; the Portrait School,
who's paintings either were precisely lifelike, or anamorphic
figure paintings that took ugly as beauty; and the Huating
Landscape School, who strove for brush and ink, and
vigorously advocated literati painting.

The outstanding representatives of the Zhejiang School were
Dai Jin and Wu Wei. The former imitated Ma Yuan and Xia
Gui from the Southern Song Dynasty, and also studied from
the Northern Song and Yuan Dynasty artists. His landscape
paintings, compared with those of the two Song Dynasties,
had richer arrangement of landscapes; and compared with
those of the Yuan Dynasty, had more feelings of realistic
life. His composition was proper and elaborate, his scene
was extensive and full-bodied, his molding was vivid and
solid, and his brush strokes were bold and vigorous while
rigorous in law. Wu Wei, though “originated from Dai Jin”, his
technique of brush was freer, his verve was broader, and his
composition and molding were more simple and integrated.
Dai Jin's masterpiece was <~Emerald Accumulated in the
Spring Mountains—, while Wu Wei's <&Ten Thousand Li of
the Yangtze— was the most famous.

The Wu School was founded by Shen Zhou and accomplished
by Wen Zhengming. The members were mostly famous
figures who were expert in all of the three - poetry,
calligraphy, and painting. The most known were the so
called “Four Masters in Wu School”, who were Shen Zhou,
Wen Zhengming, Tang Yin, and Qiu Ying. Shen Zhou and Wen
Zhengming took landscape painting as their main creation.
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Either in light and elegant blue-and-green, or in steady and
gentle ink and wash, their paintings mostly depicts sceneries
south of the Yangtze or literati’s gardens. Their technique
followed the Yuan, Song, and Five Dynasties’ artists. Tang Yin
and Qiu Ying were more into figure painting. Tang Yin was
erudite, versatile, and more experienced, so he touched a
wide range of subjects, both ancient and contemporary, and
not limited. While Qiu Ying stuck with traditional subjects,
whose skill of imitating ancient works was superb, and was
especially adept at meticulous-in-rich-color figure painting
and blue-and-green landscape. His style was rigorous
and conscientious, his works were meticulously beautiful
and elegant, while shined with literati painting’s refined
gracefulness and moist gentleness.

“White Sun and Green Vine” referred to Freehand School
painters Chen Chun and Xu Wei. Chen Chun (sobriquet
White Sun Hermit) was a student of Wen Zhengming’s,
whose freehand bird-and-flower painting was delicately and
felicitously molded, precisely pruned, its mood peaceful and
comfortable, and his brush and ink free at will. The one who
fundamentally reformed freehand flower-and-bird genre
was Xu Wei (sobriquet Retired Scholar Green Vine). He used
brush strokes like the Wild Cursive in calligraphy to paint
free and riotously, poured the ink incisively and thoroughly.
By making his image between likeness and unlikeness,
he had pushed the freehand flower-and-bird genre to a
higher state of expressing one’s strong inner feelings and
sentiments, and he extended the full exertion and free
control of brush and ink’s expression power on the raw motto
paper to an unparalleled level, thus became a milestone in
the development of Chinese flower-and-bird painting.

In the later period of the Ming Dynasty there were two
eminent figure-painting artists - Cheng Hongshou and Cui

Zizhong, whom together were called “South Chen and North
Cui”. Figures in Cheng’s paintings all had very antique faces
and stalwart bodies; the veins of their clothes piled and
folded sturdily; and the colors were old but colorful, elegant
and graceful. He was especially expert in the decorative
technique of “turning the round into square and the whole
into pieces”, which made him a very imaginative figure
painting giant beyond his time. The engravings co-created by
him and the celebrated engravers from Huizhou were a high
consummation, and exerted a great influence on the Qing
Dynasty, especially the “Three Rens” of the late Qing Dynasty.

Huating School put much emphasis on the overall expression
power of brush and ink, such as the Yunjian School
represented by Shen Shichong and the Huating School
represented by Dong gichang, of the two of whom Dong
Qichang’s more influential. Dong craved for the effect of
putting calligraphy into painting, stressed for the momentum
in composition, the virtuality and actuality in brush and ink,
and the vividness and implication in tableau, being archaistic
while having own ideas, reflected the typical mood of literati
painting.

Qing Dynasty

In the realm of painting in the Qing Dynasty, literati
painting creation still occupied an overwhelming place, and
landscape and flower-and-bird were the main genres, while
figure painting, especially those directly reflected social lives
decayed obviously.

Orthodox literati painting held up Dong Qichang’s style,
represented by the “Four Wangs” in the early Qing Dyansty,
was particularly appreciated by the emperor and the upper

[1] Six Gentlemen / /NEF&, Yuan Dynasty / 7t
Ni Zan / {3, Ink on paper / K&#fA / 61.9x33.3cm
Shanghai Museumn, Shanghai, China / _EiBiEY885E

[2] Emerald Accumulated in the Spring Mountains / &LL#&22[E], Ming Dynasty / B8
Dai Jin / ®i¥#, Ink on paper / KZH#EA, 141x53.4cm
National Palace Museum, Taipei / E1tHS B4R

[3] Water Lily and Birds / T{EZKS[E, Qing Dynasty / /&
Bada Shanren / J\ALLA, Ink on paper / KEHEA, 162x41.6cm
The Palace Museum, Beijing, China / bt E &40
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class. The “Four Wangs" referred to the landscape painters
in the early Qing Dynasty Wang Shimin, Wang Jian, Wang
Hui, and Wang Yuanqi. They all believed in Dong Qichang’
s propositions and committed themselves to imitating
old or seeking changes from the old; they also laid stress
on the delight of brush and ink, and craved for a watery
and leisure emotional appeal. Being able to flexibly apply
forefather’s brush-and-ink techniques and art of painting
was their highest pursuit, so as to incarnate “morale” and
“scholarliness”.

The “Four Monk Masters” in the early Qing Dynasty were the
contemporary civil artists with the “Four Wangs”, they were
Bada Shanren, Shi Tao, Kun Zan, and Hong Ren, who were
all adherents of the Ming Dynasty. They either expressed
their life experiences, or the pain for their conquered nation,
or the exuberant vitality of not bending to destiny. Strong
feelings were implicated, and sharp-cut characters were
expressed in their paintings. They had broken through the
extent reached and depiction expressed by the “Four Wangs”,
such as the <Quail and Fishes—> by Bada Shanren and
&Sketch of Sceneries— by Shi Tao.

In the early Qing Dynasty eight professional painters with
literati cultivation appeared in Nanjing, which was called
“Eight Masters of Jinling”, headed by Gong Xian, included
Fan Qi, Gao Cen, Zou Zhe, Wu Hong, Ye Xin, Xie Sun, and
Hu Cao. This school of artists secluded themselves into
mountains and forests, and preserved their moral integrity.
They laid stress on learning from the nature, relied on their
sturdy craftsmanship, they strived for breaking through
the orthodoxy and create new styles. Their styles, though
different from each other’s, all contained a fresh and
delightful mood and charm.

The “Eight Eccentrics of Yangzhou” was a new force suddenly
rose in the middle period of the Qing Dynasty, who referred
to Zheng Kui, Li Shan, Li Fangying, Jin Nong, Gao Xiang,
Wang Shishen, Huang Shen, Luo Pin, and Hua Yan. In the
secular competition for survival in a commodity society, they
scrupulously abided by cultural values and literati painting
traditions, took plum blossom, orchid, bamboo, pine tree,
and rock as their major subjects to depict, expressed their
characters such as high-heartedness, aloof and proud,
and absolute non-vulgarity. They also used ploys such as
indication, implication, and metaphor, and by inscribing
poems and writings to endue their works with profound
social significance and unique form of expression.

By the end of the Qing Dynasty, along with the growth of
modern commercial cities, numerous artists gathered in
the metropolitan of Shanghai, lived on selling paintings. The
famous ones included Zhao Zhigian, Ren Xiong, Ren Xun,
Ren Yi, and Wu Changshuo, they adapted their creation to
the urban aesthetic needs and interests, tried their best to
create new styles. Guangdong’s Ju Lian and Ju Chao also
had new achievements in painting, and became the avant-
couriers of the Lingnan School.

From the Republican Era to Today

The problem of the direction of Chinese painting has
permeated the entire 20th century. Stylistically, modern
Chinese painting can be divided into two schools - the
traditional school and the mixed school. The traditional
school emphasizes the inheritance and development of
the Chinese painting tradition in its entirety. It focuses on
continuing the pursuit of traditional Chinese painting, and
consciously maintains a distance from western artistic
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forms. Under the influence of the Shanghai school, from
the early to mid 20th century Qi Baishi, Pan Tianshou,
and Zhang Dagian can be taken as representative of the
most acclaimed Chinese painters; Huang Binhong and Li
Keran were masters of landscape painting. Qi Baishi was a
master directly influenced by Wu Changshuo; but he shifted
his painting style in his fifties. This painter who began as
an artisan worked on the subject of quotidian birds and
flowers throughout his career. He used his own painting
style - “drawing ten thousand insects and expressing the
spirit of myriad birds” - to summarize his practice. Because
his works were popular among the public, he gathered an
audience unprecedented in the field of Chinese painting. Qi
Baishi also became the most recognized artist in Chinese
history. Huang Binhong and Qi Baishi were often referred to
as “Southern Huang and Northern Qi”. Qi was influenced by
the spirit of the One Hundred Days reform, and realized the
principle of “survival for those who are willing to reform” in
his art. While following the tradition from their masters, they
have also made their own accomplishments. Their paintings
have demonstrated the possible renaissance of literati
painting and the entire Chinese painting tradition through the
exchange between sentiments and ideas as well as, reforms
in its artistic language.

Opposed to this is another school consisting of “returned”
artists from overseas studies - from the end of the Qing
dynasty to the Republican era, there was a group of artists
who studied abroad for their professional training in oil
painting. These included Xu Beihong, Lin Fengmian, etc.
They returned to China with training in Western composition,
and hoped to reform Chinese painting by appropriating the
strengths of western art. They felt they could advance and
rescue Chinese painting that had been imitating tradition

and lacking creativity since the end of the Qing. On the
issue of reforming Chinese painting, their thinking and
experimentation have had a great impact on the development
of Chinese painting throughout the twentieth century. Xu
Beihong's earlier years were spent studying in art academies
in Paris. Once he returned, he became an art professor at
the Central University; in 1949, he was appointed as the first
principal of the Central Academy of Fine Art. Xu Beihong’
s stance on realist painting provided the direction of art
education in the 1950’s for all art academies. “Sketching
and drawing from life” became the foundation for education
in and creation of Chinese painting. This has had a direct
influence on the creative practice of Chinese painting even
today. Looking at his works, Xu Beihong’s views of art were
related to his own concern for observing reality, bemoaning
the state, and pitying the fate of mankind and nation. Lin
Fengmian’s personality, on the other hand, is somewhat
tender - it is very rare to discover a distinct creative intent
in his works, rather he took the desired impression and
creative interest as his primary factors. At the same time,
in rendering his subjects and executing color effects, Lin
had clearly absorbed techniques from western oil painting.
In his writing of The Future of Eastern and Western Art,
Lin Fengmian pointed out, “In Western art practices, the
construction of form leans toward the subjective. This leads
to formal inadequacy and a lack of emotional expression
- whereas in art of the East, the metaphysical tends to be
subjective, and due to the inadequacy of form there is often
a lack of expressing what needs to be conveyed emotionally.
Art is degraded to a leisure activity meant to exhaust time.”

The constant reform in Western contemporary art has
brought about a revolution of stylistic language at the formal
level, however in the wave of formal revolution, there has
also been change in ideology and spirit, in attitudes towards

(1] Sketch of Sceneries / #&FZFIEfTEFE, Qing Dynasty / /&
ShiTao / &i&, Ink on paper / KEHEA, 42.8x285.5cm
The Palace Museum, Beijing, China / It &= E48xET
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life and values. In the latter half of the twentieth century,
most artists were “confused” and in the exploratory stage
in regards to the future of Chinese painting. For instance,
artists like Qi Baishi, Huang Binhong, Li Keran peaked
creatively around the 1950’s and 1960's, the “seventeen
years” between the establishment of the People’s Republic
of China and the eruption of the “Cultural Revolution”. This
was one of the most active periods for the art world since the
founding of the People’s Republic.

However, in the chronology of the progress of Chinese
painting since the founding of the PRC, the so-called “leftist”
and “rightist” extreme art waves hindered and distorted the
evolution of Chinese painting, moreover, the ‘movements’
that erupted during the Great Proletarian Cultural Revolution
at all levels of Chinese society affected many artists’ creative
practice. At the end of the Qing dynasty, the Shanghai school
gained its success through the market, whereas from the
mid-50's to the 1980’s, Chinese painting primarily served
as a tool for political purposes. During this period, many
artists of Chinese painting shifted their focus to landscape
painting that did not easily spark conflict or debate, whether
intentionally to escape or simply part of their instinctive
pursuit of art. In the fifties and sixties, schools representing
the new landscape emerged in large numbers, for instance,
the Jiangsu school represented by Fu Baoshi and Qian
Songyan, the Chang'an school represented by five artists
including Shi Lu, Zhao Wangyun, and He Haixia, and the
rebirth of the Lingnan school represented by its second
generation artists like Li Xiongcai, and Guan Shanyue, etc.

After the founding of the People’s Republic of China, the
development of Chinese art history was mostly studied
according to historical period. In July 1949, the first
conference of cultural representatives was held in Beijing.

During the conference, the National Association of Art
Workers was founded. Premier Zhou Enlai proposed the
editing of former art and literature according to Mao Zedong’
s thoughts on art and literature. In the inaugural issue of
People’s Art in 1950, a series of essays were published to
promote “The Movement of New Chinese Painting - The
Movement to Reform Chinese Painting”. In the early 1950’
s, fierce discussion revolved around how to “promote the
old and invent the new” in Chinese painting. This caused
a clamor of national nihilism, and changed the name of
Chinese painting to “ color and ink painting”. In the early
stages of the founding of the republic, the fate of “reformed”
Chinese painting influenced people’s understanding of the
national art tradition. Confronted with the tumult of history,
the future of Chinese painting in the new era became a
chronic disease infecting the art world.

1978 was an important year in Chinese history. On May
11, the Guangming Daily issued a special editorial entitled
“Experimentation is the Only Standard to Test the Truth”.
At the CCP’s Third Plenary session at the 11th Conference
of the Central Committee held in December 1979, the
working focus toward the building of modernization was
reestablished, marking the end of the extreme “leftist”
political line that had characterized the Cultural Revolution.
This was the beginning of the emancipation of Chinese
society. From the late 1980's, Chinese ink painting began to
ride the wave of reform, its initial motivation came from the
influence of artists from the classical tradition who were
living in a rapidly changing Chinese society, and whose
feelings and actual environment differed from masters of
the past. At a more profound level, it was due to the present
being out of sync with tradition - Chinese painting needed to
expand with diversity from within to respond to the impact
of the dominant western culture. In 1992, the artist Wu

Guanzhong published a short piece entitled “Brush and Ink
are Zero” in the Mingbo Weekly in Hong Kong, sparking the
most intense discussion on the value of Chinese ink painting
in recent years and stirring up waves in the art world. This
was an essay written after Wu's discussion with professor
Wan Qingli from the Art Department of Hong Kong University
on the topic of brush and ink. Wang Qingli responded to this
essay with “No Brush and No Ink Equates to Zero”, following
which, many artists and critics such as Guan Shanyue, Wang
Bomin, Lang Shaojun, Liu Xiaochun, and Qu Mo became
involved in the discussion. Such a debate on the already quite
rigid issue of brush and ink in Chinese painting did not yield
any effective impulses, but evoked more thinking about how
Chinese painting can overcome its formulaic setbacks.

CHINESE ART HISTORY

[1] Lotus Pond / %74, Wu Guanzhong / R, Ink on paper / KEBFEMEA, 70 x 140 cm
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[1] Sailing Boats and a Riverside Mansion / ;TiA{&RE], Tang Dynasty / f&
Li Sixun / 2=, Ink and colour on silk / KEBFKEEA, 101.9 x 54.7 cm
National Palace Museum, Taipei / EJtH = E4BR

[2] Emperor Tang Taizong Meeting Tibetan Emissaries / 58], Tang Dynasty / &
Yan Liben / BEIIA, Ink and colour on silk / KEFREEAR, 38.5x129 cm
The Palace Museum, Beijing, China / JtRE = SRR

[3] Portrait of "Night-Shining White" / B87&H[E, Tang Dynasty / &
Han Gan / 8%, Ink on Paper / K&, 30.6 x 34.1cm
The Metropolitan Museum of Art, New York, USA / SEEIRAAES S B IARRT
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[1] Mount Kuanglu / [EJE[8, Five Dynasties / AL
Jing Hao / #13, Ink on Silk ZK&#E4, 185.8 x 106.8 cm
National Palace Museum, Taipei / ZEJtH = E4BR

[2] The Xiao and Xiang Rivers / #Mi&, Five Dynasties / H
Dong Yuan / ¥R, Ink and colour on silk / ZKE&FEEAR, 50 x 141 cm
The Palace Museum, Beijing, China / JtR& = &5

[3] Reading Stele Nest Stone / F&B2EEAE, Northern Song / LR
LiCheng / Z=R%, Ink onsilk / 7KE#BA, 126.3x 104.9 cm
Osaka Municipal Museum of Art, Osaka, Japan / BAARR ™ IR
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[1] Pedlar / EEBR[&E, Southern Song / R
LiSong / Z=&, Ink and colour on Silk / KEFREHEA, 25.5x 70.4 cm
National Palace Museum, Taipei / EdtHS B4R

[2] Immortal in Splashed Ink / Z24LAME, Southern Song / FER
Liang Kai / 248, Ink on Paper / K&#EA, 48.7x27.7cm
National Palace Museum, Taipei / E3tE = EYIRRET
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[1] Watering Horses on Autumn Suburb / ®AZBEREEE], Yuan Dynasty / 7©

Zhao Mengfu / ##FJE, Ink and colour on silk / KEBFREAEAR, 23.6x59 cm
The Palace Museum, Beijing, China / &l = &4Bi

(2] Training a Horse / #ARME, Yuan Dynasty / 7t
Zhao Mengfu / #FJB, Ink on paper / KEHEAR, 22.7x 49 cm
National Palace Museum, Taipei / ZE4tE = 1E¥5RE

(3] Dwelling in the Fuchun Mountains / EZ&LERE, Yuan Dynasty / 7t

Huang Gongwang / 3/A% , Ink on paper / K24, 33 x 636.9 cm

First half - Zhejiang Provincial Museum, Zhejiang, China / BI3ER #T& t&H)8E 5%
Second half - National Palace Museum, Taipei / #%¥E% EtH=1BY5R



102 - 103

hERERLE, ESEREE, ERLREE, E—HER
FEAETAEETLIFER,

Tt A ERTRERBHNES RN, WERBA, EHEE
BA, BERFAR MOEKREL, BREBEBRENR (X
F (ERFHEE) Fo H—(HtAERFMUENER, A
gEl. XF, BF (IT3h) —&, HREMFBRNEEnr
BEEFHEE, THETEBERAR L, HREKABEZIIEN
ATABRPEBESNMERA, BHENIEAREEA, A
P N ETHER HAEERAMRE TR AREETZ.

FTTAPERA, (CRRERSR, RASCRETEBACEER,
ERREHNEERIBRERIANESEA, EAMAET
BIRTURERRIRAN S, EEBAXAERSERE LN —
W, WRAES " TR "HMERE. RiB. RENEER, EM
REREENRREL BERUWKETSELIENTE, #
RENEERE, MFERREAELL,

BRERUAREREAN—I, SEHTEERSHEENEE
HERESRTEEAR, BREFRER, HRMRME T A
LR, @Ml MMIBERE, ERERE T EEILK,
REMEMHRK MEAEEMXEHERNER, (EFLE
) FTEARMtA+TTRE, SHREMSHRZIE BERSBE
REE TE =5, EREBRENEEFTIFIMNNRE,
BRIVK, RREAB AMRE, FEAEZEEK EIXA
FESREIT AR EMISE TR,

FRRENSHEWERRRUE —iE2MEE M IRE KRB

B, ZERARMNRKEEEBMESR, tHtrRELE
TEAR, BBV IEREILE Dk, —EFINRES, T RIN%.
RE\EERAREBRRUIIAA, SHEREETH BMTE
R, AERE CARED %

RERASEG—HTNEREME, NERERES tAt+x
LBEIRFARE, e ERINLANES BEESE
R BREERAR BREFEEARRFNIELKZEN
fnt. RBAEBHESNEA, HHKANER, B IBEMS
RRERER, R/RENXAFEE, WREBEELHeSS A
FUMBEENENTE, ELELEHAHE, BAERHER,
FELEDHERESAS R, (XRFE CRHEUE
B . NBFED . EUHaE) %

H—UEBREFLEER, thitsar], B/RMERNER
WERE, WEFIERL, MAEBCATSE EMEET MREM=
RAWEERAE, JTRBLET, MEFMEE, Rmut, Tl
BRI EE/NEE, Ay LIKSEI L OREERMIAEE,
AMA TSR, | LBPEE—BRNENTF, & (FTE
EE) . (BH)IIBEE) . (BlLsRE) hEEEHRMmN
B, BATEAZEECANTE, WERBSKERBLE
RRAHEBAER, thEE=BRA, IREEEMAR, B
BIREERAF,

TR R 7B TIEFAINES), TAZERERMHEBE
B —AERER LANEEN, N—iREG—HRRRA
M, R SBENTURFEANERDEASE, UEESEM
SERERREA CNERNN | HEANERRHE—TRIT

BRMRVEUERRAAE, XAMIEAEZ ZEREERR
iz

HARTAEENRE. Bk, 4836 ERFAHEDEE
ik, WARTTA. TERRIFEME, AMBRHEE, #RE
B2aEE, ARELHANTE, \MERDPTINIEE
AEERS, O GritEHEE) ENRERLNEERaRE
ETEFERRETHENESR METHEARETREREL
EREE. —REEEBINXATLR ERIAFETXATR
BHEHENRE. ST ANERERERERES, RER
HAREEZFN (MR BHNAERIE EhEIHFLIKR
AR, BER, EREE—RRANEN, UFE—B
ZBND. BEEEARERE, HWAAEERAMEEER
PN-Z 8

HAXAHTAMAE - BB BRI TIRIEHE AMRREK
B ERARRANEIE LAVRE | RAITERARZED) T 7T
K=k WRBIRBIERSERES, RBHIERE,
REMNPEREEER ADN—ERTBREESTE.
RAESH RS MAHIR T IBTMmENES, BR—T
HEEBNESRREEZEHPE,

EL

BIAREARTTIEIR AR B, SO RISEEEIT,
PEESE L RVBEGRAPERRZREEEAEM LN
e BAARIFHHEBRREIREEE, SHBREERK
& MWEZHBAERTERRE T TZ2BA. HXELSE

EfgEE

% BEWZAEBAVBABRLIFSENTE, EILE
Bz BB %, Rt REXFR, ERAABR, &
BRONBE. BRIAME 7RIS, BERITARER T RS,
R RZEHNEBEERMBO FRE LRGBS
B, EAHPERUAIIERR T XA T AKFINEES,

BRIEFUEASEERE THASR 8. k. sha
BERERABRE, EEBERT, BERAXICHELN
5, LHERISRHEMHENER, ERERERNHE
FEIBEHENFTE, LUKRER, HREEFRERKT LR
ORI, BAERAEEEMNAE, SREHENRE 5
RAERE AALEBRERE FRE (BRE) . (REBE)
%, BRMREHAERTHEEN—UEEER, MHHERMER
FARPTREM T EEY, ER%ER, CRRE RERRT, B
REBERRETENBERZ— FEERERTUNERFRE
H—uFEEENEEEROERER (WIENE) . RIE
IEIRT TR, AAETAKRSENR, MAHREEEH
BRFREGAE REESUERREL T B, EUBEER
AR L EE

BEABTN, SEEFHERRME —EERFESHRLE
B+ZmOEAUN, BERR, MA9LKEMALER. 2R,
B, BE, FHEREZ, AR LEREERMEN EF
RrRIEH B OB —E, FEmEHS, HEMiieEs
REIBEH, BENBEETNEEERET, FEFHRE
TERY, TR —ERANERME WK, BRI
HGEEEEIR, BREIFDES. RS —URARAYRED
SERNEE, RBERNR RES=RRAER, BLHEH

[1] Hermit Fisherman / #A[&, Yuan Dynasty / 7T
Wu Zhen / 288, Ink onsilk / /K284, 84.7x29.7cm
The Palace Museum, Beijing, China It &= 84RE

[2] Grapes / 2#&E, Ming Dynasty / B3
XuWei / %78, Ink on paper / JKEH#EA, 116.4x 64.3 cm
The Palace Museum, Beijing, China / JttX = &5



104 - 105

EfAMRE FERES KRBERET. RENEEEHE
EXEMMECRMETDR, KERERN, BIEREER. 8.
RMRFLERK, £ATRGAFEENEBES, fKEEEN
RIBLAKNPER SR RRM, RERIERH, BREERN
REBREBER, FLFHLE, BPERIREARNESE
QBEH—A,

BREATE, IEEONEMMEDD, BREE HEER X
ARZMMRERL, E—ELTUK, BENE, USHER,
EERAENER T — A A SEREER, LBR
& MEFIZPLULE. XHER. BEE. MREER, ®KEAR
PITUZ,

LEAHENESPIE, SEXBREIERNTR. REMENE
FE, HEFRRER, RURM—ERECHEFEENRA,
LERBBEE, ENRIE, O LIKERREER, DFER
REMRAFER, BFBRE, MWOtERAZE NS, M+
RZBEFFRENR, N\t+—nE (ETREE) & £4AE
RIENMS, TEERE 15 HRRRPIERMBEEAN. 5—HUR
RARAYXER, EAREER FEAELE IRNRE
FA, UREBNEE, tALKEFIER FESE X
WELKES, BRIIEXARNERSEIEERE, X
BFAE+R2MBERSE LHURBTEEEREE, RIRX
BRETES DNERZEER. MNEHRMSEIFENS
B BT ADRBEENEE, NXRLUHEE—REE
MER, HEERFNEATOBREER BEZEHER
BRHERFARERZNLE.

RFIERDHI WA, FREMAZE, MFANEBEL. SR
BAAE, BRMARSEAIL. XZARR, @STEEM
FIRVEY, MEMPINRENR . HR BESROIMNEMD
fFIreEefREANER, XASHEFURESEMFIFE
mTREEHR ZR”AREABNSRE, BERERERS
& BIRE, XFRZILE. SEBRTHCR. TTARRE, UL,
XA, B hieEEBERMRE. EE Ak
= TmBE ISR BEHGRMEREEAR, THERUED
%, {ElthRi SRS EERNEE, REREIERE/MN
WHARTEER, WNLKERERSME, BRERRMX
AEHEREFRNESR. (SEHSKE) StAMENRERE,
ARELRA =" REE REAACREER. 27
e, BHERSSIRANEE, MRESHE BrE—4%
AL, BRRFBNEE, E—ERESENRNE, EXE
ROTEARENNER, FE, MAARRNERBDEZZES
BATHEE,

NABHEDFARE, URSHNEERER/EEERNE
HE, thEEERHEHE ASELEARSEE BE=IK
BRNEE, EHESRHEFZTNEILTRER, SAENE
HERRNAIBAY, FIERANXABREERER, 18
ARERER, MIALRRIRMER SN S EME RS,
IR EHERENESRE. EENAN, FABLRE—ER
NERE, tHBFERZSE5MYS, HNEBEEREAE
£, HBEETEER, PARMEIVCERERE, BEARK
RINFIE. MNRmIZINERERZRE, DREPEEN
HETRE= A,

BB, TREEENIHEBRENEE—ERARXELETE
WREE LEEFEERTBEXFERVESE —EAX—ER
BESTHEFENE 7EEEE, AMBESICEENRER, Bt
ARAFRIPHNERIRGERR T —&, BRT—HER
RIERIFTRIESR,

B BREREXRR R ERPRBEERERNVAERAY.
FoE (BRFILA) BXERANSE, MOFERAERR XS
B, RRERNXATARKEE, MHBETEESFLER
SRMREFBESHRELNRE RE—EBEBFEE —E
TABEPEEREBA, SEREMABCE, BRERETEFM,
AMALE LRRENER THESEDNEE, RBES
FEINEERA—E, tARIEERMRTENGBR, S0
KELENUZRE, M—RZABRAERNEHER, LA
EIMEABRREBE, MELES LNEERRHRPER
EFEZUAENER, EtAEREEEERAOHZENR
2. HREEZ— (RFEE) TORRTMEREDT
BRRES, RBNERHRATERK, WEANAKE. 405,
RBANERRA, MERERMWAEH.

BHARAMERD, K EMMRELN—L, tEAYE—
. RMRHERERZIVCNRIERE AMTREERMES
HE, RERNSEIA-RBHZE. tEEANEESL
HAVTREMS, AMHNREBSLEEANER BERBEN
R, BoE EMERRMEEARE, aANEEIH
R, BRTKE BAREAZGSE LthERESEESE. T5HH
N BEFRETRTRT, BRR. BEEENGES
REWREZIBR, NMRMABEFFZHEE, MERHIRN Kt

EfgEE

E7) . (ffEs) ERRATEGEEENMRE SEES
TEENTERERBRAND, BT REIAZIRENZEE.
BRI —UAMEREFEHERALES, MIKERKT
EERENRERE, AXRE (FREH) . EFRERARES,
THE " FARRALEE "o

PAARBEGED TO#%E CANEERBETERE
HRAXRERGHAEN CREF®R) . (EHHB) . B8
MO EARSSE—REREE, SEHBREBFRIFHRK
BERFEALTERT, BAIBENAER L EEFIERN
FH e BN ERETERESRMFHHEME.

SLFSEANY 1 OINEY  RRIERE, IS AERME—S
fEEEMAEABRNRIENHE, FEeERRE BRHR
L ieE RMSARIRAIRTRR, TCLDHRRYHTRAN P HARY
RikmiE. REERMAYEEGRWIHZE. mEESE
RME, RTERFRME. RENEFEZHEK, Bl—ES
FHENAZRRGH AR, PAHERBEXCEMAISE
EEA, RBRIBRTETEN RBRERNAER. Faie
BEMNER, PARPNTEERENEMET, FEE2T
ARSI AR AT ENLE, MEENSHRERD
HHZEEMBELRFER. 5—0H BHENEFS—H0
BIFER R PR IRETE,

=,
/B

1644 F, WIEAANR, EE—FSERERIREARERER
F), PR TEEPEER TN RE—(ITERE.,

(1] Portrait of Wang Shimin / EB8f&, Ming Dynasty / B3
Zeng Jing / €#%, Ink and colour on silk / KEBREHEA, 64x42.3 cm
Tianjin Museum, Tianjin, China / K2 {E¥EETR
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[1] Quail and Fishes / #&E###[E, Qing Dynasty / /&
Bada Shanren / /\KIUA, Ink on paper / K&§fA, 32.8x31.5cm
Lingyan Temple, Suzhou, China / BR/NESLFE
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[1] Frogs and Spring from Mountains / BHE+2HLERE, 1951
Qi Baishi / Z5E7. Ink on paper / K&#E4, 129 x 34 cm
National Museum Of Modern Chinese Literature, Beijing, China / SPEIERASZEERE

[2] Young Lady Mountain / &1L, 1963
Zhang Dagian / 38K, Ink and colour on paper / KEBFREHA, 43.5x36 cm
Chang Foundation, Taipei / JBTEE1MTERRE
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CLASSIFICATION OF CHINESE PAINTINGS
Landscape Painting

“Landscape” for short, paintings that mainly depict natural
sceneries such as mountains and waters.

Landscape Painting was gradually developed during the
Wei, Jin, and Southern and Northern Dynasties, but was an
auxiliary to Figure Painting, mostly as background; became
an independent genre in the Sui and Tang Dynasties, such
as the colored Landscape by Zhan Zigian, the gold-and-
green Landscape by Li Sixun, the ink-and-wash Landscape
by Wang Wei, and the slashed-ink Landscape by Wang Qia,
etc.; flourished in the Five Dynasties and Song Dynasty,
when so many painters mushroomed: the ink-and-wash
Landscape school had Jing Hao, Guan Tong, Li Cheng, Dong
Yuan, Ju Ran, Fan Kuan, Xu Daoning, Yan Wengui, Song Di,
Wang Shen, Mi Fu, and Mi Youren, and the blue-and-green
Landscape school had Wang Ximeng, Zhao boju, and Zhao
Bosu, south and north vied each other for refulgence, thereby
reached its peak and became an important genre of Chinese
Paintings ever since; came to the Yuan Dynasty, the trend
went to freehand style, let abstraction guide representation,
emphasized on the verve of ink and brush, inaugurated a
new style; further developed and innovated in the Ming and
Qing Dynasties and modern times, the landscape painting in
the time was particular about composition and expression of
mood.

The traditional classification includes forms such as ink-
and-wash, blue-and-green, gold-and-green, boneless, pale-
crimson, and light-color, etc.

Figure Painting

An appellative for paintings that illustrate human figures,
“Figure” in short, is a major genre in the Chinese Paintings,
the appearance of Figure Painting was earlier than
Landscape and Flower-and bird; it's generally divided into
Taoist-and-Buddhist Painting, Female Images, Portrait,
Genre Painting, and History-story painting, etc.

Figure Painting strives for precise and lifelike depiction of
the character’s personality, both outlook and spirit. The
representative famous Figure Painting works of all times
include {Nimph of the Luo River) Scroll by Gu Kaizhi from
the East Jin Dynasty, <the Literary Arena) by Han Huang
from the Tang Dynasty, Gu Hongzhong's (Han Xizai Gives a
Banquet) in the Southern Tang of Five Dynasties, Li Gonglin’
s <{Portrait of Vimaiakirti) in the Northern Song Dynasty,
Li Tang's <{Pick the Osmund> and Liang Kai's <{Li Bai
Strolling) in the Southern Song Dynasty, (Row Female)
by Qiu Ying from the Ming Dynasty, Luo Pin's <{Ghosts) ,
Min Zhen's {(Female In Banana Leaf Shade) , and Su
Liupeng's <{Drunken Li Baiy from the Qing Dynasty, as well
as modern painter Ren Xiong’s (Drinking Cards) . In the
contemporary age, Figure Painting stresses more on “learn
from the nature”, and assimilates the western techniques,
has made progresses in both modeling and coloring.

Flower-and-bird Painting

Flower-and-bird Painting mainly depicts animals and plants,
can be categorized according to subjects as flower, feather,
vegetable and fruit, grass and worm, animal and beast,
squama and shell, etc. It is considered the representative
of the uniqueness of the Chinese traditional painting in the
world, fully expresses the character and state of mind of the

Chinese people. Numerous artists of this genre emerged in
the past dynasties, such as cranes by Xue Ji, peacocks by
Bian Luan, and flowers and bamboos by Diao Guangding in
the Tang Dynasty; eagles by Guo Qianhui, flowers and birds
by Huang Quan and Xu Xi in the Five Dynasties; flowers by
Zhao Chang, sparrows by Cui Bai, and flowers and birds by
Wu Yuanyu in the Northern Song Dynasty; broken branches
by Wu Bing, fruits by Lin Chun, and poultries by Li Di in the
Southern Song Dynasty; bamboos by Li Kan, mandarin ducks
by Zhang Shouzhong, and plums by Wang Mian of the Yuan
Dynasty; poultries by Lin Liang, ink flowers by Chen chun
and Xu Wei of the Ming Dynasty; fishes by Zhu Da, lotuses
by Yun Shouping, and birds by hua Yan of the Qing Dynasty,
as well as flowers by Wu Changshuo and worms and fishes
by Qi Baishi of the modern times, were all masters of their
times, emerged in an endless stream.

TECHNIQUE MODES OF CHINESE PAINTING

Meticulous Brushwork

Is also called “Fine Brush”, requires drawing with fine
lines, adds washes of ink and color layer by layer, so as to
approach the perfection of exquisiteness and fine art. It is
the opposite of “Free Sketch”, is a kind of neat and elaborate
meticulous technique. Examples are the Song Dynasty’s
court academy paintings, Figure paintings by Qiu Ying from
the Ming Dynasty, and flower, bird, and beast paintings by
Shen Quan in the Qing Dynasty.

Free Sketch

Is commonly known as “Rough Brush” or “Freehand Style”,
opposite to “Meticulous”, is a kind of curt technique. It

CLASSIFICATION OF CHINESE PAINTINGS

requires putting the emphasis on portraying the mien and
verve of the subjects with concise and recapitulative brush
strokes. Artists Liang Kai and Fa Chang in the Southern
Song Dynasty, Chen Chun and Xu Wei in the Ming Dynasty,
and Zhu Da from the Qing Dynasty were all masters of this
technique.

MODES OF EXPRESSION OF CHINESE PAINTING

Six Cannons

The Six Cannons were introduced by Xie He's {Classified
Record of Ancient Painters) in the Southern Qi Dynasty,
first were six standards for measuring Figure Painting, and
then applied to other genres such as Landscape and Flower-
and bird, and became the rules of modes of expression of
Chinese Painting. They may be paraphrased as: first vivid
spiritual consonance; second structural use of the brush;
third proper representation and fidelity to object; fourth
specific coloring of different objects; fifth proper planning of
composition; and sixth transmission of the past and copying.

Technique of Drawing

Chinese Painting relies much on the techniques of
brushwork. The formal aesthetic requirements for brush
strokes are: number one is withered but moist, means the
lines should be both vigorous and rich and smooth, withered
strokes take the spirit and wet strokes take moisture;
number two is to couple toughness with gentleness, means
the strokes be able to “linger (left and right] and pitch (up and
down], hold the unrestrained spirit, tough as iron lines and
gentle as silver curves” (said Ouyang Xun), so to reach the
highest formal aesthetic state of brushworks; number three

[1] Travelers amid Mountains and Streams / 32LL475&El, Northern Song / 3t
Fan Kuan / SBE, Ink and slight colour on silk / 7KEXEREIBA, 206.6 x 103.3 cm
National Palace Museum, Taipei / EJtH = S4B

[2] Flower Basket / TEEE[E, Southern Song / FER
LiSong / Z&, Ink and colour on silk / #BAERE, 19.1x26.5cm
The Palace Museum, Beijing, China / bR =&k

[3] Partridge Amidst Grasses and Thorns / LLEE#RZE, Northern Song / bR
Huang Jucai / ®EZ, Ink and colour on silk / 84X, 99 x 53.6 cm
National Palace Museum, Taipei / E4tH S &5

[4] Birds / /NS, Modern / IR

Lin Fengmian / #@BR, Ink and colour on paper / KEBFREHA, 69 x 69 cm
[5] Auspicious Crane / E5#5[8, Northern Song / bR

Zhaoji / #8fE, Ink and colour on silk / #8AE%E, 51x 138.2 cm

Liaoning Provincial Museum, Liaoning, China / BE& YR
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is to have both character and rhyme, to achieve the unity of
content and form, the figure of object virtually has the rhyme
of line movement.

Outline Sketching

A term for brushwork in Chinese Painting. A stroke going
along is called “draw”, and going athwart is called “carve”;
or a single stroke is “draw”, and back stroke is “carve”; or a
stroke from left to right is “draw”, while a stroke from right
to left is “carve”. Usually it's used to sketch the contours of
object. Color is added after outline sketching, equivalent to
“boneless” and “spotting and clustering” in technique. Since
any object’s outline is basically sketched with two strokes
join together, one left and one right, or one up and one down,
so it's also called “double draw”. Outline sketching requires
powerful strokes, <The Postscript of Dadizi Inscription
Poem) written by Yuan Ji in the Qing Dynasty says: “sketching
led by enlightened spirit, the brush lines are similar to that
of seal character and official script.”

Boneless painting

Not to use ink brush to draw the contours of object, but
directly shape the object by dotting and dyeing with color,
is the Boneless painting. There was “Boneless Landscape”
in the Tang Dynasty, and Huang Quan in the Five Dynasties
outlined the flowers with very thin lines, which almost
disappeared after coloring, thus is called boneless flowers
and branches. Northern Song Dynasty’s Xu Chongsi didn’
t even outline with ink lines when painting flowers, but only
used color, was called “boneless picture”. Yun Shouping in
the early Qing Dynasty drew experiences from both ancient
and modern times, used the method in painting flower,
bamboo, poultry and worm, and carried forward the mode.

Shading

Shading is used in Chinese Landscape Painting to limn the
textures of rocks and trees. Those used for rocks include:
hemp-fiber shading, strait-rub shading, raindrop shading,
cirrus shading, raveled-rope shading (vertical and horizontal,
widely used by different schools of painters, Wang Meng
developed it into a shape of gracile and flying curve, and
is called "hairspring-in-the-air” shading), ox-hair shading,
lotus-leaf shading, long axe-cut shading (also called “rain
hitting on the wall shading”), short axe-cut shading, big
axe-cut shading, watered axe-cut shading, ghost-face-cut
shading, rice-spot shading [first mop up narrowly with water
the big and small slopes of mountain, and then spot by
brush crosswise with ink dip, also called “dropping eggplant
technique”, invented by Mi Fu and son), scratch-iron shading,
break-belt shading, sprinkle nails into mud shading, human-
skeleton shading, broken-net shading, roxburgh rose
shading, horse-teeth shading, horse-teeth-hook shading,
etc. Those used for barks include: squama shading (for
pine tree bark], rope shading (for cypress bark], chiaroscuro
hemp-skin shading (for willow bark], dot-rub-horizontal
shading (for plum tree bark], and horizontal shading (for
phoenix tree bark]). The shading techniques stated above
are expressive forms created by artists of ancient times by
observing the mountain rocks and trees, and are prescribed
by the posterity as formulas. Along with the transformation
and vicissitudes of the nature and the evolution of painting
techniques, the shading techniques will develop constantly.

Eighteen Outlinings
Describes all kinds of outlining methods of the drapes of

ancient clothes. The book <{Introduction and Initiation of
Painting) written by Zou Dezhong in the Ming Dynasty says:

“there are 18 methods of outlining at all times”, which are: 1)
ancient hairspring outlining (extremely fine lines by stylus);
2) string outlining (a bit thicker]; 3] wire outlining (more
thicker); 4) floating clouds and flowing water outlining; 5)
leech outlining (similar to orchid leaf outlining); 6] nail head
and mouse tail; 7) mixed traces; 8) wooden peg head (bald
brush outlining); 9) Cao’s outlining (there are two different
sayings, one says Cao Zhongda used it, one says Cao
Buxing started it}; 10) folded reed outlining (slender lines by
sharp brush); 11) olive outlining; 12) jujube seed outlining
(using sharp but big brush); 13) willow leaf outlining; 14)
bamboo leaf outlining; 15) trembling brush watermark
outlining (rough bold coarse brush); 16) coarse brush; 17)
firewood brush [another kind of rough bold coarse brushl;
18] earthworm outlining. The outlining methods above are
named according to the shape of brushstrokes used by
Figure painters from all times and schools to illustrate the
clothes drapes.

Ink Techniques

The techniques used in Chinese Ink-and-wash Painting. The
commonly used are heavy ink, light ink, break ink, splash
ink, amass ink, charred ink, and over-night ink; the so called
break ink technique is to use heavy ink to break into light
ink, or the vise versa, to make the color of heavy ink and
light ink infiltrate and set off one another, to attain a moist,
fresh and vivid effect; splash ink is a technique of bold and
unconstrained, as if the ink is splashed out; amass ink is a
technique of repeatedly adding ink of different tints; over-
night ink is to use dried up ink stored over-night, which is
very dark.

Five Tints of Ink Color
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In Chinese Painting, “ink” is not only a color of black, but
considered a material of plentiful diversifications, which can
be independently used to complete a painting. The so called
“five tints” refer to charred black, heavy black, strong black,
light black, and pale black, or heavy black, light black, dry
black, wet black, and dark black, to describe the abundant
meanings of the changes of ink colors, to vividly depict the
color of objects by adjust the color of ink with water to heavy
or light, dry or wet.

Coloring

Which is the “specific coloring of different objects” in the Six
Cannons. The coloring of Chinese Painting mostly follow
the original colors of the objects, doesn’t care much about
the influence and change of the light, can be divided into
two schools - rich-color and light-color. Rich-color takes
coloring as the main expression instrument, often use outline
sketching and color adding method, the coloring technique
is very complicated, there is a saying of “three vitrioling and
nine dying”. Light-color has two styles - meticulous and
freehand, meticulous light-coloring still relies on outlining,
coloring only plays a foiling roll, the times of coloring usually
ranges from one to three; freehand light-coloring is often
used with ink-and-wash, with the method of touch-coloring,
to have an effect of blending color and ink.

RELATIONSHIP BETWEEN CHINESE
CALLIGRAPHY AND PAINTING
Origin Shared by Calligraphy and Painting

Means there's a close relationship between Chinese
calligraphy and painting, the origin and development of the

[1] White Clouds and Red Trees / EE#I##E, Ming Dynasty / B8
LanYing / 5, Ink and colour on silk / 8<%, 189.4 x 48 cm
The Palace Museum, Beijing, China / b= 184)bwHE

[2] Reclusion among Streams and Mountains / {E2A/BR[E, Yuan Dynasty / 7t
Wang Meng / EZ, Ink and colour on silk / $84&&E, 124.1x56.7 cm

National Palace Museum, Taipei / ZELE S 1S40

[3] Singing and Dancing at Once / B&X@, Southern Song / FER

Ma Yuan / &i&, Ink and slight colour on silk / KEXFREBIEA, 191.8x 104.5 cm
The Palace Museum, Beijing, China, Jt5#iE &b

[4] Women of High Endeavor / ZUZ{Z%&&, Jin Dynasty / &

Gu Kaizhi (copy of Song dynasty) / BEIEZ [ RE )

Ink and slight colour on silk / KEXFREMEA, 25.8x417.8cm

The Palace Museum, Beijing, China / bR =185

[5] Court Ladies Adorning Their Hair with Flowers / #{E{t%(&], Tang Dynasty / &
Zhou Fang / f&Bf, Ink and colour on silk / #8AERE, 46 x 180 cm

Liaoning Provincial Museum, Liaoning, China / BE& &8
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two supplement and complement each other. <Record of
Famous Paintings of Ancient Times e Narrate the Origin of
Painting) written by Zhan Yanyuan from the Tang Dynasty
says: “Cang Xie (a legendary figure whom believed to have
created the Chinese characters) has four eyes, sees every
object in the universe. According to the traces of birds
and tortoises, he fixed the form of scripts and characters.
Because of the creation of characters, Nature can't hide its
secrets anymore, so millet-rain drops from the sky; gods and
ghosts can't hide their traces anymore, so ghosts cry at night.
Therefore, characters and paintings are consubstantial, both
originated from hieroglyph. Character is created to express
meanings, and painting is created to illustrate shapes.” This
is the earliest theory of “origin shared by calligraphy and
painting”. Chinese characters are pictograph, calligraphy
and painting were originally integrative and appeared in the
same time; the tools they use are the same, the techniques
are shared and of reference to each other. Hence calligraphy
uses painting and painting uses writing, the two are closely
bound up in terms of proper planning of composition,
structural use of the brush, vivid spiritual consonance, and
proper representation and fidelity to object.

Inscription

The scripts that are cast or engraved on ancient bronzes
and sacrificial vessels, Yan Shigu said: “the character kuan
means engrave; and the character zhi means inscribe.”
The posterity also called the signatures and writings on
calligraphy and painting works “Inscription”. "kuan” is seal,
which includes name seal, collection seal, and artistic seal;
“zhi" is identification, refers in particular to painter or writer’
s name, style name, sobriquet, and time of creation, etc.

Inscript and Postscript by Painter or to Recipient inscribed on
a Painting

Usually refer to writings on calligraphy, painting, or book, the
contents include superscription, comments and appraise,
textual examination, and adversaria, literary forms include
prose, poetry, and ci poem. The inscription on painting,
Tang Dynasty painters only put tiny little characters at tree
root or rock crack, those not good at calligraphy inscribed
on the back of paper. In the Song Dynasty, it's started to
put year and month on paintings, texts were only in slim
regular script and no more than two rows. Only Su Shi used
big running regular script, and wrote three to five rows of
postscript. Yuan Dynasty painters developed the contents
of inscription from name and time to poem, inscript and
postscript, some exceeded 100 words. The vogue of inscript
and postscript prevailed in the Ming and Qing Dynasties,
and had gone down to nowadays. Wang Gai from the Qing
Dynasty said in his {Mustard Seed Garden Commentaries
on Painting) : “seal was rarely used before the Yuan Dynasty,
inscription was hidden in rock cracks, because of the worry
that the calligraphy was not good enough and would damage
the composition of painting, till Ni Yunlin, whose calligraphy
was powerful and easy, who either put postscript after poem
or poem after postscript; Wen Hengshan's inscription was
clean and tidy; Shen Shitian’s calligraphy was free and easy,
Xu Wenchang's poems were outstanding; Chen Baiyang’
s inscriptions were incisive and eminent; the inscriptions
often broke into paintings, added unusual charm to their
paintings.” From the Yuan Dynasty and on, inscribing
writings, poems, and inscriptions had become an artistic
means to increase poetic charm of Chinese Painting works.
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[1] Supreme Treatise on Moral Retribution, No.15 / K EEE+RSR, 1999
Zhu Wei / %18, Ink and colour on paper / KEBFREHEA, 222 x 110 cm
Asian Art Museum, San Francisco, USA / 3B =& NEMT SRR

[2] Ink Plum Blossom / Z#5[&], Qing Dynasty / 7&, Wu Changshuo / REHE

[3] Sheep and Goat / Z[&, Yuan Dynasty / 7T
Zhao Mengfu / #8&JE, Ink on paper / KEB#EA, 25.2x48.4cm
Freer Gallery of Art, Washington DC, USA / S=Els5H| &AM SRR

[4] Horse and Rider / =¥ AE@Z—, Yuan Dynasty / 7T
Zhao Mengfu / ##JE, Ink and colour on paper / KEBFEHEA, 30 x 463 cm
The Metropolitan Museum of Art, New York, USA / SEBIfRAAER G BT EIEER
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[1] General Guan Investigating the Capture / EAJJ#&H§[E, Ming Dynasty / B3

Shang Xi / B2, Ink and heavy colour on silk / A%, 200 x 237 cm
The Palace Museum, Beijing, China / JtR&= &R

[2] Butterflies in Spring Day / B5&EE, Southern Song / FER
LiAnzhong / Z=%&&E, Ink and colour on silk / $8A4RE, 23 x 24.7 cm
The Palace Museum, Beijing, China, JtER&E &4k

[3] Quail and Fishes / #8%5i#f[B, Qing Dynasty / &
Bada Shanren / \KILUA, Ink on paper / KE&#f74&, 32.8x31.5cm
Lingyan Temple, Suzhou, China / ER/NEESLZFEL

[4] Mountains in Clouds and Mist / ZIL[&, Northern Song / LR
MiYouren / K&1{Z, Ink on paper / #&AIKE, 24.7x28.6 cm
Osaka Municipal Museum of Art, Osaka, Japan / BAAMRHIIEMEER
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[1] Landscape in the style of Juran / {AE%ALLZKE , Qing Dynasty / &
Wang Jian / F2, Ink on paper / #&AK&E, 127.4x60.2cm
Shanghai Museum, Shanghai, China, {84885

[2] Diary of Sleepwalker, No.25 / &iEFEL_+H5, 1998
Zhu Wei / %f&, Ink and colour on paper / KEREAEA, 173 x 132 cm
Private collection / FAAMGE

[3] Liuhai Makes Fun of The Toad / 2I/SE#EEB], Ming Dynasty / B
LiuJun / 28, Ink and colour on silk / $84&%E, 139 x 98 cm
National Art Museum of China, Beijing, China / SPEIEMiEREL

[4] Three Humpbacks / =BEE&, Ming Dynasty / BH
Li Shida / Z13#, Ink on paper / #E47KE, 78.5x30.3 cm
The Palace Museum, Beijing, China / It = BT



122 -123

ki, SERBEMAD, REFBRMIER, EUEEER, &85
= ELUREHE, #AE, " RERERREFIERRRA

= SILRNERNREN, BEERRT—TEEE JFEFEUE
7, ERRNEE EARER, E-EERELE. BEAE.
REMUE, ERRE LHEHENER, TREHNEENE
HEESRIRREAA D,

CEZ - MEET) "SI, XE#E, FEERNRE.
BRRMAE AR ZB R Aot RRHRE. ELIREES,
WA, TRENENEE, MEWEERIR. AMFRRIE,

B

HELBERELANBIE, ERFABHEGE _LE/FARE.
R, iLBE, EdE—BEBEMNFT. IRE—REESR
B AMEENRIFETEN, RREBEHNARERETES
ERENMNENMNZEERE LHERENRITNER, BHEF
LERR—EREERE LEFNA, L%, EREs,
WEHN (REREE)  BREREANSISRELWNT, &
T BRAARNER, ERHUBHRAER. PTEEERS, &
mrytys, EMEZEEthAREER, UREREE, FEEE
SifE. BLER, BERARRNFRERROER . F8F
THASZBERERNEEEE, 2RN, FRWEFEA t
ERMEE, ETEMT. TANTHEELTREREDIFGER,
EEEAZELELRGT, BTHE BERZARRE FS
-3

ENgE

FEETEERAANDLHE, WERNIEE, M5 Sk
HEE, EER—K, FLNEFLFFHEARENDNHIEE,
MTREEN CZEILEE) |, ETREDECANHNERE
NTEK, BZEBELETM E—FRIIFE, BRTREF
B TRREETNA—RELEERNLER, HEFESEN
2. ZEHNEIEEEEEE LB, W EZREE" " A
RER'WLRHBCE LEEE =AEREE'H
FHRTEBRT . AR FHREWE N ETHEE,
R EIRBIRZIEEERIED, IR AZERIERBABERET T
ESHRIF " IHyO FRBEEY . "IETRREE TR
CEM CREBE. CIEEMHE R R "IREM
BES "IBNT, Eﬁ%%ﬁéﬁéﬁﬁffﬁﬁ’ﬂg%ﬁm RHEERN
"BET. TEMEL. TEMER "BEKXR' "B5TF
ZBREERNRNE ", BRERRIRER " RERARLHE .
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BREEECE S, ELEELERNWANETIMARAYLS
EEHRNBEMKE,
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[1] Bamboo and Rock / 1A, Qing Dynasty / /&
Zheng Xie / BB, Ink on paper / JK&EHEAR, 217.4x120.6 cm
Shanghai Museumn, Shanghai, China / _EiB&Y8EmH

[2] Autumn Colors on the Qiao and Hua Mountains / 82ZEfkEBE, Yuan Dynasty / 7T
Zhao Mengfu / #8&ME, Ink and colour on paper / KEFREHEA, 28.4x93.2cm
National Palace Museum, Taipei / EJtHE S5

[3] Festival, No.10 / BTE15%, 1998
Zhu Wei / 4&f2, Ink and colour on paper / K&REHEA, 130x 131 cm
Wellesley College Museum, Boston, USA / EEIRFREAZNEHTIREBT IR 8RR
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* A 288FE Neolithic Period ¢.6500-1700 BC

£ Xia Dynasty ¢.2100-1600 BC
7 Shang Dynasty ¢.1600-1100 BC
J&l Zhou Dynasty c.1100-256 BC

A Western Zhou ¢.1100-771 BC
BfE Eastern Zhou 770-256 BC

- &%k Spring and Autumn Period 770-476 BC
- B{E] Warring Period 475-221 BC

Z Qin Dynasty 221-206 BC

7 Han Dynasty 206 BC-AD 220
8% Western Han 206 BC-AD 8

#EZF Xin (Wang Mang Interregnum) AD 9-23

¥ Eastern Han AD 25-220

=Fl Three Kingdoms 220-265
R Wei 220-265

¥ Shu Han 221-263

R Wu 222-263

& Jin Dynasty 265-420

PB& Western Jin 265-317

+75E Sixteen Kingdoms 304-439
& Eastern Jin 317-420

%3 Southern Dynasties
2R Liu Song 420-479
25 Southern Qi 479-502
2 Liang 502-557

& Chen 557-589 - K% Yongle 1403-1425

4t88 Northern Dynasties
4tZ2 Northern Wei 386-534
BR%E Eastern Wei 534-550
FE%E Western Wei 535-556
4tZ Northern Qi 550-577
1A Northern Zhou 557-581

F& Sui Dynasty 581-618

& Tang Dynasty 618-907

A Five Dynasties 907-960
%12 Later Liang 907-923
#%FE Later Tang 923-936
%BE Later Jin 936-946

%% Later Han 947-950
%A Later Zhou 951-960

# Liao Dynasty 907-1125

R Song Dynasty 960-1279
JtZR Northern Song 960-1127

R Southern Song 1127-1279

& Jin Dynasty 1115-1234
7T Yuan Dynasty 1279-1368
BH Ming Dynasty 1368-1644

HE Hongwu 1368-1398
X Jianwen 1399-1402

HEE Hongxi 1425

E1E Xuande 1426-1435
1E#E Zhengtong 1436-1449
=2 Jingtai 1450-1456
K& Tianshun 1457-1464
ift, Chenghua 1465-1487
5h7& Hongzhi 1488-1505
IEf® Zhengde 1506-1521
=15 Jiajing 1522-1566
[ Longging 1567-1572
& Wanli 1573-1619
#& Taichang 1620

K Tiangi 1621-1627
548 Chongzhen 1628-1644

7& Qing Dynasty 1644-1911
JIE58 Shunzhi 1644-1661
FRER Kangxi 1662-1722
ZEIE Yongzheng 1723-1735
87F% Qianlong 1736-1795
=B Jiaging 1796-1820
&Yt Daoguang 1821-1850
B Xianfeng 1851-1861
878 Tongzhi 1862-1874
Jt#E Guangxu 1875-1908
E#f Xuantong 1908-1911

AFEIRE] Republic of China 1912-

JHFE Hongxian (Yuan Shikai) 1915-1916

FhEE A RHAIE] People’s Republic of China 1949-



126 - 127 WORKS | £&



128 - 129

1988-1992

Around the late-eighties, Chinese ink painting witnessed
a modern renaissance. Initially, the incentive for this shift
came from a group of traditionally trained ink painters who
were experiencing the rapid changes happening in China at
the time. They had come to realize that their feelings and
surroundings had become drastically different from those
of their predecessors. Traditions and values from the past
no longer applied harmoniously to the contemporary world.
Thus, Chinese painting required diverse developments to
respond to the radical changes that were occurring within
society. In 1988, Zhu Wei was a student at the Chinese
People’s Liberation Army Arts Academy. Today, he still owns
many of his paintings from that period. Although most of
those works were copies of other paintings, they already
began to show the style Zhu Wei would employ in his future
important works, such as “The Story of Beijing”. If the
development of Zhu Wei's works from then on has shown
signs of inheriting this signature subtle Zen-like parody, then
“The Story of Beijing” from 1991 has undoubtedly defined
the artist’s artistic direction. “Foreign Exchange Certificate”,
"Stock Exchange” and “Express” were all trendy terms at
the beginning of China’s open policy. At the same time,
Zhu's incorporation of classical visual vocabularies into his
paintings, have allowed him to successfully achieve his goal
of reflecting reality.

it 20 tHiC 80 FAURHARMNR, TEIKEEMBTHRABE
R, SYNFRERRRHRERTENKEERE
HAERBEMPEAEE, AN LERNRERSHE
ARNEEKREN, ERARBRFARE, PEHEESFE
EFSRMMNMREROELENES, 1988 FRENEM
WESTERMN—RTREE, EREKENSIEANE
NEMEPEEREVEM, FELL " 5/\K " 6hdh, EEREYIRL
BIFMEMNIG, BEEREEAERER (LRSS
SRz, MRBABELENEREBWIFER T ERIFAR
ROIEEREIRREE, 1991 FAMEN tREE) RERER
TERRHEREE T BINRARIRBIERI A A, " HNEEZ FEZS R
MENERERIARFENFR, FFHEHEEBSHMA
B, EEEFIFRiaEMER T REIREAE .,
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UAPNITYIS

Landscape derivative from Bada’s brush style

KEER, BNREHN=T"7 ' WABE. hWAKRESE.
THRE. MHRENRS,

Signed Zhu Wei, with thirty-two seals of the artist: nine of Pictorial seal,

nine of Zhu Wei Shu Hua, ten of Zhu Wei, and four of Zhu Wei Yin Xin.

KEEREHEA

Ink and color on paper

33x33cm | 1988
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ANKLKELGILREEANDE 5]

Portrait No.1 derivative from Bada’s landscape brush style, the embryo of Beijing Story

REER, BMROH—F | KEES IKEHA
Signed Zhu Wei, with one seals of the artist, Zhu Wei Shu Hua Ink on paper ‘ 33 x33cm \ 1988
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ANKLKELGILREEANE =58

Portrait No.2 derivative from Bada's landscape brush style, the embryo of Beijing Story

KEENR, BINRBOF  BI=MNREEE. IKEHEA
Signed Zhu Wei, with one seals of the artist, Pictorial seal and Zhu Wei Shu Hua. Ink on paper ‘ 33 x33cm \ 1988
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tREEmAZ—
Beijing Story, Colourful Sketch, No.1

IKEEREHEA
Ink and color on paper ‘ 33 x33cm \ 1991
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TtREEMAZZ
Beijing Story, Colourful Sketch, No.2

IKEEREHEA
Ink and color on paper ‘ 33 x33cm \ 1991
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The Story of Beijing (1993-1995)

The creation of The Story of Beijing has connections with the
liberating movement of thought that emerged in China during
the 80’s; in which the army and intellectuals had different
roles to play.In the end, the intellectuals were the ones that
were compromised and defeated. The artist in 1989, as a
member of the army, was at his daring and energetic prime
and would soon graduate from the Art College of the People’
s Liberation Army. The highly disciplined experience from
that time left its mark on Zhu, who consequently began to
hold strong reflections on freedom. The quality of how the
intellectual craves for free thoughts is reflected in those of
Zhu's generation.

"Jeffrey Hantover notes in an article about The Story of
Beijing in 1993: "Soldier and civilian alike view the new woeld
with impassive wariness. Look closely at the paintings:in
almost none of them do flgures look directly at each other
or at us:they are always glancing up, sideways, or out of the
corners of their eyes. .. The real action takes place outside

the frane,beyond the stage of their lives and Zhu Wei's actors
know it.The script for their lives is written by unseen others.

The Story of Beijing can be considered as Zhu's search for
the acknowledgement of his self-consciousness.A subtle
personality has made Zhu's artistic expression humorous,
rather than radically visual in its approach. Moreover, the
fact that Zhu has amassed years of training in classical
cultures also enriches the inner symbolic power of his work.
In the period where he painted The Story of Beijing the artist
also created works such as The Story of Sister Zhao. Red
China-Fashionable Dress.Woman Soldier Xiao A.

[dt=#E ] (1993-1995)

(IbREEE) PRI 20 tHic 80 SRAUHREI A LA EY
BAEMEMES AR, EBMMHEN FEMEARARBEE
BEEPEHE T REANENIER, M&E FMHO TS
TR —F, 1989 ERRENR, FABKTH—
B, FERERBBNEERA, 1A REKESRM
BirEYE, BERRENCETREOFRE T 7T AIERN
OIR, URHBEHFEARINRE. MHNTEREHMR
HEBEEFE, WAERKNE—ERHNEENLFEE, 1993
F Jefferey Hantover ZERARRME (ALRINE) BN EEER
" BRI BURUT B ORERFSEFER, FHEREE
B A, ST8E MEE FEEHAFANEEHM,
HFRENEEMEE 8, Wn -5, IERANE -
KMABAENAFBEEEER | MFINERRIARHEE
HMMAFIBRN, " (ERE) AIUEERAESRKER
ERWRENER, SEAMHEERE T R EBEER LY
% MASRERBEEERESN, FHCFIRETE
NS EMEFERENRR, WEARA T ERTR
HREBEMN IR, M LR E) FRFERANERRE (H
EATER)  (PEIAT - BEEE) . (EA) TR
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JEREE—R
The Story of Beijing, No.1

REER, BMROH—F | KEES KEFREHEA
Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua. Ink and color on paper ‘ 66x67cm | 1993
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ERRE=R
The Story of Beijing, No.3

REER, BMROH—F | KEES KEFREHEA
Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua. Ink and color on paper ‘ 66 x 66 cm \ 1993
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Comrade Captain (1992-1994)

Zhu Wei began the Comrade Captain series in 1992 after
leaving the People’s Liberation Army which he entered at
the age of 16. The experience of more than 10 years in the
army left an indelible memory, which became a source of
inspiration. Comrade Captain marks the beginning of how
Zhu attempts to express contemporary reality through
classical Chinese ink techniques. The image— “Comrade
Captain” that Zhu has created is a subversive version of
the subject matter. Since then, the artist has leaped a step
forward in his career and he continues to explore the use of
brush, paper, colours and forms. At a time when the use of
ink and brush was still a complex and a heated debate for
the Chinese, Zhu had already embarked on his journey of
investigation.

[ EREIRE ] (1992-1994)

SRARIE 1992 FERIRENIE (ERREE) RIWEmR, R
RIRIBRBE IR, 16 BRIMAARMNE, F) 90 R4
RRENEEMBRRER QTR ER. ATHATEEN
TERFNEREEBMEAAEN, WRMET T KRB
HAIECIE, BEBREENERAHEENBERAR. (£
FHEE) RREERFATEIKSENREESHERARER
EMEER, MANER (LREX) ERyTENeEhs
BEANERE—AEE, Bt KENZMEEELRT
BE—¥, WEEFA Mk RE. SRELERKRT
FHENRER, EPERAKEREEAEEMBERZNSF
ARIEMR, KESKABRTHRNR T KEENRLHN
PRI R
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EREE=5R

Comrade Caption, No.3

REER, SAMERMEZRE (1993 %) , BRGNS .
KEZENREHE,

Signed Zhu Wei, dated Gui You (1993), with two seals of the
artist: Zhu Wei Shu Hua and Zhu Wei Yin Xin.

KEFREHEA
Ink and color on paper ‘ 186 x 162 cm \ 1993
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Sweet Life (1994-2005)

In 1994, Zhu followed different creative paths simultaneously.
No doubt, Sweet Life is the most representational of the
lot. Drawing from the memory of the People’s Liberation
Army as a reference and inspiration, this series took Zhu
the longest to carry out. Zhu Wei has created a new image
for Chairman Mao with his unique style which mirrors Zhu's
personal artistic language.

What distinguishes Zhu from the “Political Pop” movement
during the 90’s is that he has no intention to simply
appropriate and replace the meaning of symbols. He
insists on observing reality through the perspective of
the ordinary Chinese and reacts frankly through classical
Chinese painting techniques, instead of expressing himself
through a conceptual view or a novelty-seeking attitude.
By approaching actual life as material, the artist describes
the grand social events and the deified giant image with a
humane sympathy. During 1994, the artist has also produced
works such as Ambushed from All Sides, Climax, My Story,
New Positions of the Brocade Battle, The Trails of a Long
Journey, Tian Gong Kai Wu.

[ BHZERAETE ] (1994-2005)

1994 FE—5F, KENAWFEFRRR LERET, (M
BENER) EREE—FHESFRTRABARMEN, [
R th AR ENIERPAMERSEIEERRMRY], WA
BURE A BRELELEFRIREMEN. TREEHE
ERATREE KRB BY, TERBRNEAEREE
BAMLHE@ES . M 20 tHid 90 FAEEN " BUa
RE " HREFRESNE KEEENGETRNIBAEM
B, MERU—EEBTEANREETRE, UE
MPEeENR TR IREMLRENRIE, MmIFU—2H
SHAESHETMNEERRBREHE, BSNNREE
ERE, BB AN BENERRANHLEEMS DL
R—E# "M " EAER. 1994 FRFAMERIEDE
B (TEER) . (BE) . (FROEE) . (FRTEE
iR  (FATI) o CRIFEM %
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HEMETF W

Sweet Life, No.1

REZEN, BMRHOTH | KESE. KMENE

Signed Zhu Wei, entitled by the artist, with two seals of the
artist, Zhu Wei Shu Hua and Zhu Wei Yin Xin.

IKEFREHA
Ink and colour on paper ‘ 193 x 256 cm \ 1994
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EHENEF IR
Sweet Life, No.2
KEZR, BMIRBE—F  KEES,

Signed Zhu Wei, entitled by the artist, with one seal of KB EHEA
the artist, Zhu Wei Shu Hua. Ink and colour on paper ‘ 175x 132 cm \ 1994
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HENEF=R
Sweet Life, No.3

KEENR, BINRHBM A | KESSMREDE
Signed Zhu Wei, with two seals of the artist, Zhu Wei KB RIRM A
Shu Hua, and Zhu Wei Yin Xin. Ink and colour on silver-flecked paper ‘ 54 x 68 cm \ 1994
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HEMEF =+
Sweet Life, No.21

KEBER, BMRBEH=F :

KEEW. TEN\NABEEEERREN,

Signed Zhu Wei, entitled by the artist, with three seals of the
artist, Zhu Wei Zhen Ji, Shi You Ba Jiu, and Wan Yu Tang Jian
Shang Zhu Wei Zhen Ji.

KB

Ink and colour on paper

| 178x170cm | 1998

TARIDR T SERL
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HEMEE- TR
Sweet Life, No.27

KEER, SAWERBE—NAN\E, B B — U \FEIER.
FEEEEER, BEWE BEDANBREILE, HHTEHE
ReMRR—RBEML, £1hE FREHE AaE—BEER
PIREEAERREE . 2RENLH  ZHA+E . BE
BEERBEN. KEEH. @i KESENEE,

Signed Zhu Wei, entitled and dated by the artist, inscribed “1998
A.D. in Beijing. Before the Spring Festival of Chinese lunar
calendar, drinking beer, listening to the evening music from
radio, it seems like the last day of next century. In China, it's
even sweeter. Because we don’t remember when we have ever
had this kind of life.” With seven seals of the artist, two of Shi
You Ba Jiu, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, Zhu Wei
Zhen Ji, website, Zhu Wei Shu Hua and Pictorial seal.

KB AR
Ink and colour on paper ‘ 169 x 45¢cm | 1998




1 6 2 - 1 63 iifzfﬁii;fng(zzz)m Series 1 (1994)

R EME—HE=0R
The Story of Beijing Album Series 1, No.3

KRN, BRMEREZE (1993 4) WREH,

HIRBEN "7 | KEEENFRE

Signed Zhu Wei, dated Gui You (1993), inscribed by the artist, with KB

two seals of the artist, Zhu Wei Shu Hua, and Zhu Wei. Ink and color on paper ‘ 33 x33cm \ 1994
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ERREME ZE—5%
The Story of Beijing Album Series 2, No.1

REER, BMROH—F | KEES

Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua.

IKEEREHA
Ink and color on paper ‘ 29 x 33 cm \ 1994
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Descended from the Red Flag (1994)

Descended from the Red Flag was also created in 1994.
Zhu's works exude an intense sense of talent, which is in
fact, related to his broad interest in drama and music. For
years,the artist has been a devoted Rockn'Roll fan,and
Cui Jian's music-the icon of Chinese rock-has been Zhu-s
inspiration.Thus, in the Descended from the Red Flag series,
viewers can almost feel the vibrancy of Rockn'Roll.

[FIHETEIE ] (1994)

(IR TEVE) EURAIER 1994 5, KEIERPRIBHD

WERNNFIE, BELSMIZAEERE. SRR
WPAKEBE X, ZER, KE-BEESRENERTEN
RIS ERAME, ERENAIFERMSEERRAIE,
£ (GIETHE) R5)F, BROUTFEREIRATEN
FHEEE,
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AIETHE—R
Descended from the Red Flag, No.1

KEEN, BFRLBIER PERLSHS FAEMAEERE

BMFRBENA  NHREEE. KBIE. BERE.

Signed Zhu Wei, entitled by the artist and inscribed “Chinese

daughters have a desire strong. To face the powder and not

topowder the face.” With nine seals of the artist, six of Zhu Wei Shu | KEREHEA

Hua, Zhu Wei Yin Xin, Pictorial seal, and Zhu Wei. Ink and colour on paper | 66x131cm | 1994
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HME—R
My Story, No.1

KEFER, BEMIRATE, BMRBHNTH | RMESENRENE. i
Signed Zhu Wei, entitled by the artist, with two seals of the artist, | XEREHMA
Zhu Wei Shu Hua and Zhu Wei Yin Xin. Ink and color on paper | 34x58cm | 1994
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FEE SR

My Story, No.2

KMEEI, BMRBANTS | KMEEE. KEBHE
Signed Zhu Wei, entitled by the artist, with two seals of
the artist, Zhu Wei Shu Hua and Zhu Wei Yin Xin.

KEREEMHA
Ink colour and gold on paper ‘ 56 x41cm \ 1994
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IR 2 B AR
The Story of Sister Zhao, No.4

KEEREAEA, KEER, BRI F KEEE. BENKEDE.

L

'. o i ’ & 5'
Signed Zhu Wei, entitled by the artist, with two seals of the artist, | KEFREHE <
Zhu Wei Shu Hua, Pictorial seal and Zhu Wei Yin Xin. Ink and colour on paper ‘ 133 x 66cm \ 1994
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Iz B R
The Story of Sister Zhao, No.5

KEBFREHA, KEER, BMRBO=7 | KESE. BENHRENE,
Signed Zhu Wei, entitled by the artist, with three seals of the artist, | KEFRBHA
Zhu Wei Shu Hua, Pictorial seal and Zhu Wei Yin Xin. Ink and colour on paper ‘ 66 x 67 cm \ 1994
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FiRTCERE—R

New Positions of the Brocade Battle, No.1

KERERETE  AZiE, AERAREE. XERBZE, Wbt
Nk, NBRE, BozF, £RENY, —b ) R¥zF, RHEAERE
IS, — HetoF BEZE =t FEzF RERER, 2
SH0E, Ot BetzF, BEEHEXN, At IECF, BFEAEF K
. XEHEZF £ERE, Tt XE2F, OAELERE, 8,
Bz F, wARE BEERE B, T BRNRGH—F | KEHE.
Inscribed “The Yellow Emperor said: Human life originates in
the union of Yin and Yang, the Nine Calamities must be avoided.
The first calamity is the child conceived at midday; it will become
rebellious. The second is a child conceived in the middle of the
night, when the doors of heaven and earth are closed; it will
become mute and deaf. The third calamity is a child conceived
during a solar eclipse; its body will be weak. The fourth calamity is
a child conceived during a thunderstorm, when the wrath of heaven
rages; it will be of irritable temper. The fifth calamity is a child
conceived during a lunar eclipse; it will damagethe mother’s womb.
The sixth calamity is a child conceived during the occurrence of
a rainbow; it will meet with misfortune.The seventh calamity is a
child conceived during the winter solstice or summer solstice; it
will harm the parents after birth. The eighth calamity is a child
conceived during the full moon; it will cause disturbances. The
ninth calamity is a child conceived in a drunken state; it will be
epileptic and sick with ulcers.”(translated by Frank Lehberger) by | 7KEREREEIMHEAR

the artist, with one seal of the artist, Zhu Wei Yin Xin. Ink, colour and gold on paper ‘ 132x 133 cm \ 1994
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FiRfeE iR
New Positions of the Brocade Battle, No.2

SRMETE, BRSNS | RIBEUE,

Signed Zhu Wei, with one seals of the artist, Zhu Wei Yin Xin.

KEFREEMIEA
Ink, colour and gold on paper ‘ 65x 66 cm \ 1994
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FfRTCERE R

New Positions of the Brocade Battle, No.5

REER, BMRHN=T7 | KEEE. KENENEE,
Signed Zhu Wei, entitled by the artist, with three seals of the
artist, Zhu Wei Shu Hua, Zhu Wei Yin Xin, and Pictorial seal.

KEREEMHEA
Ink, colour and gold on paper ‘ 133 x 185 cm \ 1994
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New Pictures of the Strikingly Bizarre
(1994-1996)

A critic once commented on Zhu Wei:"Zhu Wei is a serious
yet witty and humorous thinker and a diligent practitioner.”In
the same year as working on Comrade Captain and Beijing
Story in 1994,Zhu has also began-New Pictures of the
Striking Bizarre based on Ming Huaben/vernacular short
stories.With a slight change of the tiltle,Zhu appropriates
the subject to tell contemporary tales.The artist thinks that
whatever is happening today actually has resemblance to
old times. Also, he explores a variety of forms in his works,
drawing reference from the various framing and mounting
techniques in classical paintings.

The picture in Zhu's painting has a punk gestue which
represents "I Love You"in English sign language—
stretching the thumb, index and pinky fingers,while rolling
the middle and ring fingers,which altogether symbolize the
3 letters:I,L[Loveland Y(you).This work is one of the most
emblematic works for Zhu in this period.

[ #H=ZREEET ] (1994-1996)

Bz akimtmih RE | RER—IERETHNEE
BB RBEENSENEEE. EAE(ERER L
RE) NFER, 1994 FE—F, KEXFRTH2HE
mVER GT—Zin=ReT) MREEM, KERER
EERHFLE), AERBIRANKE, MRA/ASKHE
EN—HBMERIEERL, HEEERH LRET
ZME(LAVR]REN, MEBRE—THZNRBIFENTE
BHREEZBNEETH, BETIRE "B EHRNFS,
B EARMEREETFETH " HEMR", BEREE
RIEN/NME, RSBEDENTREISEFR 3 .
L (love ) #Y (youfR) , MaKEBLITERREENR
RMERIERZ—,




’I 8 é 'I 8 7 Pictures of the Strikingly Bizarre (1994—1996)
- TABARFES (1994-1996)

ZRRET MR EIR

Pictures of the Strikingly Bizarre. Square Accounts after the Autumn Harvest

RBRER, BMRBE—7 | KEDE,
Signed Zhu Wei, entitled by the artist, with one | KEFREMHAR
seal of the artist, Zhu Wei Yin Xin. Ink and color on paper ‘ 66 x 67 cm \ 1994
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China Diary (1995-2002)

Akin to Box, China Diary is a channel for Zhu Wei to unleash
his affection towards Chinese antiquity and the classics.
In this series, Zhu has not presented much of the human
subject, but his admiration and preference for the essence of
traditional culture. And he has developed a dialogue beyond
time and space with Chinese masters such as Han Huang,
Zhao Jie and Li Song in his paintings. To a certain extent,
Zhu’s understanding of classical paintings is more profound
and pure when compared to the so-called authorities that
only comply with the orthodox. The artist persists that
whatever happens today can be traced back to tradition.
This rationale has become his foundation of referring to the
classics. Indeed, Zhu's notion has captured the initial linkage
between history and the contemporary.

When encountering reality, Zhu takes traditional paintings
as a carrier to record the present situation like a diary. He is
concerned with the current Chinese’ living condition as well
as the meaning of life. The year 1995 was also a vigorous one
for Zhu's creativity, where he began series’ like: Somewhere
over the Rainbow, The Square, Story of Letting Go, and
Goodbye Hong Kong. He also produced other works such as:
Beijing Time, Comrades, Dreaming the Butterfly, Joy FM,
My Father’s Older Brother, My Love, The Story of Xiulian,
Untitled.

[FEHEE] (1995-2002)

H(2F) RyEMELY, (FEER) UTRREER
EahHABEN—ELRO. EEERTINERT, KE
REBZNRB|AMEN, MEREHERBENR
BARE, HER. BE FEFETBRZEYHE X8
REL, KEHHEEENER LHRIEZERBEXNR
SEIEEFIRISEAEAIRZ, B EMER RS RN —
8], ERIUEERAEREIRE, ERAMES RN RE
i, MEthrEeELEE THAREE, mEEER
BitR, KEAEMEEFHHE HERRRUBRER
BHAT, BEPEARENETRE, BIEmiSEs.
1995 FEREREANEERAIBNWER, (TERH Lm) |
(BE%) . (BHAN%E) . (BREEH) FEREES
REFAPIEE, Ml AtmERE) « (EEF) o G
EEER)  (EEEE) . (RENFF) . (BARE
MIREBM) o GGENSRE) . (EBE) FHHMAFER
1995 &,
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PERE LR
China Diary, No.7

KEER BMRBN=7 KEEH KEEENBEEEEREEN,

Signed Zhu Wei, entitled by the artist, with three seals of the artist,

Zhu Wei Zhen Ji, Zhu Wei Shu Hua, and Wan Yu Tang Jian Shang | K2RMEHA

Zhu Wei Zhen Ji. Ink and colour on paper ‘ 131 x 184cm \ 1995
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RE AR TR
China Diary, No.19

KEER, BIMRGOUS | KEBH KESEE.
BEEEEREEIEMG,

Signed Zhu Wei, with four seals of the artist, Zhu Wei Zhen Ji, Zhu Wei
Shu Hua, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Shen Pin.

IKEEREHEA

Ink and colour on paper ‘ 130 x 130 cm \

1996
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hERE= 5
China Diary, No.20

TUBEER, RESER, BIMRIGEH—7 | KEEH. KRR EHEA Each panel
Four panels, signed Zhu Wei, with one seal of the artist, Zhu Wei Zhen Ji. | Ink and colour on paper | 66 x 66.5cm x4 | 1996
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FERRAE TR
China Diary, No.51

KEBFRLEFRLE, BH " ¥EE, NRREKRZLEEL " PE
HE " EfItRIES ", BRTREENLT | ZHKREEME. KEERR
TENN B, BESRETMR,

Signed Zhu Wei, entitled by the artist and inscribed “The year of Xin
Si (2001), paint this painting from grain fills to great heat at Shun Vi,
Beijing”, with seven seals of the artist: two of Zhu Wei Yin Xin, Zhu
Wei Zhen Ji, Shi You Ba Jiu, Website, Hai Dian Wan Quan Zhuang and
Shen Pin.

KB
Ink and colour on paper ‘ 183 x 255 cm | 2001
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hEBERE+ %
China Diary, No.52

KEERLZLANERRE, BMREN+—7 | BEEEEREENN

THREREY. BE. TEN R KEKREEE MBLL

BERRIL.

Signed Zhu Wei, inscribed and dated by the artist, with eleven seals

of the artist, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, two of Zhu Wei

Zhen Ji, Pictorial seal, Shi You Ba Jiu, A Wei, Zhu Wei, Zhu Wei Yin Xin, KB EMA

Website, Shen Pin and Hai Dian Wan Quan Zhuang. Ink and colour on paper ‘ 196 x 265 cm \ 2001
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"PE AR E g
China Diary, No.54

KEFER BMRBAMAS  BEEEERBED. KEME BT
FRE. 5.
Signed Zhu Wei, with four seals of the artist.Wan Yu Tang Jian Shang

Zhu Wei Zhen Ji,Zhu Wei Yin Xin , Hai Dian Wan Quan Zhuang, and Shen | K&
Pin. Ink and colour on paper ‘ 193 x 194cm \ 2001



202 - 203

The Square (1995-1996)

From 1995-1996, Zhu Wei produced “oceanic” paintings to
relate to Tiananmen Square. Like the ocean, Tiananmen is
wide and magnificent. The sea of historical events happening
there are uncountable, uproarious and full of passion.
Everybody is soaked in these events that are unavoidable and
one cannot but live with them.

In the series, a painting depicts a soldier sinking in deep
thoughts among the waves, which is almost like the artist’
s autobiographical reflection. Meanwhile, the picture is also
mixed with historical images of Stalin and Marx. Instead
of using poetry, Zhu takes Cui Jian's lyrics as the text to
accompany his work:

“Heaps of problems lay before me,

Let's resolve you first.

You can say there isn't a bigger problem.
The idea just flashed across my mind,
To resolve you first.

Heaps of problems lay before me,

But now there is only me.

| pretend to be serious with you,

But you see through me.

You extend your arms with seeming indifference,
Accepting all my sham and trouble.”

Here, Zhu takes what he thinks to be disconnected to the
contemporary reality: the classical painting technique combined
with pop culture—something that is tightly tied to contemporary
society. As Cui's bold lyrics—written in the bamboo slip style of
writing—fill the picture with a symbolic military coloured (green
and blue) background, the work can thus be seen as another
one of Zhu's personal mirror images.

[ E35 ] (1995-1996)

1995 5] 1996 &£/, KEXAFTBNRLPIESZNE
FieE, REF K RZFPIEEMEMALERN, £
EEBEBNELREHNEEF AR BEMS
BHE. EfM2ERISEARNEGE MEEKE, Bl
INEEREERZNERF TR, RITE—RENZEE
BEREERBN—LEREA, BIRAEEEENRR,
HWHETREELGENDEMNERBNLR. BXE
R, MERZE R R BMERNTEESSE,
"ERATNRRERS, HARER | SIRERMEHRE, BEX
S | BBRNEEES, AIIRAERE—E ) REFNR
HERER, PIRIFER | (RIFRESRNEE, BHRHTF
ERMBE—EES, "TEE SERUSEAEKERE
HERBEANPEERESE S ANRREL EHERE
RITEREGikesR, ERAENTHERUTERINER
FREFREEF, AEANERNEROHANE RAEE
G, EREAUEFRRESTEBRTRIKIR,
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B ER
The Square, No.5

KIEZN, BMRBON_S  KEEE. B, KB
Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua and Shen Pin. Ink and colour on paper ‘ 30x38cm \ 1995
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BEEHAR
The Square, No.9

REFARAL A " RFIVEERS [ RBIRER [ EIRERME/ 28
KRR / B TR REE / RITIEIMARR / B RNMERS /B1R
ERE—E / REFHIRRERS / AT RINER / MIFREFTERIE
HREITF, ERIE. " BMREN_TH  Z+HRRIE BE
BEERBEPKEES.

Signed Zhu Wei, inscribed “Heaps problems lay before me / Let's resolve
you first / There is nothing is a bigger problem / The idea just flashed
across my mind / To resolve you first / Heaps of problems tomorrow /
But now there is only one / | pretend to be serious with you / But you
see through me / You laugh with a calculated ease / And extending you
hands”, with twenty two seals of the artist, twenty Zhu Wei Yin Xin, Wan | 7KZ2F2EHEA

Yu Tang Jian Shang Zhu Wei Zhen Ji, and Zhu Wei Shu Hua. Ink and colour on paper ‘ 192 x 193 cm \ 1995
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&SR
The Square, No.14

KEZER KB
Signed Zhu Wei. Ink and colour on paper ‘ 130x 128 cm \ 1995
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ERGLASEMSE
Joy FM, No.4

KEER, BRGNS | KEEH. —H8R. KEIE,
Signed Zhu Wei, with four seals of the artist, Zhu Wei Zhen Ji, two of | 7KEEREHIA
Shen Pin and Zhu Wei Yin Xin. Ink and colour on paper ‘ 130 x 132 cm ‘ 1995
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Box (1995-1996)

The exaggerated style, comical technique, motionless
expressions, inconsistent forms and absurd appearance
found in Zhu's works are not artificial. As one simply needs
to walk into the world he lives in, similar scenarios can be
witnessed. Such scenarios are in fact the cord between Zhu's
painting and reality. Box is another special example of Zhu's
typical subject matters.

[EF] (1995-1996)

REBFRPABLEFSIRAVC I, (BB MBI TE RIARERIE.
AT, ERAONKEAZRHREFEN, HARIRE
RS —TRETERH R, FEE R B EEELNEGS,
ERAERNEEFRERBEENES., (B8F) RIE
KEMIIBERFR, PILIEIER—EF,
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BF7N0R

Box, No.é

KERNREE, BIMRGH—F | KESEE,

Signed Zhu Wei, inscribed by the artist, with one seal of the artist, Zhu KB ERRA

Wei Shu Hua. Ink and colour on paper ‘ © 19 cm ‘ 1995
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Besides the Girls (1996-1997)

Besides the Girls draws from a section of Marcel Broust's In
Search of Lost Time. In 1996, Zhu's career had gone beyond his
homeland. The disciplined lifestyle that Zhu led in the army
wore away and he became more loose and unrestrained.
Besides the Girls As an artist, Zhu was embarking upon
the path of success. Besides the Girls are not just pictures
of pretty young females, but rather the comfortable living
environment which opens the entrance gate to the world
for the artist. Whenever receiving piles of letters, stuck with
various stamps coming from other countries, Zhu says it
is “Like dreamy, besides the girls”. One could now, trace
the massive postmarks as a marker of Zhu's psychological
memory within this series. While making this series, Zhu
also simultaneously produced works such as: China Jazz,
Supreme Treatise on Moral Retribution, Go West and | love
Pilot.

[EDLFIRE ] (1996-1997)

"EVLFIEE " RERERE SRR E SRR (EIZILUK
FAE) PR ERZ S, 1996 FREMBERXERT
LEBEHTEPM, ERESTNLCEFCRAHBEE, £7
RIERRMBEA, FA—EER, HLRAREBEREEET
FRINRIAERR, 1996 FRMANEN " ELufMEaE ", EXR
WIFEIEFE, PJEMREN, EZEENEEEREMNE
FRIE, £EABMRMET —RREREttReKRr,
SEYEIEE—EBIARRESRYN, MEXBERNE
fr, RER"HEEE, EOUMBE". BERIVEENS
AREMOELRWIRR, FHRENEE—RINERNE
EL, BE—RIIERETES (PEEL) . (KL
BIE) . (WTER) . (RERGE) &



2 1 8 2 fI TELMEE (1996—1997)
- Besides the Girls (1996-1997)

ELUMSEN0R
Beside the Girls, No.6

KEBER, BMRHFO=F @ #R. KEEPFEEEEEREEN,
Signed Zhu Wei, entitled by the artist, with three seals of the artist, Shen | KEFREBHIA
Pin, Zhu Wei Zhen Ji, and Wan Yu Tang Jian Shang Zhu Wei Zhen Ji. Ink and colour on paper ‘ 132 x 66 cm ‘ 1996
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Tightrope (1996-1997)

" | paint my world, my own experience. Should you just open
your eyes and look at any single street in Beijing, read the
newspaper, watch the television, you would find what | paint
is all from these places.” The grotesque aspect derived from
the extravagant methods, comical technique and expression,
inconsistent forms, the era and looks in Zhu Wei's works
all come from daily life. In the series Tightrope, viewers
can sense the sharp sarcasm from the arrangement of the
pictorial plain and the accompanied poems. Zhu's characters
in his painting express their emotions not from their body
language, but in their eyes. Although some of the figures
seem contented, others are alert and resourceful while
the rest look fatalistic, depressed or agitated. They appear
to be walking among landmines, cautious about making a
wrong step. Kids in the picture are wearing a face: the naive
kind that is used to being unjustly punished. They are all
concentrating on the balance upon the tightrope and trying
their best to perform a perfect show to please others.

[ E&#HHR ] (1996-1997)

"HRERECHER, RECHKE, HRAEBREEEILR
WEE—&E, BEWRN BESRE HeERAEN2
MR, " REFRPLFERNT, BENF
& KB AR, RN RAEER R B EE,

£ GEffh) RIERT, BReeEESNTHNERAN
FETHEIRRMEENZEAR. KEFETHAY,

FRERES, MeEANEREREL THMORE &
EELEAFH—LEELRORER, BEAREEMEE,

WBEANEXHED. RETR. LZREE. MACFEEL
SEEMERERBATT, £RERT P, FRTE
LEZFELHEBERZLEENZTIHERME, 2
BEAREEIERM LMY, BREIARERENKIEN
RN
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EMfkz A
Tightrope, No.5

KEER, BMRBEOMS © ZHREE

KEEESNEEEEEREEN.

Signed Zhu Wei, entitled and with four seals of the artist: two of Zhu Wei | KEFREMA

Zhen Ji, Zhu Wei Shu Hua, and Wan Yu Tang Jiang Shang Zhu Wei Zhen Ji. Ink and colour on paper | 132x43cm | 1996
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FESBLTZH
China Jazz, No.5

KERERR, BRGNS | R, KMEEE. KMEEPFNERE
Signed Zhu Wei, entitled by the artist, with four seals of the artist: Shen IKEFREHA
Pin, Zhu Wei Shu Hua, Zhu Wei Zhen Ji and Zhu Wei. Ink and colour on paper ‘ 66 x 26 cm ‘ 1996
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AHER—
Go West, No.1

KIEER, BMRBAN—7 | KEES, KB EHEA
Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua. Ink and colour on paper ‘ 65 x 66 cm ‘ 1996
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EKERTEZ—

I Love Pilot

KBER, BMRBEN_F | KEZ2ENEE,

Signed Zhu Wei, entitled by the artist, with two seals of the artist, Zhu Wei IKEFREHA

Shu Hua, and Pictorial seal. Ink and colour on paper ‘ 66 x 66 cm ‘ 1996



23 0 23 '] K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

KIEREEZ—

Supreme Treatise on Moral Retribution, No.2

KEER, BMRPN=F | KEEH. KEES. BE
Signed Zhu Wei, entitled by the artist, with three seals of the artist, Zhu Wei | KEFREHEA
Zhen Ji, Zhu Wei Shu Hua and Pictorial seal. Ink and colour on paper ‘ 67 x 66 cm ‘ 1996



23 2 23 K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

KEREZ=

Supreme Treatise on Moral Retribution, No.3

KIEER, BMRPN=F | KEEH. KEES. Hh
Signed Zhu Wei, entitled by the artist, with three seals of the artist, Zhu Wei | KEFREHEA
Zhen Ji, Zhu Wei Shu Hua and Shen Pin. Ink and colour on paper ‘ 66 x 66 cm ‘ 1996



234 23 K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

K EREZDE

Supreme Treatise on Moral Retribution, No.4

KERER, BRGNS | KRR, KMEEE. Bm KE
Signed Zhu Wei, entitled by the artist, with four seals of the artist, Zhu Wei IKEFREHA
Zhen Ji, Zhu Wei Shu Hua, Shen Pin and Zhu Wei. Ink and colour on paper ‘ 66 x 65 cm ‘ 1996



23 6 23 K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

K ERRFEZN

Supreme Treatise on Moral Retribution, No.é

KMERR, BRGNS | BEEEERREN. BE. KEEE. @5
Signed Zhu Wei, with four seals of the artist, Wan Yu Tang Jian Shang Zhu | 7KEHREHEA
Wei Zhen Ji, Pictorial seal, Zhu Wei Shu Hua, and Shen Pin. Ink and colour on paper ‘ 67 x 66 cm ‘ 1996



238 23 K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

KERFEZHR

Supreme Treatise on Moral Retribution, No.15

KMERR, BMRBENA  ZAH TR\ Bk BE. R KEEE
Signed Zhu Wei, with six seals of the artist, two of Shi You Ba Jiu, Website, | KEFREHLA
Pictorial seal, A Wei and Zhu Wei Shu Hua. Ink and colour on paper ‘ 222 x 110 cm ‘ 1999




240 24'] K ERAE (1996—1999)
- Supreme Treatise on Moral Retribution (1996-1999)

KEREZ TS

Supreme Treatise on Moral Retribution, No.16

KEERR, BIRBENE

“AHTENN. @ BE. KMESENEEEEEREEN,

Signed Zhu Wei, with six seals of the artist, two of Shi You Ba Jiu, website,

Pictorial seal, Zhu Wei Shu Hua, and Wan Yu Tang Jian Shang Zhu Wei | KEHREHA

Zhen Ji. Ink and colour on paper ‘ 216 x 111 cm ‘ 1999
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China, China (1997-1998)

The ink painting series China, China consists of one big and
one small-scale work by Zhu Wei. Although the series only
contains two pieces, it has been the one of the most crucial
works in Zhu's career during the late 90's. Concerning the
control of the pictorial surface, Zhu spent years perfecting
his unique technique: paper is painted in yellow on top of a
rough plank or carpet, resulting in interesting patterns in
the concave areas when the ink dried. Zhu also draws his
inspiration from the journalistic picture that captures the
laugh of Chairman Deng Xiaoping while receiving a group
of diplomats. It is especially witty of Zhu to use Deng, the
“conductor” of the future for modern China as a symbol for
China. However, Zhu does not demean or mock the meaning
of the subject matter; he reinforces it with the extensive use
of red and yellow and thus brings about a profound effect.
The Running Horses in the Rainy Night and Yellow Flowers
are also representational works during this period for Zhu.

[HE, PE] (1997-1998)

(PEl, BB E—RFIKEFER KEHEZB—K—)
MERN, (EHEMAFRIBRAERERT, AMAKREE
90 FRBRMREENNERFR. BREEMBRMIZS, £
FRKRERE T —ERANEE ROBERIFEEER
FIRIE, RIMBRHER TEZ LA ARIRSREmR
W, ENEMETURGRE BLEREEENER. K
BRLUIEBRNF ARG T PEIBHAMENT, EEH)
FHEERENMEEE, AP OARKH BB
BT, E—HEEEMAREIFNEIGRIR, BT
TFRRERBIRARRAEN FEER ", LUMBHNTERE
WHENIE FMEAEAMRKEIGENER, EEE
—fE@h, RERTEMZRBENMHNSE SEPK
ERKANIENES, BT TEERINER, B
E—atT TENER, (WRBESE) . (| &
RN EEE RN FR,
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thE, FE
China, China

RABER, BRGNS | REZ22NER,
Signed Zhu Wei, with two seals of the artist: Zhu Wei Shu Hua | 7KEREHAE
and Shen Pin. Ink and colour on paper ‘ 90 x 63 cm ‘ 1997




246 24 WRHEEE (1997)
- The Running Horse in a Rainy Night (1997)

AR E—R
The Running Horse in a Rainy Night, No.1

RESERILRER " oA T — A SR E B / RUREVIRE T

™M/ HFPRERER / HEDERAE—RETABE / ITHERE

BRRTMERS " (EREIER) . EMRBNN\S  ZHKEES. =

FHipgm. THEN\. @i BENREED.

Signed Zhu Wei, inscribed “Suddenly there's an opportunity / Empty and

pointless / Like the girl who first gave birth to us / We didn't say we were

willing / What is opportunity anyway? / For now I'm still not sure / But

action is already like sharp lightning and raging wind” (Cui Jian's lyrics).

With eight seals of the artist, two of Zhu Wei Shu Hua, two of Shen Pin, IKBEREREA

Shi You Ba Jiu, website, Pictorial seal and Zhu Wei Zhen Ji. Ink and colour on paper ‘ 131 x 132 cm ‘ 1997



248 24 WRHEEE (1997)
- The Running Horse in a Rainy Night (1997)

RRMEE R
The Running Horse in a Rainy Night, No.2

KEER, SIFRBBLER " HPWRALEHERER / BREEBE /
BEREREMERI / ARIEEN /| ARSTER—EHE / JEER

FIXRE " (BRI . BMRBOAS | TH/\N. BEZEEXRE

Bif. BE. KB KEEE KEEH KEOE WBLETIEE,

Signed Zhu Wei, entitled by the artist, inscribed “We don't have any

experience at all / We don't like the past either / Tomorrow | will keep

being busy / Although it's still pointless / It's just that | want to pack in

every opportunity / Just like clinging on to heaven” [Cui Jian's lyrics).

With nine seals of the artist, Shi You Ba Jiu, Wan Yu Tang Jian Shang Zhu

Wei Zhen Ji, Pictorial seal, Zhu Wei, Zhu Wei Shu Hua, Zhu Wei Zhen Ji, IKBEREREA
Zhu Wei Yin Xin, website, and A Wei. Ink and colour on paper ‘ 132 x 131 cm ‘ 1997



2 5 O - 2 5 1 ﬁ?i@dfng(:?o?:s)e in a Rainy Night (1997)

RREEE =
The Running Horse in a Rainy Night, No.3

KEER, BMRBD+—F  ZHTE/\N. KRB 5EEE BF

EELUNMEEN. BEERE. KMEEH KMEFME. Bih BEIER.

signed Zhu Wei, entitled by the artist, with eleven seals of the artist, two

of Shi You Ba Jiu, Zhu Wei, Zhu Wei Shu Hua, Wan Yu Tang Jian Shang

Zhu Wei Zhen Ji, Hai Dian Wan Quan Zhuang, Zhu Wei Zhen Ji, Zhu Wei | KEREHEA

Yin Xin, website, Pictorial seal and Shen Pin. Ink and colour on paper ‘ 66 X 66 cm ‘ 1997
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Diary of Sleepwalker (1998-2006)

“If one does not have dreams, that is because he is dead
already.”

In the Diary of Sleepwalker series from 1998, Zhu presents
our attachment and dependence on dreams and hopes. In
dreams, men relax themselves by lifting the oppression of
reality, and unleashing the true mind. For example, in Diary
of Sleepwalker 24, the artist treats the whole subject matter
by enlarging Ba Da Shan Ren’s “eyes to viewer fish” using
modern colours and composition. Zhu's other inspiration
also ranges from different pieces of ancient Chinese
classical literature, such as Tian Gong Kai Wu [Heavenly
Creation). Zhu's wide literary interests, especially with the
classics, has prepared Zhu to tolerate all possibilities.

[ 235552 ] (1998-2006)

"NINRREE, BRERRBMELET "1E 1998 FaRH

(BaEFac) RI, HRSHSERIKRBIERIEN S " 2
BFER " ERFREENERRE, E5E ALHER
AR ESRGIFNEIAKERE, ARKERER, BEENR
BLISLERIR, i (BNEFEC 24 9%) B BIMRRA
THRAMEEAEE, BMATAKRLAZET " GEMAEA"
N—ER, ERAEBENTE, EENEETHRRE
BRI FHESARESEER, KSEEZMEE
SEEEMASRREMIRIRARTRENE, M S REFNE
EERAPEENED.
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ST
Diary of Sleepwalker, No.10

RMERERR, BMRE—F | 5. KB EHEA
Signed Zhu Wei, entitled by the artist, with one seal of the artist, Shen Pin. Ink and colour on paper ‘ 33x41cm ‘ 1998
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TR
Diary of Sleepwalker, No.24

KMEER, BMRBENTA | BRELEERMEEINEE,

Signed Zhu Wei, with two seals of the artist, Wan Yu Tang Jian Shang Zhu | 7KE5REHIA
Wei Zhen Ji and website. Ink and colour on paper ‘ 43 x90 cm ‘ 1998
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BBFRE_ TR
Diary of Sleepwalker, No.25

KEER, BNMRENNS  TH/\. BEBRE BE. #ih 8

FEEEREEN. R KR KEES R

Signed Zhu Wei, with nine seals of the artist, Shi You Ba Jiu, Hai Dian

Wan Quan Zhuang, Pictorial seal, Website, Wan Yu Tang Jian Shang | 7KEHREHA

Zhu Wei Zhen Ji, A Wei, Zhu Wei, Zhu Wei Shu Hua and Shen Pin. Ink and colour on paper ‘ 173 x 132 cm ‘ 1998
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EE AR
Festival, No.9

KRR, BIfRHBN=F :

KEES. BREEERBEIIBESRIT.

Signed Zhu Wei, with three seals of the artist, Zhu Wei Shu Hua, Wan | 7KE&REHIA

Yu Tang Jian Shang Zhu Wei Zhen Ji, and Hai Dian Wan Quan Zhuang. Ink and colour on paper | 132x131cm | 1998
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AR
Festival, No.10

RIEER, BIRIGEN=7 :

KEEE. BEEEERBEN BERRET.

Signed Zhu Wei, with three seals of the artist: Zhu Wei Shu Hua, Wan | 7KEREHAR

Yu Tang Jian Shang Zhu Wei Zhen Ji and Hai Dian Wan Quan Zhuang. Ink and colour on paper | 130x131cm | 1998
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Sunflowers (2000)

The background of Sunflowers was based upon the 50th
anniversary of the establishment of the new China-- outside
the window of the painting is a festive scene. The Sunflowers
series has adapted a technique similar to cinematic
shooting, capturing drastic changes through a small window.
Although a lot of Zhu's works are preceded from his personal
experience, which tells a personal and individual description
through his “diary” and “narrative”, the artist has not confined
his art within a micro-subjective framework. Most of his
works take the fast-changing contemporary society as the
subject matter with a critical mind-set, which marks Zhu's
art with an anti-ideological attitude—rejecting docility and
assimilation. In 2000, Zhu creates works which to a certain
extent, react to the celebration of the 50th anniversary, such
as Purple Breathe from the East, Solar Eclipse, South Seas.

[REZ] (2000)

(RA%) AWFEREEHTENZE 50 3%, SEHEE
WRRESEETEEEFEINHA, (MA%) X7
MRIERA T 2R LEREENFERFE BE—EN
NRE, IEBENBERNE(, RENFRIEATZE
ARG, AR "HEHNARKRREE &
SEZUMTEEEEAN " BRUE ", EMIERERECHNENE
RERMEBEATMZ T, BEER, BHASEIEREZ
DIRFHEAER, MRARKEELSSESRTA
AERE, I HNUE2 R BRI ERE R H thad)
B, [EERBWNL, toOfERFEE " REBTE 8%,
TERIERIBRA R R tARABAE L, 2000 FAREAIFRIFEL
(BE=RHK) . (B2R) . (FEB) F WRXEE:EE
L#H 50 FRENHERERME.



Ty

266 - 267 St oo

M B3R

Sunflowers, No.é

KMERR, BMRGEER | ZA TR\ KR KEES. @
Signed Zhu Wei, with five seals of the artist, two of Shi You Ba Jiu, Zhu | 7KEFREHIA
Wei, Zhu Wei Shu Hua and Shen Pin. Ink and colour on paper ‘ 65 x 66 cm ‘ 2000
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BB\
South Sea, No.8

KEENR, BITREH—F | BE,

Signed Zhu Wei, with one Pictorial seal of the artist.

IKEEREHA
Ink and colour on paper | 33x33cm | 2000
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Great Water (2000-2001)

Great Water is a similar to the China Diary series in that the
landscape becomes a metaphor of reality. The dense waves
at the back are always pushing forward, just as Zhu has
always seen ancient masters as old friends and he wishes
to make a breakthrough to their convention. Hence, he
has made an effort to absorb the essence of the tradition,
including the mo gu gong bi hua (the boneless brush fine line
painting), Chinese ancient aesthetic theory, Chinese bronze,
seals and calligraphy and paper craftsmanship. Viewers can
therefore see the rigorous composition like seal carvings;
the sober model of smoothness from porcelain features; the
natural textures coming from the repeated treatment, which
all capture the spirit of tradition.

[ X7k ] (2000-2001)

(KK RIEm2R (FEBRK) BRE—ENER,

ERRHIRENER . KERIOE—RIE—R, KME—E
TS CAMBRIEE AR, WAREHMFIFEREHAE
BEFTEMAMER, EILREERKENENNEEESE
TRTIXR TERREIEE EZNKTEEAER.
PEFRG, SAKZ, MERIZ2E, BRIKEEE_ LA
ERERENRASERER HINFRBEESLR
EEER, AMEESRENEHIEE REEE
EnmEARERBRER SEIIEYRCBREERE
BRERTREEE, PAUBERENER AMTURET]
MBS LA BER BT R AR,
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KoK a5E
Great Water, No.4

KEZER, BNMRBMOOA  +EBN . Bam KEEE KR
Signed Zhu Wei, with four seals of the artist, Shi You Ba Jiu, Shen Pin, | 7KE&REHIA
Zhu Wei Shu Hua and Zhu Wei. Ink and colour on paper ‘ 66 X 66 cm ‘ 2000
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KKZ+—58
Great Water, No.21

RBER, BRGNS | KB KESE,
Signed Zhu Wei, inscribed by the artist, with two seals of the artist, Zhu | ZKERFREAEA
Wei and Zhu Wei Shu Hua. Ink and colour on paper | 133x66cm | 2001
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KKZ=+H5HE
Great Water, No.25

KEER, BIREHAT

BEREEEEREEN. KM TR wmR KMEEES

Signed Zhu Wei, inscribed by the artist, with five seals of the artist,

Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, Zhu Wei, A Wei, Shen Pin, | KEFREHA

and Zhu Wei Shu Hua. Ink and colour on paper | 128x130cm | 2001
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HFH+%
Spring Festival, No.10

KEERR, BRI —7  KBEEE,

Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua.

KB EHEA
Ink and colour on paper ‘ 120 x 93 cm ‘ 2001
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FE+ R
Spring Festival, No.12

KRR, EMREGEAR ©
BERRE. THE/\JL. =5 REDE,

Signed Zhu Wei, with five seals of the artist, Hai Dian Wan Quan
Zhuang, Shi You Ba Jiu, website, and two of Zhu Wei Yin Xin.

KB EHEA
Ink and colour on paper ‘ 210x 193 cm ‘ 2001
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Utopia (2001-2005)

After 2000, Zhu produced several representational themed
works. The renowned Utopia series, depicting the scene
where big-headed masculine men are attending an
official conference, is one of them. The party members
in the conference are listless, yet listening to the officials
respectfully; sometimes they even loyally record everything
with their thick and chunky pens. Having attended countless
conferences like this, the artist is sympathetic to the poor
participants for he knows the struggle of keeping one's
concentration. The work is full of meticulous details: the
earrings on the delegates of the National People’s Congress
indicate their individual social standing; the plantain leaf with
a huge vermiculated hole proposes that it has long passed
its prime. The large red flag and a flowered stage are also
inevitable props in a formal assembly. Also, plants taken
from a classical album provide the picture with a modern
palace setting. And a great contrast lies between the man
promoting the new direction for the party on stage and the
old listeners besides the blossoming flowers off stage.

[ 5338 ] (2001-2005)

2000 LR, REANFMNZEIBMMASERRE 4
By S RIIBREPZ—, WETRETRE XL
RESESNELERNER. FRTESFMBENE
EAEREE, SRARARENINEDFECHRE
F, ARABESIERELRNGE FTUMENEEER
ERIBOHN— e E R IR NIRRT ES
o HPRL REHEEER  —AKRARE 7 EET,
SREAMAAIRER  TERDPNERELE—EEXRN
#EWE, XATCKEBTEEH, BERNIEERAIE
TELERHFR R RREER ENA MR EH AR
MmitERMEEREERNITR. tE, EEEEREE
Wts, ARIIRE T IRAEENRER . = LMEELE
EHREEANRBR Mo MEEERREENEEZEN
ERAEEENERT BT, A —ERENLLER,
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SHEFBE+7REk
Utopia, No.46

KRR, EMREGENA ¢

KMEENEE, +H/\ .. KAt &R, KMEEE. KE

Signed Zhu Wei, with six seals of the artist: Zhu Wei Yin Jian, Shi You
Ba Jiu, Da Wan, Shen Pin, Zhu Wei Shu Hua and Zhu Wei

KB EHEA
Ink and colour on paper ‘ 120 x 120 cm ‘ 2004
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SHEHmE+\GR
Utopia, No.48

KEER KEFREHA
Signed Zhu Wei. Ink and colour on paper | 70x60cm | 2005
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ERBE+E
Utopia, No. 57

KRR, EMREGEAR ©

THEN\S. EEHERE, KEMEE. KESE. BB,

Signed Zhu Wei, with five seals of the artist: Shi You Ba Jiu, Yu Shi Ju
Jin, Zhu Wei Yin Jian, Zhu Wei Shu Hua, and the artist’s website.

KB EHEA
Ink and colour on paper ‘ 141 x 120 cm ‘ 2005
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wmERER
Untitled, Colorful Sketch

KMERR, BRI

SRABENEE, BABSEYE. Plum Blossoms. 5B, 8/ \ 1. @it kEEE,

Signed Zhu Wei Hua, with seven seals of the artist: Zhu Wei Yin Jian,

Yu Shi Ju Jin, Plum Blossoms, Zhu Wei, Shi You Ba Jiu, Website and | 7KEFEHEAR

Zhu Wei Shu Hua. Ink and colour on paper | 93x77cm | 2001
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EENR
Sketch, No.2

KEZF, ZSAWERSETFE 2002F) , BWRBAN+=H:2H

TEN. BEERE. ZHBEEEEREEN. @it = AKERE

B REEME. KEES. MRS,

Dated by the artist of Ren Wu Nian (2002), with thirteen seals of the

artist: two of Shi You Ba Jiu, Hai Dian Wan Quan Zhuang, two of Wan

Yu Tang Jian Shang Zhu Wei Zhen Ji, Website, three of Zhu Wei Zhen | 7KERFREHA

Ji, Zhu Wei Yin Xin, Zhu Wei Shu Hua, A Wei and Shen Pin. Ink and colour on paper ‘ 190 x 132 cm ‘ 2002
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Sketch, No.4

KEZER, BWMRONARS | BEEEEREEY. @k +8/ UL
KEEY. KEEES
Signed Zhu Wei, with five seals of the artist: Wan Yu Tang Jian Shang

Zhu Wei Zhen Ji, Website, Shi You Ba Jiu, Zhu Wei Zhen Jiand Zhu Wei | KEFREHEA
Shu Hua. Ink and colour on paper | 190x132cm | 2002
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Heavenly Maiden Scattering Flower
(2003)

In the Heavenly Maiden Scattering Flower series, Zhu Wei
uses his artistic language to summarize the impression
of the Cultural Revolution. Figures in the paintings are
filled with naive and devoted expression, but they also
exude a feeling of helplessness and innocence. Not only
does politics influence Zhu's work, Chinese classics do,
too. During the late 80’s when the artist studied at the
Art College of the People’s Liberation Army, he mastered
the gong-bi (fine line] figure painting technique. Such
techniques emphasize the authority of nature and provide a
poetic space for viewer's imaginations. This aesthetic can be
found in Heavenly Maiden Scattering Flower (2003). In the
pictures, several men are crowded at the bottom, looking up
to the red and blue whirl in the sky. Beholders are thus left to
wonder what the characters are really gazing at. In the same
year, Zhu began to work on the Early Autumn in Beijing
series.

[ XZ&fe 1 (2003)

£ (REEIE) Ko, KMEAECHBMBESYRmk
RENRET T BENEHE, AMHNRBETEMELRRH,

EEREHHRSNRE, TOCBaE T KENAIFE

PERSEER TR ERE R, KME 80 FAKRERMERMNS
REBE, BOTEMMTBRIEAYESE BHEAN
oot WETNEELUREBRMAES, T4RE8 2003 F
RIERY (RHE) PalER TiEaExS, £EHT, =
MEFESARFEEEHNETHE, HHERREETEH
B EERIALRYIER, BEREIH AT EREZ M,

BE—F (ERMER) RINLRIRAIE,



2 9 8 2 9 RLEAE (2003)
- Heavenly Maiden Scattering Flower (2003)

Rzl =%

Heavenly Maiden Scattering Flower, No.3

KEER, BMRBEOLH  BE. K. TH/ L. KEHE HEHES

{83, Plum Blossoms. BEEREH],

Signed Zhu Wei, with seven seals of the artist, Pictorial Seal, Da Wan,

Shi You Ba Jiu, Zhu Wei Yin Jian, Yu Shi Ju Jin, Plum Blossoms, and | 7KE&REHIA

Wan Yu Tang Zhu Wei Yin. Ink and colour on paper | 65x56cm | 2003
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Spring Herald (2003-2007)

In 2007, Zhu Wei continues his Spring Herald series, begun
in 2003. Here the artist uses portraiture to depict the
anticipation of Spring. It is obvious that Zhu Wei deliberately
expresses the psychology of people of different ages and
backgrounds in this whole series. What is especially
astonishing is the treatment of the eyes, which gives a vivid
presence to the portrait. At the bottom left corner is a tiny
peach blossom that refers to Song Genre painting. The
artist has found the chemistry between the contemporary
treatment of portraiture and the convention of Chinese
ink, which enriches this piece with a delight from ink work
and a modern context, opening a dream of Spring to the
viewer. Having retreated from the political environment
for a long time, the artist's personal nature has become
the predominant soul behind his works. His recent works
disclose his perspective towards the social changes adopted
by the populace. For years, Zhu has been persistent and
rational when studying Chinese classical art. He constantly
evaluates culture and daringly attempts to innovate. In
order to depict contemporary Chinese life, he employs
innocent and devoted human figures with Chinese ink. He
also combines his comprehensive knowledge of ancient
masters with his wit, humor, elaborate vivid colours, so as to
document everyday stories with a sober artistic language.

[ #&&FE ] (2003-2007)

2007 £, RSMEIEHEIE 2003 LUER) GREED) RYIAIE,
BiTRUBREBEEE T HNEXREIERENERER, AR
FEE—RIMERSD, REBEXRFFRAFEHER FEH
MIEEMAMTERNANOMR, KEHAMREIE—
IRESEVRRIE, BRAELERIEET. BHRITRA
BROANMESHOKSBER MR T HiER, £S5 FR
FREKEBBREEAMENGE, HRMORETERTE
HES, HRENMBBATZRERNREERERER
RIETIRAIEEER. Pl ERIEELE/FME, BIMRAA
EERMBCARRESTE, BMRNEARENSTEEFR
WEDE, JTFRNIERT, KEERESHLUTRERAR
EWHESCMEER, BTRERMRKEEMREZENT
BIARAEE, AESMEMmMRERH, BiREETSRE
MARMEVIRR, FEHESEANBEWER EAFRR
RNEFR, TURR—ERENGES DAMARRRHFISE
BEEHINE,
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HWEE—®
Spring Herald, No.1

KEER, BWMRONNS | A THE/\N, —ARMRE KEE

B K KMEKEREHE. KEDE. KB KEHE,

Signed Zhu Wei, with nine seals of the artist: two of Shi You Ba Jiu,

artist's website, Zhu Wei Shu Hua, Da Wan, Zhu Wei Shui Mo Hua Bao, | KEFREHA

Zhu Wei Yin Xin, Zhu Wei, and Zhu Wei Yin Jian. Ink and colour on paper ‘ 101.5x65 cm ‘ 2003
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WEE=
Spring Herald, No.3

KEERR, BMROHTH | ZHBMREL. —AKREME A%

BEE. TH/\U. KEEW KITHIREHE,

Signed Zhu Wei, with ten seals of the artist: two of artist’s website, two

of Zhu Wei Yin Xin, two of Zhu Wei Shu Hua, Shi You Ba Jiu, Zhu Wei | 7KEFREHIA

Zhen Ji, Da Wan, and Zhu Wei Yin Jian. Ink and colour on paper ‘ 121 x 101 cm ‘ 2003
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Vernal Equinox (2005-2008)

The Vernal Equinox series was Zhu Wei's major creative
project during 2005-2008. In this series, the composition of
the painting draws reference from the image of the classical
Chinese famille-rose porcelains. Filling the picture with
interspersed little human figures, Zhu adds his own touch
to these works with his trademark classical ink wash style.
The artist's concern with politics stemmed from his personal
background with the People’s Liberation Army, but this
interest soon faded following his demobilization. The Vernal
Equinox series in 2005 marks a new beginning for Zhu. By
adopting a more down to earth expression and a comical
context, his direct response to ideology becomes less explicit.
What is more apparent now is his concern for humanity and
one’s living conditions. At the same time, the artist’s studies
of traditional Chinese culture, such as Chinese literature,
poetry and lyrics also lend the Vernal Equinox series a taste
of Chinese antiquity. Those figures' faces are impassive, but
variously register glum indifference, distress, surprise, or
satisfaction. Their hands are tucked into pockets or folded
into sleeves. The sense of space or time is not the subject in
these paintings, here 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.

[ f&EE ] (2005-2008)

(RAEE) RYIZHKER 2005 £ 2008 FRMEEER,

EE—RIMERS, EEBEIRET —EhENT LSRN
Bz Z|EWREZBBANAMR. 90 FALERKELHHK
AREEER S EEFRRNTISEE, MEEREE
BEEREE, MWIFRTRRE—RFFERZMA L, 2005 F (F
EE) RIMERMBIE MARERMRIFE—EHPERN
FtR, HECREMBFEN PR, KT BT RRMREE,
MEZ T NEHRENEENEE, RRFREHPENE,
SAFERILOE, BESREN (BEE) X5%
THEAEELEENRE, A\MRIFRA, EXERER,
ENERREMEINK, ENEE, ANERE B0
mEE, MFINFREREENREAMTE = =mm,
AR NERERE, BEER ZEERMERERETL
HAERBBTNER, MHEFMBEENTEREREEN
BERASHANEANIFD B, LEEDERTENER
RPEARNXFZHEGRNNE, SBMUNBHRASAZ
KX EER | B RRBREEZ BRI NMY M
B8,
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REE+HR

Vernal Equinox, No.15

KREER, BMRBENLH | B/ KENE KB BB KE
ENfE. BRI,
Signed Zhu Wei, with seven seals of the artist, Shi You Ba Jiu, Zhu Wei

Yin Jian, Zhu Wei, Pictorial Seal, Zhu Wei Yin Xin, artist's website, and | 7KEFREHEA
Da Wan. Ink and colour on paper | 160x 120 cm | 2008



310 - 3171 il camo 005208

REE+t%

Vernal Equinox, No.17

KREER, BRI+ KEBEIME K. BE. i@ +

B @ KB ZHREESHNHE,

Signed Zhu Wei, with ten seals of the artist, Zhu Wei Yin Xin, Da Wan,

Pictorial Seal, artist's website, Shi You Ba Jiu, Shen Pin, Zhu Wei, two | 7KEREREHEA

of Zhu Wei Shu Hua, and A Wei. Ink and colour on paper | 160x 120 cm | 2008



312 - 313 Verateauor s

HEE 1R
Vernal Equinox, No.20

KR, BINMRHENF - TENL KENE KEEE B

APHE. ARITAREBE

Signed Zhu Wei, with six seals of the artist, Shi You Ba Jiu, Zhu Wei Yin K BEREHEA

Jian, Zhu Wei Shu Hua, artist's website, Da Wan, and Zhu Wei Zhen Ji. Ink and colour on paper | 160x 120 cm | 2008
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Curtain (2008-2010)

From 2008 onward, Zhu Wei made new attempt in his
painting style; besides his continuation of figurative style, he
represented abstract elements in his meditation in creation
and gave birth to the new works of “Curtain series”. It is the
artist's deliberation of contemporary visual language that
is closely related with this series of works; the creativity of
fine brush painting in representing realistic objects with
clear image is obvious, although before this, Zhu Wei gained
his reputation in his utilization of image resources and
outstanding modeling capability of personal characteristics;
however, the linguistic feature of fine brush painting is
whether one can control pictures with abstract significance
and this is the new issue faced by Zhu Wei in his creation of
“Curtain series”. In the works of this series, Zhu Wei reduced
the rendering characteristics of fine brush languages to the
lowest and freed the eyesight of viewers on pictures from the
restrict of the objects and he emphasized the purity of ink
and wash language, opened a new way of representation in
dissolving narrative factors.

[ &5 ] (2008-2010)

2008 g, REE(FREVEERMS L, EITTHNER,
FIEERAENERARERZI. WREAHMKRBHSE
WTERBEREAENERE D, BET (ER) R7EUHEmR.
RS ERIINIERETIARR, SRNMRYENREES
HBE, THReETXRFRBEIRN. EEBETLRNY
KL ENEMENREMS RH, #MAELZH], KBRS
ERBGERURHEN. BHEARFEEERENTR
BT ECHER AMLENESHUMETREENGSE
MREFRNEE, SREAME (ER) R ERIIHRE,
EEERTINIERT, KERIEESHEMIERER
& REREREEENGRRIEERARGTERLR 1T
BRIk RESHMEYE, HRNEERRSERRE T
RIFAVHTE
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MR Z—

Curtain, No.1

BifREN—75 L KR

With one seal of the artist, Zhu Wei.

IKBER A
Ink and colour on paper ‘ 122 x 77 cm ‘ 2008
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WRZH
Curtain, No.5

SMRBENAS | T\ KEIE. KERNE KENRESH,
With five seals of the artist, Shi You Ba Jiu, Zhu Wei Yin Xin, Zhu Wei Yin | 7KEFREBHEA
Jian, Zhu Wei, and Zhu Wei Zhen Ji. Ink and colour on paper ‘ 200 x 160 cm ‘ 2008
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MERZN\
Curtain, No.8

KEZR, BMRBEAT—F - TAKRANE, HEHEE, BMi5RIE,

Aot. . BIE. KEAE KR KEES. KEEH.

Signed Zhu Wei, with eleven seals of the artist: two of Zhu Wei Yin Xin,

Yu Shi Ju Jin, artist's website, Da Wan, Shen Pin, Pictorial seal, Zhu | KEFREHA

Wei Yin Jian, Zhu Wei, Zhu Wei Shu Hua, and Zhu Wei Zhen Ji. Ink and colour on paper ‘ 200 x 160 cm ‘ 2010
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HREZN
Curtain, No.9

RIEER, BMRBEUA | KEMNEE, WP, KEES. KR
Signed Zhu Wei, with four seals of the artist: Zhu Wei Yin Jian, Shen | 7KEFREHIA
Pin, Zhu Wei Shu Hua, Zhu Wei. Ink and colour on paper ‘ 56 x 70 cm ‘ 2010
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MRzt
Curtain, No.10

REEFN, BRGNS | . A KE. KEFEE
Signed Zhu Wei, with four seals of the artist: Shen Pin, Da Wan, Zhu | 7KE&REHA
Wei, Zhu Wei Yin Jian. Ink and colour on paper ‘ 66 x 53 cm ‘ 2010



326 - 327 fismeiono

RE—%
HOLIDAYS, No.1

KEZR, BEMRBNEH !

SRMFENEE, MEHEE. EIE. KR KMENE K KEEE

Signed Zhu Wei, with seven seals of the artist: Zhu Wei Yin Jian, Yu Shi

Ju Jin, Pitorial seal, Zhu Wei, Zhu Wei Yin Xin, Da Wan, and Zhu Wei | 7KEFREBHEA

Shu Hua. Ink and colour on paper ‘ 65 x43 cm ‘ 2010
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BRE=%®
HOLIDAYS, No.2

KRR, EMREGE/\A ©

THERHEE, KEEME. KMEENEE. MR KR FIENAIL

Signed Zhu Wei, with eight seals of the artist: two of Yu Shi Ju Jin, one of | KEREHIA

Zhu Wei Yin Xin, Zhu Wei Yin Jian, Shen Pin, Zhu Wei, A Wei, and Da Wan. Ink and colour on paper ‘ 67 x48 cm ‘ 2010
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Album of Vernal Equinox (2011)

Painting album is a visual form for literati and refined
scholars to appreciate in those forms of traditional
calligraphy and painting, which can be viewed in details and
collected into books for better reservation and collection.
The Album of Vernal Equinox are with birthday peaches
symbolizing good fortune and smooth official career as the
selected subject, which is, undoubtedly, the best subject
suits both refined and popular tastes in Chinese traditional
painting. To choose this subject is readily available with
profound significance for Zhu Wei; these images can almost
represent the deep impression left by traditional painting
and calligraphy in the consciousness of Chinese peoples.
Zhu Wei's utilization of this subject revealed his meditation
and reflection on the cultural value system he lives in. While
what's noticeable is, Zhu Wei added a lot of Cun and Wiping
effect in his painting which and imprinted the uncertain
time to the originally exquisitely drawn birthday peaches
in traditional fine brush paintings. The brand new visual
try towards ink and wash painting has just reflected the
complicated mood of Zhu Wei when facing traditional and
contemporary problems—How can painting languages serve
the appeal of expressing needs and emotion better? Is the
problem about tradition and contemporaneity a pseudo one?

[REEME] (2011)

ME, EEREENTHT, BERTXARLIF LIER
BVERETZ N, IAERIBIURSERIM, BRI, KER (F
EEME) BENERERELNF, E2EREE
PEIEIEE N RIEBHERNEN, E—EMPEELEER
BMEREFIBNEERLN, BEBBEFILUNRRE
ERESEEPEASHDIRRISH, KEHE—EY
BER, AT 2R BSPRXLEERRNEE
MBEE. MBESFIENE KFMETEEMEEANL I
AT RRENHIFIR, ERRAZEERTETRHMRE
ZENZHEY, BETHRZNR/™AE, SEHNKEE
BN2FHEBER, CEFIETAETEHEREEN
IR R — e ERS NAE RN T ES
B, BRFR? EREAEAED 2EGHE?
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HEEMREZ—
Album of Vernal Equinox, No. 2

KEZRR, EMREGH/\A | HEHEE, KEE. AIn. BMZRELAH]

B, KMEEE. KME AR BE

Signed Zhu Wei, with eight seals of the artist: Yu Shi Ju Jin, Zhu Wei Yin

Xin, Da Wan, seal of artist website, Zhu Wei Shu Hua, Zhu Wei, Shen Pin, | KXEFREMHA

and Pictorial seal. Ink and colour on paper ‘ 21x23.5cm ‘ 2011



334 - 335 Tlﬁﬂj‘%efigl]%uinox (2011)

HEEMmEZ+
Album of Vernal Equinox, No.10

KRR, BRGER | BRHEE, KRHEE KEEE. Kt KME
Signed Zhu Wei, with five seals of the artist: Yu Shi Ju Jin, Zhu Wei Yin | KEFREHA
Jian, Zhu Wei Shu Hua, Da Wan, Zhu Wei. Ink and colour on paper ‘ 55 x40 cm ‘ 2011
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Ink and Wash Research Lectures series
(2005-2012)

For Zhu Wei, ink and wash tradition is a process of leaving
tradition and then reflect tradition again. The so called
leaving does not mean a rebellion against the form and value
of ink and wash, but rather, the breakthrough of existing
framework and rigid rues established by powerful ink and
wash tradition, such as the strict limits of traditional painting
subjects which will limit the creative characteristics, by Zhu
Wei as an artist living in contemporay society. Yet when the
artist keeps a distance from the tradition and then looks
back to the rules of traditional ink and wash, as well as
the elegance and quintessence of traditional paniting, a
brand new perspective towards tradition will be brought to
Zhu Wei.The so called being an apprentice with the ancient
means that, thought the painting language of this artist
after he experienced a 20 years ink and wash creation is
still critical, allegorical and humorous, yet he shows his
unprecedented calm and sincere attitudes towards his ink
and wash language, which can be seen in the title Ink and
Wash Research Lectures series’. The variation of this kind of
creation motive is vital for Zhu Wei to make clear his creation
direction.

[ KEAZERERS ] (2005-2012)

XEERENKENS, B—ERERLE XEHRRA
BHANBIE, FrEsfvE, WIFRKETHIFBERNER,
MERREA—EEEEERTENENR, HRBHIK
SEMENBTAESRIECRRINITE, LINEHEE
BBV T AFERBRNRS, KMEBREFAENN
BANE. MEZMRERER—RIBERER BLEER
K SBRFIFERAESHEI. HE, NEHHRES
HNESERNGRA, FRREAE BNRERET —
BRRBEL”THFRKERF 2R BBESHANERL
HB, SR, FREEAVET RS, (EHE B SPRERRIKERES,
AERFARERIRE. BE, ERENRETEERIIN
27 OKEMERTE) RIVEA Rim(R. ERAIFEIEN
B, HNMERENANEER, EEWEEN.
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- Ink and Wash Research Lectures series (2005-2012)

KEHRRRERT

Ink and Wash Research Lectures series

KMERR, BEMRGEN=F | R, KEMDE. KEES,
Signed Zhu Wei, with three seals of the artist: Shen Pin, IKBEREREA
Zhu Wei Yin Jian, Zhu Wei Shu Hua. Ink and colour on paper ‘ 93 x 64 cm ‘ 2005-2012




3 4 0 3 4 r] KEBIRRERT] (2005—2012)
- Ink and Wash Research Lectures series (2005-2012)

KEHRRRERT

Ink and Wash Research Lectures series

KMERR, BMRGEN=7 | BREE At KEES,
Signed Zhu Wei, with three seals of the artist: Yu Shi Ju | 7KEFREHA
Jin, Da Wan, Zhu Wei Shu Hua. Ink and colour on paper ‘ 103 x 80 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

KIEET, BMRHN_S | KEEE A
Signed Zhu Wei, with two seals of the artist: Zhu Wei Shu
Hua, Da Wan.

KB EHEA
Ink and colour on paper ‘ 174 x 123 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

KRR, BREGEIE A | EEHEE, MR, Kt K&
Signed Zhu Wei, with four seals of the artist: Yu Shi Ju Jin, | KEFREMAE
Shen Pin, Da Wan, Zhu Wei. Ink and colour on paper ‘ 123 x 123 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

KRR, BRGNS | 5, HEHEE, At KMEES,
Signed Zhu Wei, with four seals of the artist: Shen Pin, Yu Shi | KEFREHTA
Ju Jin, Da Wan, Zhu Wei Shu Hua. Ink and colour on paper ‘ 171 x 123 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

REZR BWMREAOA KB #@ Kt KEEE

signed Zhu Wei, with four seals of the artist: Zhu Wei, Shen Pin,

Da Wan, Zhu Wei Shu Hua.

KB EAEA
Ink and colour on paper ‘ 71x60cm ‘ 2005-2012
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[=hanin]
Hills beyond A River

KRR EHEA
Ink and colour on paper ‘ 90 x 62 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

KMERR, BIMRIGENAS | HEHEE, K. G, KEEE KE
Signed Zhu Wei, with five seals of the artist: Yu Shi Ju Jin, Da Wan, | KEFREHLA
Shen Pin, Zhu Wei Shu Hua, Zhu Wei. Ink and colour on paper ‘ 165 x 124 cm ‘ 2005-2012
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FRTiLts
Hills beyond A River

RIEER, BMRPN=75 © HEFEE. AIn. #5
Signed Zhu Wei, with three seals of the artist: Yu Shi Ju Jin, Da | KEHREHEA
Wan, Shen Pin. Ink and colour on paper ‘ 178 x 124 cm ‘ 2005-2012
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VN /11
Study of People

KRR, BMRBN=F  BE. Bn KMEES
Signed Zhu Wei, with three seals of the artist: Pictorial seal, Shen
Pin, Zhu Wei Shu Hua.

IKEBFREHA
Ink and colour on paper ‘ 123 x 123 cm ‘ 2005-2012
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VN /11
Study of People

KRR, BMRBENOS : Kin. BE. #e. KEEE
Signed Zhu Wei, with four seals of the artist: Da Wan, Pictorial
seal, Shen Pin, Zhu Wei Shu Hua.

IKEBFREHA
Ink and colour on paper ‘ 162 x 124 cm ‘ 2005-2012

&
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NYIERZE
Study of People

REER, BMRBN—7 | KMEEE

Signed Zhu Wei, with one seal of the artist: Zhu Wei Shu Hua.

KB EHEA
Ink and colour on paper ‘ 123 x 111 cm ‘ 2005-2012
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ZHU WEI

Zhu Wei was born in 1966 in Beijing, and received education in the People’s Liberation Army Academy of Art, Beijing Film Academy,
and China Institute of Art. Zhu Wei made his first appearance in international exhibition in 1993, and has put on more than 20 Solo
Exhibitions iworldwide ever since. More than eight different editions of special anthologies of his works and reviews have been
published. His ink and wash works have been collected by more than 20 domestic and foreign museums.

EXHIBITIONS

2012

2009

Group Exhibition, “RE-INK: Invitational Exhibition of Contemporary Ink and Wash Painting 2000-2012", Hubei
Museum of Art, Wuhan, China

Group Exhibition, Instinct & Instant Chinois, J. Bastien Art, Brussels, Belgium

Group Exhibition, Italy-China Biennale, Eparco Di Monza, Italy

Group Exhibition, Five Artists’ Joint Exhibition of Contemporary Gongbi, Poly Art Museum, Beijing

Group Exhibition, "Quiet Please”, Tobin Ohashi Gallery, Tokyo, Japan

Group Exhibition, Xinjiang Contemporary Art Biennale, Xinjiang International Expo Center, Xinjiang, 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 Interntational Art Fair [ART HK12), Hong Kong Convention and

Exhibition Centre (HKCEC), Hong Kong

Group Exhibition, FACE FACE FACE, Tobin Ohashi Gallery, Tokyo, Japan

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,
New York, USA

Group Exhibition, Philosophical Interpretations of Painting - Present Expression of Chinese Paint, China Space, Beijing
Group Exhibition, FACE TO FACE, Tel Aviv Museum of Art, Tel Aviv, Israel

Solo Exhibition, "Zhu Wei", Simyo Gallery, Seoul, Korea

Group Exhibition, Tobin Ohashi Gallery Collection Exhibition, Tobin Ohashi Gallery, Tokyo, Japan

Group Exhibition, “"Contemporary Chinese Ink on Paper”, Eli Klein Fine Art, New York, USA

Solo Exhibition, "Zhu Wei Exhibition”, Tobin Ohashi Gallery, Tokyo, Japan

Group Exhibition, "All Things Small and Beautiful”, New Yok, USA

Group Exhibition, “Monumental”, Walsh Gallery, Chicago, Illinois, USA

Group Exhibition, "Roundabout”, City Gallery Wellington, Wellington, New Zealand

Group Exhibition, Korea International Art Fair 2010 (KIAF2010), World Trade Center, Seoul, Korea

Group Exhibition, Credit Suisse Today Art Award 2010 Finalist Exhibition, Today Art Museum, Beijing

Group Exhibition, Golden Era, Plum Blossoms Gallery, Hong Kong

Group Exhibition, FACES, Leo Gallery, Shanghai

Group Exhibition, Art Hamptons - the inernational fine art fair, New York, USA

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

Group Exhibition, RESHAPING HISTORY Chinart from 2000 to 2009, China National Convention Center, Beijing
Group Exhibition, "Chasing Flames", Zadok Art Gallery, Miami, USA

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

Group Exhibition, ART BASEL MIAMI BEACH 2009, Miami, USA
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Group Exhibition, The Academic Exhibition of Chinese Fine Arts Paintings, Art Gallery of China National Academy of
Painting, Beijing

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
Group Exhibition, ART OSAKA 2009, Osaka, Japan

Group Exhibition, BROADSHEET NOTATIONS, Tang Contemporary Art, Hong Kong

Group Exhibition, RECOMPOSITIONS, Xin Dong Cheng Space for Contemporary Art |, 798 Art District, Beijing, China
Group Exhibition, Water and Color - Contemporary Ink Art Show, Today Art Museum, Beijing

Group Exhibition, "Best of Beijing”, Melvin Art Gallery of Florida Southern College, Florida, USA

Group Exhibition, Portraits: First Impressions, Tobin Ohashi Gallery, Tokyo, Japan

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, Contemporary Voices of Japan and China Show, Tobin Ohashi Gallery, Tokyo, Japan
Group Exhibition, Art Taipei 2008, Taipei, Taiwan

Group Exhibition, Today's China, Museum Belvue, Brussels, Belgium

Group Exhibition, New Gallery Opening Group Show, Tobin Ohashi Gallery, Tokyo, Japan

Group Exhibition, Beijing-Athens Contemporary Art from China, 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, ARCO, Madrid, Spain

Group Exhibition, Asia Art Archive Fundraiser 2007 preview exhibition, Sotheby's HK exhibition hall, Hong Kong
Solo Exhibition, Zhu Wei Show, Plum Blossoms Gallery, Hong Kong

Group Exhibition, Art International Zurich 2007, Zirich, Switzerland

Solo Exhibition, Zhu Wei Solo Show, Art Seasons Gallery, Singapore

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, ANTIQUAIRS 2007, Brussels, Belgium

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, Curators’ Choice: China, 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

Solo Exhibition, Red Gate Gallery, Beijing

Solo Exhibition, Red Curtain, Plum Blossoms Gallery Hong Kong.

Group Exhibition, Apologue: Chinese Contemporary Art Exhibition, Hangzhou, China

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.

Solo Exhibition, New Pictures of The Strikingly Bizarre, Singapore Tyler Print Institute, Singapore.
Group Exhibition, Lineart 2005, Ghent, Belgium

Group Exhibition, Food For Thought, Islip Art Museum, New York, USA.

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.

2000

1998

1997

1996

1995

1994

1993
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Solo Exhibition, Zhu Wei - Another Perspective, Plum Blossoms Gallery, Hong Kong.
Group Exhibition, “Corporate Corporeality: Chinese Artists Re-examining the Body in the Age of Global Capitalism”,
Plum Blossoms Gallery, New York, USA.

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.

Group Exhibition, Paris-Pekin, Espace Cardin, Paris, France.

Group Exhibition, The First Triennial of Chinese Arts, Guangdong Museum of Art, Guangzhou, China.

Group Exhibition, “Configurations - The figure in contemporary Asian art”, Plum Blossoms Gallery, New York, USA.
Solo Exhibition, China Diary - The Oxen, Plum Blossoms Gallery, New York, USA.

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.

Solo Exhibition, Zhu Wei Diary, Plum Blossoms Gallery, Hong Kong and Singapore.

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.

Group Exhibition, The International Asian Art Fair, The Seventh Regiment Armory, New York, USA.

Group Exhibition, The Taipei International Art Fair, Taiwan, Republic of China.
Solo E xhibition, China Diary, Plum Blossoms Gallery, Hong Kong and Singapore.

Group Exhibition, Art Trends, Hong Kong.
Group Exhibition, Art Asia '95, Hong Kong Convention and Exhibition Center, Hong Kong.
Solo Exhibition, The Story of Beijing, Plum Blossoms Gallery, Hong Kong.

Solo Exhibition, The Story of Beijing, Plum Blossoms Gallery, Hong Kong.

Group Exhibition, Tresors - Internatio nal Fine Art and Antiques Fair for Asia, World Trade Center, Singapore.
Group Exhibition, Art Asia ‘94, Hong Kong Convention and Exhibition Center, Hong Kong.

Group Exhibition, New Trends, Hong Kong Convention and Exhibition Center, Hong Kong.

Solo Exhibition, Zhu Wei New Paintings ‘93, Duo Yun Xuan, Shanghai, China.
Group Exhibition, China Art Expo, Guangzhou, China.
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P 131
P 133
P 135
P 137
P 139
P 143
P 145
P 149
P 153
P 155
P 157
P 159
P 161
P 163
P 165
P 169
P71
P173
P175
P177
P 179
P 181
P 183
P 187
P 191
P 193
P 195
P 197
P 199
P 201
P 205
P 207
P 209
P21
P 215
p219
P 223
P 225
p 227
P 229
P 231
P 233
P 235
P 237
P 239
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P 245
P 247

Landscape derivative from Bada'’s brush style
Portrait No.1 derivative from Bada’s landscape brush style, the embryo of Beijing Story
Portrait No.2 derivative from Bada’s landscape brush style, the embryo of Beijing Story
Beijing Story, Colorful Sketch, No.1

Beijing Story, Colorful Sketch, No.2

The Story of Beijing, No.1

The Story of Beijing, No.3

Comrade Captain, No.3

Sweet Life, No.1

Sweet Life, No.2

Sweet Life, No.3

Sweet Life, No.21

Sweet Life, No.27

The Story of Beijing Album Series 1, No.3

The Story of Beijing Album Series 2, No.1
Descended from the Red Flag, No.1

My Story, No.1

My Story, No.2

The Story of Sister Zhao, No.4

The Story of Sister Zhao, No.5

New Positions of the Brocade Battle, No.1
New Pos itions of the Brocade Battle, No.2
New Positions of the Brocade Battle, No.5
Pictures of the Strikingly Bizarre . Square Accounts after the Autumn Harvest
China Diary, No.7

China Diary, No.19

China Diary, No.20

China Diary, No.51

China Diary, No.52

China Diary, No.54

The Square, No.5

The Square, No.9

The Square, No.14

Joy FM, No.4

Box, No.6

Beside the Girls, No.6

Tightrope, No.5

China Jazz, No.5

Go West, No.1

| Love Pilot

Supreme Treatise on Moral Retribution, No.2
Supreme Treatise on Moral Retribution, No.3
Supreme Treatise on Moral Retribution, No.4
Supreme Treatise on Moral Retribution, No.6
Supreme Treatise on Moral Retribution, No.15
Supreme Treatise on Moral Retribution, No.16
China China

The Running Horse in a Rainy Night, No.1

P 249
P 251
P 255
P 257
P 259
P 261
P 263
P 267
P 269
P 273
P 275
P 277
P 279
P 281
P 285
P 287
P 289
P 291
P 293
P 295
P 299
P 303
P 305
P 309
P3M
P313
p 317
P319
P 321
P 323
P 325
P 327
P 329
P 333
P 335
P339
P 341
P 343
P 345
P 347
P 349
P 351
P 353
P 355
P 357
P 359
P 361

The Running Horse in a Rainy Night, No.2
The Running Horse in a Rainy Night, No.3
Diary of Sleepwalker, No.10

Diary of Sleepwalker, No.24

Diary of Sleepwalker, No.25

Festival, No.9

Festival, No.10

Sunflowers, No.6

South Sea, No.8

Great Water, No.4

Great Water, No.21

Great Water, No.25

Spring Festival, No.10

Spring Festival, No.12

Utopia, No.46

Utopia, No.48

Utopia, No. 57

Untitled, Colorful Sketch

Sketch, No.2

Sketch, No.4

Heavenly Maiden Scattering Flower, No.3
Spring Herald, No.1

Spring Herald, No.3

Vernal Equinox, No.15

Vernal Equinox, No.17

Vernal Equinox, No.20

Curtain, No.1

Curtain, No.5

Curtain, No.8

Curtain, No.9

Curtain, No.10

HOLIDAYS, No.1

HOLIDAYS, No.2

Album of Vernal Equinox, No.2

Album of Vernal Equinox, No.10

Ink and Wash Research Lectures series
Ink and Wash Research Lectures series
Hills beyond A River

Hills beyond A River

Hills beyond A River

Hills beyond A River

Hills beyond A River

Hills beyond A River

Hills beyond A River

Study of People

Study of People

Study of People
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MOCA@LOEWEN SINGAPORE

The Museum of Contemporary Art (MOCA@Loewen) aims to bring the public the very best
in contemporary art from across the region. Set in the lush surrounds of Loewen Road,
the cutting-edge artworks contrast magnificently with the colonial-era building in which
they are housed. As the only museum in Singapore devoted entirely to contemporary
works, and by hosting continuously changing exhibitions and installations, MOCA(@
Loewen has positioned itself as one of the most up-to-date sources available on current
trends and movements within the Asian art world.
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Tel:+65 64796622
Fax:+65 64798665
Email: info@mocaloewen.sg
Location:27A Loewen Road Singapore 248839
www.mocaloewen.sg
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MUSEUM OF CONTEMPORARY ART
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