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Zhu Wei is the world’s most renowned contemporary Chinese ink painter. He is also among the very first group of
distinguished contemporary Chinese artists recognized by the international art audience in the nineties of the 21% century.

Amongst the vast outstanding group of contemporary Chinese artists, Zhu Wei is one of the very few who chooses to use
traditional ink painting technique to depict the social sceneries in modern days’ China. His paintings make up for an area that
has often been overlooked in contemporary Chinese art, art that have local painting elements. His effort in research improves
the chances of contemporary art to be relevant in China and makes it a substantial phenomenon. It allows the world to see
paintings with authentic Eastern origins, to read its contemporary values, thoughts and above all, its power.

This catalogue concentrates on introducing and discovering the rationales behind Zhu Wei’s devotion in working in the
delicate field of ink painting, under today’s historical backdrop. It explores what it means for this new-generation artist, born
and raised in the latter period of the post-Cultural Revolution era that have seen many flourishing and declining sensations
behind today’s painting and culture. More importantly, the catalogue reflects on how the international art field approved Zhu
Wei and his ink paintings as early as the nineties and his technique in making his audience understand his theme.

The catalogue records 20 years of works, sketches and conversations by Zhu Wei between the year 1988 and 2008. It also
includes essays by many renowned critics and theorists who are active in contemporary Chinese art scene on their studies of

ink painting. Through these essays, we can come to apprehend their thoughts and visions on the future of Chinese art.

Please enjoy.
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Khadinn Khan
Plum Blossoms Gallery
November 2007 Hong Kong
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After fourteen years of working with Zhu Wei, it is still a pleasure to reflect on the evolution of this extraordinary artist. On the
one hand, we can through his works witness what amounts to a daily record (a ‘diary’) of the changes that have catapulted
China onto the world stage over the past twenty years. On the other hand, we find in his preferred use of the medium of
Ink and colour on paper an unwavering commitment to technical development that has admirably breathed new life into this
thousand-year-old tradition.

The publication of this catalog will without a doubt provide the reader with precious insights into Zhu Wei’s work to date.
Apart from the sumptuous illustrations of works from the eighties to the present, it also contains numerous articles by
prominent scholars and critics. Just as Zhu Wei’s artistic vision will prove historically valuable for future generations, | believe
that this and many publications after it will become important documents of the artist’s continuously growing and evolving
body of work.
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Stephen McGuinness
November 2007 Hong Kong
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ZHU WEI

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, seizing a foothold in the various fields of ink painting, printmaking
and sculpture. 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
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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 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 @ 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 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. Today, more and
more people have a clear view of his gigantic stature. This is the triumph of time — just like they say: “Time is the final judge.”

December 25, 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

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 colours 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-

coloured 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 (Fen ben #}Z<) 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 colour 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.” 2
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 (/i 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 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
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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, 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 (. 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. *

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 (. 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 colours (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, 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 colour was also
employed to lodge silent complaints, especially in vegetable and flower paintings. 5 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. 6

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 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
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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 “Race Horse on 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, “Race Horse on a Rainy Night, No.5” (1998), the “groom” is a female cadre with her head wrapped
in scarf, while the horse’s long tail is blown around her shoulder (Fig. 8). Because Zhu Wei was born in the year of the horse
(in the Chinese vernacular, he belongs to horse, is a horse), we cannot discount the possibility that some of these steeds
represent the artist himself. This connection is made more likely in “Race Horse on a Rainy Night, No.5” where the otherwise
rarely-seen sprigs of bamboo (zhu 4) 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{E &
#. 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 a museum and studied as historical relics as part of China’s
cultural heritage. When a pair was shown in the atrium of the IBM Building in New York, the installers did not understand that
the patination was part of the sculpture and scrubbed them clean. The earthen patination situates 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.
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“HUMANISTIC” PORTRAITS IN THE REVOLUTIONARY ERA
— About Zhu Wei’s Work

Zhang Zhaohui

As contemporary Chinese art has aroused more and more international attention, following nearly 30 years of development
and evolution, Chinese art has entered a new stage. Many artists, at various points, have realized the importance of the
Chinese art tradition, and have attempted to create contemporary art works that simultaneously resonate with traditional
factors and capture the contemporary Chinese social state of mind. This comes down to the matter of cultural identity, an
issue which is commonly discussed at international forums. Frankly speaking, it’s about answering the following questions:
Who am |? Where am | from? Where am | going? How do | distinguish myself from previous artists? How am | different from
other cultures? As people continue addressing these questions in their thought and practice, art will perpetually innovative
itself.

Zhu Wei is an artist who constantly explores these issues. He is a serious, wise and humorous thinker and a diligent
practitioner. His optimism causes him to have an open approach to developing his work, but there are two questions that he
continually seeks answers to. The first is the excessively political interpretation made by the overseas critics on his works.
The other is the debate and classification made by the domestic audiences and critics over the classification of his works
—whether they are to be considered traditional Chinese paintings or whether they deserve another type of taxonomy. |
personally think that within the field of contemporary Chinese art, which is becoming increasingly internationalized, the two
problems have great universal significance. Many artists are plagued by these same set of problems, and while these answers
may prove to be elusive, the process by which individual artists express their doubts and questions is crucial for both artistic
and social development.

Zhu Wei's first concern—the excessively political interpretation of his work—can be understood within the context of cultural
differences and misunderstandings. On the Chinese mainland, Chinese contemporary art was historically marginalized
by mainstream ideology because it was regarded as heretical, but gained appreciation from Western audiences early on.
The development of contemporary Chinese art owes a great deal to the early interest and support of Western democratic
countries; however, Western art specialists often do not possess a comprehensive and experiential understanding of
Chinese cultural and political history. Instead, Chinese history is understood in a generalist perspective, whereby Chinese
communism and the Cultural Revolution are regarded in limited terms. Thus, artistic works that bear political or revolutionary
symbols often elude critics but are easily understood by Chinese audiences. While the earliest Political Pop images can
be read as satirical criticisms on China’s socialist revolution, the cynical criticisms and images of the early 1990’s and the
commercialized subversive images all have profound social, political, and psychological roots. These works reflect the social
reality of the last 20 years in socialist China. Therefore, the emergence of two Chinese contemporary currents acceptable by
the west — Political Pop and Cynical Realism — in the mid 1990’s is understandable. It is therefore not surprising that the “New
Generation” movement of young artists in the academies, who emerged at the same time as the Political Pop genre, have
been neglected by the mainstream Western art audiences.

There are two significant issues that need to be clarified to art audiences outside of China. First, is that not all of the
contemporary visual narration about the Chinese socialist era is exclusively about politics; second, is that the works that do
call political attention to the Cultural Revolution often possess a wide range of varying political beliefs. Zhu Wei's works are
suitable examples to explore these issues.

Zhu Wei was born in Beijing in the 1960’s to a family with a military background, and his childhood memories are rife with
the frenzy of revolution and socialism. At that time, primary education was also flooded with utopian slogans and ideals like:
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“Realizing Communism” and “Liberate Mankind.” Images of the red scarf, red flag, red star, red book (Mao’s quotations),
sickle and axe, the Gate of Heavenly Peace, and others, appeared as widely as commercial advertisements do today.
Although many people currently critique this tumultuous age from a retrospective standpoint, Zhu Wei remembers these
events as he experienced them as a child—his memories are not tainted with the negativity of heated combat and tyrannical
rule, but capture the innocence of vivid childhood memories of this age. In many ways, Zhu Wei's works suggest that being
a child during the revolution was significantly freer than growing up under the pressures of present-day China. In order to
respect Zhu Wei's true experiences, one must recognize that the artist does not possess strong hatred for that age, but
considers the era an imperfect, but precious life experience. Therefore, his works often depict the Cultural Revolution with a
mild and neutral point of view, and always presents them with a sense of humor. Unlike other artists who invoke the attitude
of “Great Criticism” to critique the Cultural Revolution, Zhu Wei remains honest to his impressions and memories as seen
through the eyes of an innocent child.

In his “The Heavenly Maiden” and “Utopia” series, Zhu Wei uses his own artistic language to relate his impressions of China’s
revolutionary era—the mixed feelings of purity and piety, innocence and helplessness appear in his subjects’ faces. His
“Festival” series deliberates on feelings of seriousness, contemplation, and anxiety, while his “Story of Beijing” caricatures
the scenes of military parades occurring during the Cultural Revolution. The consistent use of a child’s innocent viewpoint
to depict the stories and experiences of the Cultural Revolution is what differentiates Zhu Wei’s works from conceptual and
sloganistic “Political Pop,” and it is this innocence which lends his work an honest and warm “humanist” perspective on
this time. This kind of non-“abstract humanism” bred during the Cultural Revolution, is understood by those who personally
lived through those times, but for historical bystanders, who understand the era through rational and universal concepts of
humanity, it is often difficult to appreciate the delicate “humanity” delivered by Zhu Wei's works. This emphasis on personal life
experience remains drastically different from the messages delivered in “Political Pop” works.

Zhu Wei’s latest series, “Vernal Equinox” and “Spring Herald,” reveal the artist’s efforts to stress tradition over political critique.
His work “Madam Gou’s Spring Outing” reflects this turn towards tradition, as he invokes the symbolic subject of spring, a
recurring theme in traditional Chinese works. In the “Vernal Equinox,” Zhu Wei paints a group of blossoming peony flowers
juxtaposed alongside six figures that have just emerged from the winter, still dressed in heavy winter coats. The figures look
like dolls, posed in similar costumes, postures, and expressions. By painting the peach flowers with the traditional Gongbi
technique, Zhu Wei taps into traditional spring metaphors—collectively, they compose the artist’s retrospection and memories
of springtime during his childhood. In “Spring Herald,” Zhu Wei’s portrait depicts the experience of seasonal change, and the
anticipation of an imminent spring. The figure’s face and clothing are painted red, while the background is a pool of light green
water surging through the chilly winter. In front of the figure’s chest, Zhu Wei has deliberately placed a blossoming peony
flower. Using repetitions of flowers, spring water, simply ordained figures, the “Vernal Equinox” and “Spring Herald” series
provide us with images of the spring theme, their visual sense of humor and their symbolic significance help the audience
relish this experience time after time. On these works, Zhu Wei also uses an unusually large number of traditional red seals.
These seals, once transplanted onto his works, carry both traditional style and contemporary meaning, reflecting the artist’s
endearment for and recycling of tradition.

Although many of Zhu Wei’'s works concern China’s socialism and the Cultural Revolution, these are told through his memory
of that era. They are impressions that have been deeply planted in his mind, and impressions that represent the memories
of people of his generation. Often times, Western perceptions of contemporary Chinese art are informed by Western
perspectives that regard the Cultural Revolution as inhumane and barbaric, and socialist China as autocratic and ruthless.
However, there are still artists like Zhu Wei who follow their own feelings and extract artistic inspiration from their experiences
of living through socialist China. Both representations of this era are true, but the latter is more individual and vivid; it is the
depiction of life experience that can consistently relate to the people of that generation.

In addition to Zhu Wei’s aforementioned concern about common Western misinterpretation of his works, the artist also
places high priority on the way in which his work is regarded in China. This concern deals mainly with the classification of
his work, and the recognition of his work’s language. Because contemporary art is generally thought to include oil painting,

photography, installation and computer art, among others, traditional Chinese art mediums are often overlooked within the
contemporary art realm. As a result, many artistic experiments and innovative attempts to use traditional ink and wash or
calligraphy have been marginalized by contemporary art. Both orthodox Chinese painting and mainstream contemporary art
don’t seriously accept experimental ink and wash painting. Zhu Wei employs Gongbi technique, which is considered even
more traditional than freehand ink painting, and moreover, the Gongbi technique, compared with freehand ink painting, is
more marginalized in the realm of traditional Chinese painting and ink painting. Therefore, while it appears that the differences
between traditional Chinese painting techniques, like Gongbi and freehand painting, and contemporary art mediums are
immeasurable, Zhu Wei has managed to incorporate the traditional Gongbi technique into his contemporary artwork. His
example illustrates the flexibility of contemporary art in accepting different forms of Chinese traditional art.

Over 20 years ago, Li Xiaoshan was brave enough to make a poignant criticism upon the self-enmeshed and conformist state
of traditional Chinese painting, and while this criticism had become an important denunciation of Chinese modern art, it did
not offer any constructive opinions to artists. Young Chinese artists responded to this critique by beginning their individual
explorations, creating different genres, styles, theories and methods such as: modern ink and wash, experimental ink and
wash, conceptual ink and wash, city ink and wash, modern calligraphy, and new literati artist works. The effects of these
explorations were remarkable, causing several influential artists to emerge, including: Tian Liming, Liu Qinghe, Liu Zijian,
and Wang Tiande. While there were also several young artists who investigated the possibility of incorporating tradition in
contemporary artistic practice, Zhu Wei is the one of the earliest artists to investigate and gain recognition from his practice.

In my opinion, Gongbi ink paintings are more readily acceptable by Chinese contemporary art than are freehand ink paintings
for three reasons. First off, freehand brushwork no longer retains any conventional standards regarding format, skill and
aesthetic standards. The reputation and identity of freehand brushwork has also been corroded by the widespread
commercialization of this style of painting, leading to the production of a large number of poor quality works. Lastly, the
emphasis that freehand brushwork places on chance, improvisation, emotion, and frivolousness are seemingly incompatible
with contemporary arts’ appreciation of rational spirit. Gongbi painting holds its advantages in all of the three aspects,
especially the last point. This technique offers artists the opportunity to incorporate rational aesthetic qualities regarding colour
and technique, thereby exemplifying the unique features of their work.

Zhu Wei has spared no effort in incorporating the essence of many forms of traditional art practice into his works, not just
through his use of Gongbi painting, but also through his adept knowledge of traditional Chinese painting theories, Chinese
bronzeware, ancient grotto murals, seal cutting and paper craft. One can observe the profound traditional influences on Zhu
Wei's work, such as composition that is as precise as seal cutting; figure sculpting that is as simple and sober as bronze
ware; and outlines as mellow and terse as porcelain. Thus, in viewing Zhu Wei’'s works, the audience can sense his mastery
of traditional artistic craft, and his ability to incorporate those essential elements into his works. Because Chinese traditional
culture has such a rich and extensive history, many wonder which elements of traditional culture should be retained in
contemporary works. In response to this question, Zhu Wei’s art offers many answers: he notes that his favorite masters in
art history are Gu Hongzhong from the Five Dynasties, Li Song and Fan Kuan from the Northern Song Dynasty and Qiu Ying
from the Ming Dynasty—all individuals who have had significant impact on the development of Chinese Gongbi painting.
When comparing Zhu Wei with those who mention “Shi Tao” or “Ba Da” in referencing tradition, Zhu Wei clearly has his own
preferences for the Gongbi style.

As communication between China and the world increases, the world’s understanding of Chinese culture is getting deeper.
As this awakens audiences to Chinese artistic concepts, Zhu Wei’s works have gained a lot more interest and appreciation
amongst artistic audiences worldwide. | have once previously stated that: Chinese contemporary art is an epistemic field
that is constantly renovating and transforming, and as a result is mutually affected by Chinese historical culture, current
events, and the global democratic social cultural trend of thought. Therefore, if you only understand China but not the world,
you can't really understand the value of Chinese contemporary art, and vice versa. Due to the fact that Chinese contemporary
art is accepted in the world and speculated in the domestic market, people are easily misled by surface level information. So
to appreciate valuable and outstanding contemporary artwork is not an easy task, it requires a great deal of patience and
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study. Zhu Wei’s artistic creations illustrate the range of issues that are being investigated in the field of contemporary Chinese
art, and one can acquire significant insight into the field of contemporary Chinese art simply by analyzing his work.

As one of Zhu Wei’s contemporaries, | feel that Chinese people who were born in the sixties can be considered lucky.
Because we were born when the Cultural Revolution was already underway, our lives weren’t significantly affected by this era,
yet, we retain profound memories of the period. We came of age in the 1980’s, experiencing the upsurge of the reform and
opening up, and finally, at the end of that decade, encountered the unprecedented Tiananmen Square incident. Today, people
around the age of 40 have passed through many different stages of societal change and have experienced a spectrum of
emotions, ranging from joy to sorrow. In this constantly developing and drastically changing social environment, we have
gradually become the core force of the society. As a sensitive artist, Zhu Wei is deeply committed to his social mission, under
what he considers to be a historical opportunity; he endeavors to record his contemporaries’ attitudes towards history and
culture, life and the world, and to leave a distinctive mark in history.

The value of Zhu Wei’'s work lies primarily in his in-depth and refined study of Chinese traditional art, and his ability to
incorporate essential traditional artistic elements into his contemporary works. Secondly, he is able to expand traditional
artistic language to include contemporary artistic concepts, organically integrating traditional and contemporary artistic
languages. At the same time, his works express a certain “humanism”: individual feelings towards a specific historical era.
During his artistic career, which has lasted more than 20 years, Zhu Wei has devoted relentless efforts to his practice, and
has achieved most compelling results. As time passes, the foremost contemporary Chinese artists will emerge, and Zhu Wei’s
works will undeniably be recognized as symbolic emblems of their time.

January 2007
ZHU WEI, published by Belgium J. BASTIEN ART, 2007
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ECCENTRIC NOTES OF DISSENT: THE ART OF ZHU WEI
— About Zhu Wei’s Work

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 Wei'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." 2 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.” 8

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.

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 /n the Red 4,
dissident groups in mainland China "use the language of their enemies when writing their denunciations and attacking their

. »5
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." 8 The artist's visual vocabulary follows the same
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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. 7 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)(fig. 1) and
Pictures of the Strikingly Bizarre: Driving after Drinking (1994)(fig. 2) 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)(fig. 3). 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 national flower, and the People's Liberation Army soldiers in the background. 8

The "mood of languor and melancholy typically associated with court ladies" o

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. "

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 (bu)]. 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 F’eop/ef3 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 7he
Imperial Sedan chair (fig. 4). 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.14 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)(fig.
5) 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
‘/eazrs,15 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 Bejjing 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
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)(fig. 6) 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’ 6
and ‘Angle’ mounted the stage first. Everyone knows them.
In the short 20s and 30s it already existed in the Western
influenced metropolis. 7
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. 1

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.19

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
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poignantly depicts the people’s blinded transfixion by commercial prosperity 20 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)(fig.7) 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. 2

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.

In Supreme Treatise on Moral Retribution, No.18 (2000)(fig. 8) 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)(fig. 9), 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)(fig. 10) 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. * It is the pallid faces of these people that the viewer sees in Festival, No.21 (1998)(fig. 11). 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 %10 the meélange—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” 2 by the famous
Chinese rock-star Cui Jian, 2 Wwhich Zhu Wei inscribed on Sweet Life, No.38 (1999)(fig. 12), reflects the artist’s torn, yet
emotional relationship with contemporary China. They read:

I 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.

| 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.
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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. *°

Set against the three factions that most strongly shape China’s reality: government, army, and the business world—

personified by the glut‘[onous,30 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.

The original essay published in YISHU: Journal of Contemporary Chinese Art,
September 2004 Fall Issue
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Figure 1. Zhu Wei, Comrades, 1995, ink and colour on paper. Courtesy by Plum Blossoms (International) Ltd., Hong Kong

Figure 2. Zhu Wei, Pictures of the Strikingly Bizarre: Serving the People, 1994, ink and colour on paper. Courtesy of Plum Blossoms
(International) Ltd., Hong Kong

Figure 3. Zhang Xuan, Ladies Preparing Newly Woven Silk, eighth century, ink and colour on silk. Courtesy of Plum Blossoms (International)
Ltd., Hong Kong

Figure 4. Attributed to Yan Liben, The Imperial Sedan Chair, date unknown, ink and colour on silk. Courtesy of Plum Blossoms (International)
Ltd., Hong Kong

Figure 5. Zhu Wei, China Diary, No.7, 1995, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 6. Zhu Wei, China Diary, No.4, 1995, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 7. Zhu Wei, Box, No.3, 1995, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 8. Zhu Wei, Supreme Treatise on Moral Retribution, No.18, 2000, ink and colour on paper. Courtesy of Plum Blossoms (International)
Ltd., Hong Kong

Figure 9. Zhu Wei, Sunflowers, No.30, 2000, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 10. Zhu Wei, Utopia, No.32, 2002, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 11. Zhu Wei, Festival, No.21, 1998, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong

Figure 12. Zhu Wei, Sweet Life, No.38, 1999, ink and colour on paper. Courtesy of Plum Blossoms (International) Ltd., Hong Kong
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Sherman Chau, “Reality Checked,” in iConnect (November 3, 2000).

The cover of the book is in fact a portrait of Deng Xiaoping by Zhu Wei entitled China China (1997).

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

Ibid., 326-327.

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

The preparations for the repatriation of the then British colony, which included the creation of a PLA unit that was dispatched for special
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training in @ 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.

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

Translation by the author.

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 Hsti, The Rise of Modern China (New York: Oxford University Press, 1990), 655.
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).

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

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

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

This usually refers to pre-liberation Shanghai.

Translation by the author.

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

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

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.

Translation by the author.

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

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.

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

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

From Cui Jian’s 1991 album Resolve.

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.
Translation by the author.

Holding one’s chopsticks close to the tip is a sign of greed.
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EXTRAVAGANT WAYS

Jonathan Thomson

As a leading Chinese artist, Zhu Wei has challenged orthodoxy for many years. His vision often seems anguished and
alienated, personal and political at the same time. His last two collections of prints have confirmed him as one of the
outstanding artistic voices of his generation.

The American master-printmaker Kenneth E. Tyler’s working philosophy was shaped by a rather self-evident remark made
by William Lieberman, director of prints and drawings at the Museum of Modern Art, during a lecture at the University of
Southern California in 1965 - “great art is made by great artists.” Tyler decided “great prints are only by great artists” and
then set out to encourage the greatest artists of the day to work with him. Tyler established his own print workshop, Gemini
Limited, in Los Angeles, in 1965 and later, in 1974, moved to New York State and established Tyler Graphics at Mount Kisco.
He succeeded brilliantly and developed complex long-term relationships with artists such as Frank Stella, Josef Albers, Helen
Frankenthaler, David Hockney, Jasper Johns, Ellsworth Kelly, and Roy Lichtenstein, and many others. Tyler, through his
technical genius, was able to push the artist/master-printmaker collaboration to extraordinary heights.

In the 1990s Tyler mooted the idea of establishing an organization in Singapore dedicated to fostering printmaking,
papermaking, and paper-based art practice, collection, and education. This idea received enthusiastic support and the
dynamic Singapore Tyler Print Institute (STPI) was born and is now housed in a renovated 19th-century warehouse at
Robertson Quay. In 2000, six young local Singaporean printmakers spent four months training with Tyler in New York. STPI
includes an array of printing and papermaking equipment from Tyler Graphics. It has fully equipped printmaking workshops, a
professional art gallery, and a papermaking facilities to cover the full spectrum of development of prints and paper art. It offers
artists the full range of print processes including intaglio, lithography, woodcut, screen printing, relief printing, and monotype
printing. Inspired by Tyler's example, it encourages artists to make prints that are innovative and technically challenging.

In March and April 2004, Chinese artist Zhu Wei, who was born in Beijing in 1966, was invited by the STPI to collaborate with
its international printmaking and papermaking team. The result is a series of work that draws on some of the artist’s familiar
motifs, but which presents them in entirely new ways. Not least, Zhu was able to work on a much larger scale than ever
before and his work is technically much more complex. In 2003, he had exhibited a series of woodblock prints in New York
and Hong Kong which were graphically very powerful, but which did not push the boundaries of the medium. All of the works
in this earlier series, titled Another Perspective, were carved out of a single block and printed in black. The images were made
up of their power from the evident violence with which the artist had attacked the block.

His new series of works, with the wonderful title New Pictures of the Strikingly Bizarre, commands attention with monumental
scale and vivid, hard-edge, bright colour. New Pictures of the Strikingly Bizarre #4, some 2.8 meters square, took up an entire
section of wall at his Hong Kong exhibition at Plum Blossoms Gallery. [There was a concurrent exhibition at STPI]. The image
is of a man, grimacing, with eyes screwed shut, elevating his face into a downpour of rain. The rain splashes and scatters off
his clenched teeth. In the background is another figure in a similar pose but without definition of features or expression. The
image is an articulation of frustration, angst, pain, or helplessness but with what or why, we can only guess.

The image is actually made up of four sheets of softly textured paper, each printed right to the edge and hung close together
with their edges butting up against one another. The figures are outlined in a series of sweeping, curved lines which delineate
the edges of brightly coloured blocks of pure pigment. Closer examination of the image reveals a variety of surface finishes
and textures. The label spells out the reason for this. It explains that the print comprises 20 colours, staining, woodcut,
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lithograph, and screenprint from 56 woodblocks, three aluminum litho-plates, and seven screens, all on handmade STPI
white cotton paper. Drawing attention to the detail of how the print was actually made is presumably a consequence of the
collaborative process.

The process begins with the selection of the paper. The STPI has its own facilities including pulp beaters and hydraulic
presses which enables it to make it own paper with particular qualities and in unusual sizes and shapes. The papers used
by Zhu are brilliant white and have a soft-textured appearance that appears to respond differently to different printing media.
The next stage involves staining the entire paper surface with a weak, watery-brown pigment in a lattice shape. This effect
is accomplished by dipping a wooden lattice in the pigment and then transferring it by hand to the paper. No mechanical
process is necessary as the wet pigment simply bleeds into the soft paper. This lattice effect is sought by the artist as it
replicates the rubbing effect achieved in his paintings when he paints them on the tiled floor or walls of his studio.

The wood used by Zhu in making his woodblocks is actually medium-density fiberboard or MDF which has a variety of trade
names, one of the most common being craftwood. It is a type of hardboard, made form wood fibers glued together under
heat and pressure. It is dense, flat, and stiff, has no knots or grain, is evenly textured and is easily machined. Because it has
no grain, it can be cut, drilled, machined, or gouged without damaging, chipping or splitting the surface. It is made up of
fine particles that result in a very even surface with good adhesion when inked for woodblock printing. The artist transfers
his design onto large sheets of MDF and then cuts it into individual blocks using a jigsaw. Each of these blocks is then inked
separately with the desired colour and fitted back into position, much like assembling a jigsaw puzzle. The blocks are not
butted up against one another, but are kept 1-2 millimeters apart (1/16th inch) being the width of the cut. When printed, this
gap is left as a line of white paper between each different colour. This gap is accentuated by the way the ink forms a slight
pressure ridge at the edge of each block. Similarly, the gouges cut into the blocks, representing the rain, do not take the ink
and are left as white.

The image is given a distinctively Chinese appearance by the use of highly stylistic Chinese cloud scroll motif in yellow
outlined in black. This device is traditionally used to represent the celestial realm, a reminder that the Emperor was the Son of
Heaven. Yellow was also seen as the imperial colour in China as the Emperor stood at the center of the universe. In Chinese
symbolism yellow is also associated with black as its opposite and complement. It represents the earth emerging from the
primeval waters with rain as the evidence of celestial influence. These symbols may explain why Zhu’s work is often regarded
as having a political edge and as making a satirical social commentary. The frustration, angst, pain, or helplessness expressed
by the figure may be his response to contemporary authority.

However, this analysis may be reading too much into the image. Rather than having overt political connotations, the work
may simply be a more personal expression. In contemporary China, clouds are also symbolic of good fortune and happiness.
The dichotomy between the symbolism of the cloud and the rain, and the expression of the figures, may be more closely
allied to personal circumstances than political ones. An earlier version of this same work, Woodblock No.4, from his Another
Perspective series does not include any clouds or rain. It simply depicts two people venting their emotions. Support for the
notion that these works may be autobiographical comes from the fact that the figure, with its large dome-shaped, close-
cropped head, bears a striking resemblance to Zhu Wei himself.

A series of bright red screen-printed chops also serve to support this latter reading. One simply reads Zhu Wei Ink Painting
which is the artist’s assertion of authorship. Others read Grow with Time and Eight or Nine out of Ten which surely indicates
the artist’s personal involvement and critique of his image-making. It is a measure of the humility of Zhu Wei the man that he
acknowledges the possibility of improvement in his work.

Other smaller works in the present series share motifs and technique. New Pictures of the Strikingly Bizarre #1 reiterates
the artist’s homage to those that suffered during the outbreak of Severe Acute Respiratory Syndrome (SARS) in 2003 when
8,098 people became sick with the illness and 774 died, mostly in Hong Kong and China. His image depicts a man wearing
a surgical mask, eyes screwed up shut in grief or pain. The variety of techniques used in the making of this image are

perhaps more evident than in the larger works. The different qualities of different colours of ink are clearly evident. Some are
translucent, allowing the stained tile-effect grid to show through, others are more opaque. The mask itself is not over-printed
at all, allowing the stained-grid pattern to represent the weave of the mask.

New Pictures of the Strikingly Bizarre #2 depicts a number of hands held up in a salute. The salute appears to be directed at
the yellow-and-black cloud scroll motif in the background. The salute is actually the sign language handshape for “I Love You”
used by hearing-impaired people. It combines the letters |, L and Y into one handshape by extending the thumb, forefinger,
and little finger, and bending the middle and ring finger to the palm (and is not to be confused with the two horns of the devil
handshape so beloved by George W. Bush). To whom is the sign directed? It is not outward to the viewer, a fact emphasized
in another work which depicts the back of the head and shoulders of two fingers making the sign. The only conclusion is that
the sign is directed to the clouds, either as symbols of good fortune and happiness (a positive, personal reading), or the State
(a rather more perplexing, political one).

The largest work is printed on six sheets of paper and is overall 4.25 meters (14 feet) wide. It is an image of two nearly
identical women'’s faces in right profile, staring fixedly at something outside the image. The image is so large that in the
confines of the gallery it is difficult to get an overall impression of it. Its scale underlines the flatness of the work which also
becomes the dominant emotion. The flatness is aimost numbing and is further emphasized by the aimost demonic intensity
of the women'’s stares. They are transfixed by what they see and are not capable of registering anything else.

While in residence at STPI, Zhu Wei also made a series of eight etchings. True to Tyler’s philosophy, these were not simply
etchings but were much more technically complex and combined etching with woodcut, stencil, aquatint, relief inking, and
chine colle in a variety of different combinations. Unlike the woodblock prints which get their power from forms and colour,
these prints depend much more on line. Despite the variety of surface effects, the overall result is rather simplistic as Zhu'’s
figures are reduced to an almost cartoon-like shorthand. Notwithstanding, the time spent by Zhu Wei at the STPI was hugely
rewarding. The tremendous power of his monumental woodblock prints will be long felt.
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With kind permission of Asian Art News. © Asian Art News, 2005.
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ZHU WEIL: INK PAINTINGS, CONTEMPORARY ART IN A
DIFFERENT TONE

Wang Jing

Zhu Wei, an artist who has been labeled an “old punk”, paints aspiring works such as The Story of Bejjing and China, China.
Without his deep-rooted and ever-lasting passion, it would be tricky to handle these works with his degree of precision. These
are not works that could be done by any “well-tempered”, “stand by the rules” artist either.

When | first met Zhu Wei in the café, | thought to myself, “The artist is just like his paintings”. Zhu Wei, an artist who has been
labeled an “old punk”, paints aspiring works such as The Story of Bejjing and China, China. Without his deep-rooted and
ever-lasting passion, it would be tricky to handle these works with his degree of precision. These are not works that could be
done by any “well-tempered”, “stand by the rules” artist either. After our conversation deepens and our topics expand, Zhu
Wei, behind his thick Beijing accent, is refreshing with his unique wit and humor, making this interview an opportunity for me
to elucidate the mystery.

Back in the 1990s, Zhu Wei was one of the earliest artists to emerge in the then burgeoning art market. Since 1993, he has
been working with Plum Blossoms Gallery, a gallery that has branches and network in Europe, America and Hong Kong. Their
tight-knit cooperation lasted until 2005. In those 12 years, Zhu Wei's ink paintings attracted a lot of attention, from overseas
collectors to major art institutes, demonstrating his works have genuine international significance. Art critic Li Xiaoshan
once commented, “ Zhu Wei's visual documentation continas lots of significant footage.” Westerners have a saying “One’s
character determines their destiny”. Frankly, many people do not know how to handle their destiny. Zhu Wei never shows
off his outstanding achievements. In his own words, he is “merely a hard-working peasant who lowers his head and works
steadfastly.” On the business side, Zhu Wei’s attributes lie in his close observance to business conduct and his self-imposed
restrictions. In academic terms, Zhu Wei’s works transmit messages that richen thoughts, in his unique artistic style. His
works, in a way, are reflections of his personal experience and his low-profile, easy-going personality.

For his whole life, Zhu Wei has maintained a peculiar connection with Beijing’s institutionalized culture. Both of his parents
were in the military. His childhood memories begin with the military institute. His parents spent a lot of time on their work
during the revolutionary period, leaving Zhu Wei without much of a family life to enjoy. Eventually, he was sent to his
grandparents’ residence at Beijing Shougang Steel Company. When Zhu Wei recalls this chapter of his life, his disinterested
tone reveals a sense of sorrow. As a “wild” kid growing up, Zhu listens to rock music and reads book about Existentialism.
So, what drove him into picking up and learning conventional Chinese ink painting? This transformation puzzles a lot of
people. From my personal observation, Zhu Wei seems to be more fitted for the passionate Expressionist style. However,
after having heard him explain his understanding of antique art to me, | immediately sense his fascination for visual codes in
Chinese ink painting. He employs his skills to depict the surroundings and would never directly borrow from his predecessors
without giving thoughts. He firmly believes that we can find an early model for everything that happens in modern world. This
has become his philosophical foundation for citing the classics, and this has certainly become his bridge that connects the
present and the past.

For a very long period of time, Zhu Wei’s works from the 1990s have been classified under the category of Chinese “Political
Pop Art”. Political implications in his works are easily circulated and duplicable and these have become a big reason for his
notoriety. However, if one takes a closer look at his personal experience since his twenties, one would discover that including
his works from the 1990s into the “Pop” camp is inappropriate. Right from the beginning, Zhu Wei did not purposefully
plant any visual codes in his works. Instead, he was studying through his peasant’s eyes. The works were his direct reaction

to capturing reality with traditional Chinese painting techniques, not from any conceptual angle or with any aim to arouse
notions of absurdity or to have them connect with current social affairs. Most of his works arise from his interaction with the
environment. He uses a humanistic approach to examine social events and the ubiquitous images of the social leaders in a
broad context.

Social elites carry the responsibility of driving society forward; this focus is highly evident in Zhu’s paintings. The artist
recognizes the massive power that lies within Chinese block letters in both traditional and modern China, but Zhu Wei never
rigidly adheres to traditional ink painting’s formulas and confinements. On the contrary, he is courageous in exploring a path
that nobody has ever attempted. Zhu Wei, now in his forties, maintains his poise and his keen observation of society. He
is also very interested in an extensive range of cultural events. These interests allow his works to be sly, cryptic and deeply
meaningful. The humor in his works eases his elucidation; his humanistic approach eases the bluntness. Zhu Wei’s paintings
document a rapidly changing social standard, as well as weaknesses in human nature. They are humorous and ironic at the
same time... The viewers will find it difficult to establish an overall opinion that summarizes his works. This demonstrates
that he has created images that expand to boundless possibilities.

In regarding the current status of Chinese ink painting, the dispute is endless. The proposition has become such an
irresolvable agony that every member of the Chinese art circle feels the stress but nobody can do anything to change it. The
discussion is set, and Zhu Wei has been expressing the unspeakable sorrow as a contemporary Chinese ink painter without
reservation. In his first eight years as a painter, he refused to exhibit his works alongside works created in any other media,
such as oil paintings, and he barely participated in group exhibitions. He recalls bitterly, “ At the beginning, | felt inferior as an
ink painter, for the reason that, in theory, ink painting lacks the rich expression and clarity of oil painting. To tell the truth, | feel
even more inferior now, because contemporary ink painting does not have any influence. Nobody cares about contemporary
ink painting.” Truthfully, this has long been a standing issue in art circles, but after years of debate, the problem still lacks a
viable conclusion. The ink painters are still being judged by the time and effort they spend on academic research and their
seniority. Needless to say, Zhu Wei is puzzled by such a verdict. Art critics still doubt the qualifications of ink painters who
are still in their Thirties or Forties. To be more precise, these painters are not even under consideration in their discussion.
Many people believe that only the media and subject matters from the West qualifies as contemporary art: their prejudices
for ink painting hinder the modernization of ink painting and forbid them from attaining the recognitions they are due.

Discussing difficult circumstances is inevitably dispiriting. When putting contemporary ink painting into practice, one is
destined to face an awkward dilemma. Zhu Wei is devoted to use ink painting to express his real feelings. An art critic said
this about Zhu Wei: “Zhu Wei is a serious painter, and as a thinker, he is full of foresight and wit. He is also a hard-worker
who likes to put his thoughts into practice. To what extent should ink painting borrow from classical aesthetics? And to what
extent should it be blazing a new trail? In the question of how ink painting shall be modernized, | think Zhu Wei is a successful
cultivator.” As Zhu Wei teasingly commented, “Maybe in another 30 years, maybe even longer, the era for ink painting will
eventually emerge.” From my point of view, the joke is not an attempt at self-consolation. Today, more and more people are
beginning to clearly see the true values of Zhu Wei.

Originally published in Oriental Art . Master, Issue #147,
December 2007
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ART...NEEDS SEDIMENTATION

— A conversation between Li Xiaoshan and Zhu Wei

About contemporary

Li Xiaoshan (Li): What do you think about contempor.

Zhu Wei (Zhu): | always revolt against using the term contemporary art at every turn. Some people always emphasize that
they are contemporary, and even do contemporary art in a way they used to do political movements. | think they’re only using
the name to achieve their own goals. For instance an eighteen-year-old girl standing in front of us, and she constantly stress
that she’s eighteen, which everybody can see. If you're really young, you don’t have to say that, everybody knows. Then why
she has to keep stressing on her age and youth? She must have some attempt. May be she can make a better deal with her
age - if she’s a prostitute. Youth is visual, if you have to accentuate your juvenility, that only proves you’re getting old. And this
is a typical situation in art nowadays: there always are people who consider themselves contemporary. But can art actually
be distinguished by contemporary and none-contemporary? If you say you’re contemporary, then please tell me what is not
contemporary? It’s as simple as after a few years we cannot say this installation is a contemporary installation and that muilti-
media is not contemporary multi-media. To label art is to make countless illegible individuals into a clear-cut group — without
the label people can’t recognize you. This is the same with historians study history. But history only studies those already
become past tense, why art in present tense is so hurry to tab, to footnote itself? Plus, if your work is labeled contemporary
right after creation, it only means the life of your work is in countdown — in a short time it's going to be none-contemporary,
and will soon be washed out and abandoned. We have to offer all kinds of ongoing art phenomena with time and space, and
not to hurry defining them as contemporary or anything else.

D

@
(@]

Li: What do you think about the 1985 Art Movement, the post-89 palitical pop, Popi, and Cynical-realis
Zhu: The 1985 Art Movement happened not long after the reform and opening up, at the time we just started to accept some
new western stuff. The movement was self-generated by artists, though technically it was a primitive emulation of western art,
the artists were very simple and idealistic. Gao Minglu once recalls that after the Grand Exhibition of Modern Art held in the
China Art Museum, the organizing committee asked the participants to come and take theirs works back, but many artists
didn’t bother to come. The post-89 was quite different. It was created out of nothing by an overseas gallery and a couple of
critics. At the time it was so called “Post-89 Chinese New Art”, using the word 89 was just a stunt. And the artists selected
by the show were all commercially smart: their works rifely used western materials; the pictures were rich in colour; themes
perfunctory and away from trouble; quickly finished in a short time and dumped in large quantity; no room for artistic creation.

LI What is your view tc

oday's ink and wash?

Zhu: The Chinese ink and wash, or we should say Chinese painting, historically had always been a parallel form of art and
aesthetic with the western painting. Why many Chinese artists nowadays feel unsure in their creation? Only because the
materials and concepts they master are not original, but imported. The using of these materials and concepts can only be
copies, not renewable, whereas the Chinese painting, whose frame of reference is not western. Many people have asked me
which foreign masters had influenced my creation, | can not tell, for in fact there isn’t any. However, Fan Kuan in the Song
Dynasty, Shi Tao and Badashanren in the late Ming Dynasty and early Qing Dynasty have placed great influence on me. They
are much like my friends around me, my frames of reference, and objects that | want to challenge and surpass.

Facing the internalization of art

Li: Have you ever confronted problems in your creation in the le

Zhu: If there has been any, it's only on the appearance of the pictures. And the problem lies on the essence of Chinese ink
and wash itself. Ink and wash is a type of art that’s dominated by lines, while colour and formation only support the lines. Line
is very elastic; a formation based on lines would make colour accessorial. If you want to make a painting with all elements,
like oil painting, then the lines will be weakened, yet Chinese painting most emphasize on lines. The best meticulous is
line drawing, which is the very way to show someone’s skill. The present painting pattern strives for painting feature and
partialness. | also tried to do frontal but never succeeded, | tore them up all. There has to be some perspective, this is a
barrier of line. When painting | try my best not to use any western painting element. Taking colour as an example, as long
as the colour is available in Chinese Painting pigments | absolutely don’t use Japanese Painting pigments. You see in my
paintings British watercolour pigments, propylene pigments, and Japanese pigments is because that the Chinese ink and
wash pigments don’t have those colours. As | use perspective, which is only to solve the problems of ink and wash painting.
If the ink and wash painting remains stuffy, it’ll only be what it was before.

interationalization, and the fact that

Li: Ink and wash is not just a simple guestion of merging into intemational orbit, but the poss

interationalization alrea Jnder such circumstanc what coL ome into

is ink and wash to follow? A new background has

being, the intermationalized ¢ ecome a background that has to be faced, how are we going to cope with it?

Zhu: | think that adhering to what we have already had have become more important.

t into English, there has to be a translator. And translating certainly will include filtration and

Zhu: Misunderstanding means your creation still needs interpretation, which is probably because your conception is yet to be

perfect. If you paint with your heart, why would you worry about misunderstanding? Why would you need to interpret?

Li: The forms are different. For instance literature, it has to be translated. And language translation, no matter how good it can be, there

Jniversal language that d to be translated. We look at African art

mething that's

we don't need a translator to explain to us.

Zhu: For painting is a very primitive language.

Li: To enjoy or accept, it's much easier than words. Word language is largely abstract, needs to be transformed from one

anotner

Zhu: And needs to be embodied with words.

Li: If translate something from English to Chinese, there are many things 1
here

is hard to be unders

an only be understood in English langua
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form, is universal. It doesn't need any translation to be understood. Anyone is able to directly appreciate arts that don't belong to his
system. I was talking about internationalization, and you asked me if you were international? \Why do you have such confidence and gut?
It means your experiences have already proved that you are. If we look back to this question, we'll find that painting language wasn't
universal as it is now in the era when communication was obstructed. A certain type of visual graphic was not understandable and
appreciated by people who didn't belong to the cultural system. For example in the Qing Dynasty, both for the westemers to Chinese
paintings and Chinese to western paintings, the difficulty of understanding was unbelievable

Zhu: | think the impact of the Chinese art on the western art was fierce too.

Li: According to the documents of the time, the misunderstanding of the western audiences to the Chinese paintings, and the
evaluation of westemers on the weak sculpting ability of the Chinese are enigmatical nowadays. How come the Chinese simply couldn't
paint? In his book Hegel directly said that the Chinese didn't know plastic arts. Why? Hegel's reason was: we didn't know light and
shadow perspective. He said we didn't understand far and near of the light and shadow, this is perspective. So, according to him, the
paintings such as Badashanren's, just sketches of a few things, no background, no nothing, isn't this blind drawing? Obviously, his
judgments were based on westemn painting system.

Zhu: And the judgments were made hundreds of years ago, he didn’t really understand our painting system.

Li: What is his problem then’? Zou Yigui, a theorist and artist in the Qing Dynasty, when talking about western paintings in his art
review, appraised westem painters as "artisans though meticulous, not artists”. Hegel said that the Chinese didn't know what sculpting
was, and Zou Yigui said that western painters were craftsmen, could they paint? They were not even painters. So at that time, the
misunderstanding on painting between the west and China, and the difference on the evaluation of art were ridiculous seeing from now
But as time passed by, after some time, when the westemers gradually had seen more Chinese paintings, especially had had a better
understanding of the Chinese culture system, that they started to discover that the connotation of the Chinese culture wasn't as simple
as they first imagined. And the Chinese also had gradually found out that the western painters were more than just “artisans though
meticulous’, the westem paintings had a lot of good things that the Chinese painting system didn't grasp. And to the end of the 19th
century, the social reformers even used western painting as a weapon to reform Chinese painting, and undrew a curtain. Once the
curtain was undrawn, it had made a great impact on our cultural system and painting system.

Zhu: The attitude of the reformers in the end of the 19th century and beginning of the 20th century, to my opinion, was
entirely a reaction in haste. A reaction to the swift collapse of their originally complacent cultural state of mind, caused by the
aggression against China by the western countries. Now we may think that the reaction was hypercorrect, but if you think
on their minds, a vast country as China was, had been ravaged and whacked up by the western countries for a long time,
one must be doubtful of the culture and civilization he belonged to. But the thing is the very reason for China’s poverty and
weakness at that time, as well as being trampled upon, was due to its political system. The problem of culture had something
to do with the system, but down to the concrete issue of art, so many factors were involved, such as aesthetics standpoint,
technical characteristic, and picture composition. Such factors can’t be measured with scientific, technological, military, or
economical indexes. Their attitudes were influenced by the social factors, not closely contacted with art itself.

Li: Being suppressed by the forceful western culture, the steps of Chinese painting became askew, sometimes marked time and
sometimes back and forth. The pace of Chinese painting's evolvernent had been normal, basically linear. But by the end of the 19th
century, its step forward became turbulent. 100 years have passed, and a new situation has emerged. The contemporary ink and
wash artists create paintings and take their works to the west, the western audiences no longer question whether the painters are
Chinese or not? What kind of painting is ink and wash? They stress on painting itself. They like it they buy it. Take you as an example,
you say that those who love and appreciate your works are all from the west, And these westemers would not ask 'hey, Zhu Wel, who
are you? What do you do? What's the meaning of your paintings?" They don't need to ask. | think there are at least two reasons for
this: first, the long-standing cultural exchange has widened the eyeshot with which the westermn audiences accept the culture and art
of non-westemn system; second, which is more important, your works match the thought, sentiment, appreciation and palate of the
contemporary western audiences. This is because your works are conterporary. If you paint a work that looks like done by ancient
Chinese, they perhaps would buy it as a tourist souvenir. However, souvenir and art are completely different things, as if we go to Tibet,
X'an, or Yunnan and buy these stuff. As a contemporary painter, the contemporary nature in his works s crucial. Athough a Chinese

painter, you have in fact formed an interpretation relationship with the western ideas and art fanciers. They don't ask you, and don't need
o pursue the significance of the ethno-symbals in your works, as well as other profundities the works might have. They only consider
that as a painting work, they can accept, they are able to appreciate, as simple as this.

Zhu: These two points nicely illuminate that art is like this: it needs to fulfill people’s aesthetic demand. Just a little bit of taste,
a little bit of innovation would make people like it. This is aesthetic function. Frankly, | think painting becomes complicated
after being discussed by people. It's actually very simple. If my paintings, other than decorative functions, can express my
thoughts to the audiences, move the audiences, I'd be satisfied. When you study art or academic trends you need to have in-
depth understanding, but does such in-depth understanding help one with his creation or one with his appreciation? Many
westerners are even ignorant of painting while still buy things that are related to art. He depends on his instinct. Everyone has
his instinct. There might be some artists create on instinct, so the both sides instantly reach a sort of connection. Some artists
are very famous, such as van Gogh, Picasso, and Richter, etc., because they have become a guarantee of quality, people
don’t need to worry about whether they’re worth it or not, just need to worry a little about whether they fit their tastes. To do
profound research in art, artists themselves don’t have the necessity, and general collectors don’t have the time.

LI The result is rather simple. But sometimes man's curiosity makes them to explore cause from result, what reasons have caused
the result”? Foreigners look at your paintings, what makes them fall in love with the paintings at the first sight? The reasons are the two
points | just made, one is their eyeshot is wider than before, they can accept things from non-western system. And two is your works
have interpretation, they're different from ancient works, though you stil use ink and wash, the form of expression is different, so is the
visual effect. This kind of visual effect is close to the historical accumulation of westem painting, therefore, your works are not apart from
westen artistic experience but approaching.

Zhu: | think this is only a coincidence.

Contest between Fan Kuan and van Gogh

Li: The westemers in the early age, their acceptance of Chinese ink and wash were completely driven by the curiosity to exotic culture.
While our acceptance of the westemn culture is not only exotic but wooing the westerm path

Zhu: Now it’s still the same, still exotic culture. The fact that we have to add in social factors when accepting western culture
is only Chinese reaction. The west never needs to have oil painting internationalized, never.

Li: The western ol painting never needs to get close to any direction

Zhu: So the Chinese ink and wash, the real contemporary Chinese art don’t need to get close to anybody. They are all
international, even if an exhibition held by a county cultural center, at the moment of the exhibit, the exhibition is also
international.

Li: It doesn't seem to be reliable to take an exhibition held by a county culture center as an example. We talk about internationalization,
talk about whether one exhibition bears a significance of interationalization, mainly according to two aspects: one is whether if the
exhibition has had influence on a certain extension, and whether if it has brought about certain effectiveness. By effectiveness here
I mean its influential force. If the Venice Biennale didn't invite artists from all five continents, didn't become a focus of dll artists and art
lovers, and even ordinary audiences, we could not call it an interational exhibition. Same with the Canes Fim Festival and Oscar. When
we call an event intermational, we base on the intermational influence the event bring about. Two is that if we call an exhibition held by a
county culture center an intemational event, maybe because it has invited and accepted artists and works of international level, but the
most important is, these artists and works have really participated.

Zhu: Well like van Gogh, put out a few paintings to show them to the people in a small French village, not even an exhibit, but
aren’t the paintings international?

69



70

Li: van Gogh's example and phenomenon doesn't explain a county exhioition in China's Gansu or Yunnan. This only proves what | just
said about Influence. He is famiiar to and loved by all the artists and art fanclers from around the world, His works are frenzied in the
international market because of his global fame. On the contrary, In a county culture center in places like Gansu or Yunnan, someone,
whose works never appeared in any other exhibition, puts on a show by himself, and emerges of itself and perishes of itself after the
show, it only means his works are just sketches and exercises of an art fan. It never make an international topic. Interational means
its got to be something that artists and art lovers from many many countries pay attention to. So, that's why | took your works as
the beginning of the topic, though people who collect your works have a different state of mind with that of collecting van Gogh and
Picasso. Van Gogh and Picasso's value on the international art stage will keep increasing, increase to a sovereign position. I've seen an
exhibition register of the New York Metropolitan Museum of Art, in the last 50 years, the exhibitions with the most audiences were not
any grand exhibits, but van Gogh's solo exhibitions. This is the very proof of van Gogh's influence

Zhu: | have paid my homage to it too.

Li: Recently a Picasso's ol painting fetched more than one hundred milion US Dallars at the auction, incredible, the record is a victory of
Picasso as well as art. Scaled by number, art can draw such a big amount of capital, and the size of that piece of work isn't big, nor is it
Picasso's magnum opus. Picasso and van Gogh are the most redoubtable in the auction market, last time a van Gogh's work fetched
eighty milion US Dollars, amazing! Now Picasso exceeded one hundred milion, which shows that there is still space for appreciation.
When | read this news | was excited. This shows that the significance of art In people’s life s still increasing. The fact that one would
spend so much money on an artwork proves the importance of art in people's heart

Zhu: This is more of a victory of merchant. The role of art here is no more than a donkey with a blinder that’s pulling a
millstone.

Li: The Chinese auction market is becoming more and more hot. There contains many social factors that yet to be decoded. It's not
as simple as spending money on paintings. There are more significances than just buying a piece of painting. Looking at the domestic
situation, even the authorities have invested large amount of capital to buid the collection system. Moreover, the popular collection is in
frenzy... There is an interesting question, just flashed on my mind, when | was taking about 200 years ago the westemers treated the
Chinese ink and wash paintings as exotic cultural relics, you chimed in that "now it's stil the same”. Why til now the phenomenon still lasts?

Zhu: This is understandable. The reason is the current art in the world is still evaluated according to western standard. We
can imagine, if the contemporary art was defined by us, we’d also choose the materials and conceptions that we’re familiar
with to be the standard. Now we are abandoning our original art that has developed for over thousands of years and using
others’ materials and conceptions to strive for others’ recognition. Sticking a hot face on a yet to be cold ass, how are we
going to have a future?

Li If nothing's changed, the topic is not a topic. Now because the bulwark lies between the Chinese and western cultural system has
been broken, (the Chinese art) is no longer exotic

Zhu: (The bulwark) has been broken, it is us who have given in our position and surrendered. You see the nowadays-Chinese
contemporary art is full of the shadows of Andy Warhol, Richter, David Hockney, and shadows of the shadows, is there
anything Chinese? Can this be called the Chinese contemporary art? You emulate the others, and they take you in the game,
what fun do you have?

Li: These issues to us seem to be unable to grasp and see thorough, why can we never get around them?

Zhu: It's because of our inferiority complex.

Li: Especially the current stage, people have strong psychological expectation to internationalization. They feel that no matter how
famous they are on the domestic stage doesn't compare with a nobody on the intermational stage.

Zhu: This is probably a matter of money.

LI Not only money. | have met with a lot of artists who are wallow in money, who are much wealthier than we can imagine, who can
afford to build a castle, construct a road, etc. But their seriousness on putting up a show in America or Europe is absolutely not a joke
They're no satisfied by only seling their paintings, they need to impose some influence on the intemational stage. The influence they take
for is to expose themselves in places where the masters once have been to or shown

Zhu: It doesn’t matter for an artist to have such thinking. They think it's internationalized as long as they’ve been there. A few
hundred, or even a few thousand painters’ ideas, being put together, make up a virtual prospect of internationalization.

LI No matter a few hundreds or thousands, the different impression of internationalization in their minds combined, forms a virtual
prospect of intemationalization. Just like a mirage

Zhu: As when | was small, the teacher asked us to write a composition longing the 21st century: the new century is moment
away, let’s countdown, 10, 9, 8... The fact is, open your eyes on the next day, open the door and go out, it’s still the same
bitter faces you see everyday.

Li: Exactly. It only brings us a very shadowy impression. Ah, the new century has comel!
Zhu: The new century has come, you still do whatever you have got to do, and your mind hasn’t changed.

LI This comparison is great. This is just the imaginary of artists. This is a penetrating metaphor. Your two parables are pretty sharp
One is hundreds or thousands of painters have gone out, and the definitions of internationalization in their minds combined to form an
interationalization mirage. The second is the countdown. As an artist you put forward an analogy like this, it is different from the cam
analysis drawn apart from experience. It's worth being analyzed. The Chinese art in the past, for instance are the Song Dynasty paintings
intemational? \What about the Ming and Qing Dynasties? We can ratiocinate along this line, and draw such a conclusion: the excellent
works of any country, any nation, and any region are all international.

Zhu: That’s about it. | keep saying that they’re all international, and they are the mutual wealth of the mankind.

LI: No matter what time it belongs to, as long as it's an outstanding piece of work, and contains the universal value of mankind, it's
intemational. This kind of works may not be recognized in a certain era

Zhu: Right. It coincides common aesthetic standard. Van Gogh’s works are very international now, and are considered
superexcellent. In the decades before and after he died, nobody knew him. But this doesn’t affect him to be international in
the later years. The Song Dynasty paintings, after thousands of years, they are still international.

L ' have come up with an example, you just talked about the new century. A western organization, to welcome the coming new
century, has selected 100 persons who have made great contrioutions to the mankind in the last millennium. Among which according
1o thelr standard there are five Chinese, and one of them s Fan Kuan, which shows how big an influence he had placed on the world
| felt at the time that this was selected by the west, in spite of their limitation of west centric, they didn't ignore other parts of the human
beings. In their regard, Fan Kuan was a master, was one of the most respectable artists in the last one thousand years. When Fan
Kuan was creating such grandiose landscape paintings, what were the western painters doing? In the Middle Ages of the west, there
were only artisans painting icons, religious paintings. Of course Gormborich thinks the Middle Ages painting Is the best, because It's
schema. This Is a judgment based on his own theory. Now you know Fan Kuan is intemational, but at that time there wasn't such a
term. He was a master of one thousand years, a most representative artist on earth, and made great contrioution to painting.

Rules of Internationalization

Zhu: Now (the definition of) internationalization has been clarified. As long as a thing shown in a county cultural center is
international, it may produce international influence.

Li: So internationalization is not a desire. As if in America, Germany, or France, despite their territorial advantage and how many
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activities that might have some international influence they have held, the works shown in these activities aren't necessarly going to be
international, But your example of county cultural center is too general

Zhu: | use this as an example, is only to extremize the issue. Thus | can make the concept of internationalization clear. If | take
provincial art museum as example people would still misunderstand my point.

LI Itls an extreme example

Zhu: Here’s another example, | won’t have a motorcade in my wedding, and | won’t have a bunch of people whom | don’t
necessarily know to have a banquet, but the formality won’t change the fact that I'm married. Though | don’t have a grand
wedding ceremony | am wedded, and my marriage is a real existence.

LI The reality exists. You're married. As Ijust said, internationalization is not an activity locale, it's historical, is gradually bom in practice

Zhu: Right. The quality of my marriage is high, though | don’t have the ritual. But | am in fact married. So, if everyone
understands this, they wouldn’t have been so anxious.

Li: The wedding example you provided just explains that you don't want the ostentation and extravagance, but you can't make others
not to have the ritual. Many people think it's necessary. Wedding is a social formula

Zhu: According to what you said, then people who don't have the ritual would all be cohabiting illegally.

Li: There s a funny exemple: | have a friend, who has got married and obteined the marriage certificate, and a new home has been
settled too. Later his wife has got pregnant, but the parents of both sides didn't consider them married, because they didn't have
a motorcade swaggering the streets, and yet a banquet... So the parents said how could you call this a marriage”? Banquet and
motorcade are even more important than the marriage certificate, that's called a marriage, that's what the concept of getting married is

Zhu: This is the problem of standard. | think there’s a problem, let’s still use wedding as an example. You marry to a woman,
you cheat her that you only want to have a banquet but not the certificate, she would definitely disagree. Because without
the certificate your relationship is not essential. You ask 10 girls and none of them would agree. Everybody knows the issue is
essential.

Li: The little girls are sharp, only the certificate guarantees that the marriage is real. The law only recognizes the certificate, not the
ceremony forced by the parents. The little girl understands, a hundred tables of banquet Is useless, a hundred rounds of motorcade
parade is meaningless. The understanding of interationalization is the same.

Zhu: Right Mr. Li!

Lir All of those artists who desire for internationalization should leamn from the little girl. They need to leam what is the essential of the
question. For art, if you are not accepted by the art history In the future, everything you do is nonsense.

Zhu: Each art camp must have its own uniqueness, and combined to give the art activities internationalism.
Li: When | was taking about Fan Kuan, and intemationalization, | have talked about this issue. The Chinese had already created such
meticulous and lofty paintings at that time, if the contemporaries want to continue the resplendence, on visual guomoto they must not

grub for small things, minor detalls and nonessentials

Zhu: Some people’s ability is only enough to do those. Painters can only create in their power. | have many subject matters
that | can’t paint. Painters’ way is different from that of critics. This is a technical matter.

Li: I also often quote a writer's words in my articles, many times already: “a writer can't write what he wants to write, he can only write
what he's able to write.,” This is truly like an incantation. You often go to America and Europe, what you have seen is different from what

they have. For instance what Liu Wenxi was facing in his golden age of creation were only old farmers and yellow earth. So besides old
farmers and yellow earth, what else could he paint?

Zhu: That'’s right. If he painted something else, then he’s a cheater. “Brush and ink go with the time”.

Li: You have to admit that all kinds of elements in your works, like chemical reaction, are changing

Zhu: Yes, my change is obvious and yet a gradual process.

Li: This kind of change s subtle and exerted slowly. It's not like a switch, pah, light is on, and pah, light is off. I's not so obvious. One
can tell from your books. After the "9x 11", you have gone to America once again. ..

Zhu: Twice.
Li: You have personally been to the scene, and it's impossible that your feslings aren't affected. This is like to inject some drug into your
brain nerves, it's invisible, it may not be within your eyeshot, but it's in effect. | showed your paintings to people, friends both in and out

art circles, and they actualy all say (the paintings) have something to do with "9x 11"

Li: Some artists may not care about the national economy and people’s livelihood, not concemed with the world affairs, not moved with
the heaviness of being. .. such as sufferings and stresses, they may be ignorant to all these. But not all of the artists can ignore.

Zhu: | feel I'm very concerned.

Li: In the literature circles in the 80's and 90's there's such a point of view that creation has to keep away from palitics, and a real good
work Is independent of politics. I'm not totally against the idea, nor a hundred per cent for it. Why? If the wiriters of the entire society all
care about poltics, it's abnormal. On the contrary, if none of the writers in a society cares about poltics, it's abnormal too

Zhu: | think you don’t need to worry about this too much. There must be some who care. As the rule of market it
accommodates itself. The rule is not only applied to economy, and it's not that there is only market economy and market rule.
All aspects of the society have their own rules, and they all have an invisible hand that is adjusting.

Li: Evading is the main attitude many contermporary writers and artists adopt. It has become a bomb shelter.

Zhu: You evade, but it still influences you.

Li: Zero influence. So many works created by writers and artists, what contemporary predicament have these works reflected?

Zhu: ......

Li: And there are people who have said that now China is in transition, a time for great masters and great works to emerge. What do
you think?

Zhu: Time of transition produces good works, this is a pure bullshit. Art creation is not cooking, that you must throw the food
into the pot when cooking oil is hot. Art creation needs sedimentation.

August, 2004
Oriental Art.Master, August 1-15, 2006
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TRADITIONAL INK PAINTING — HISTORY AND FUTURE

Gao Minglu

The personification of “reason” makes people irrational;
The personification of the “universe” makes people lose their position in the universe;

The history of traditional ink painting is a record of how the literati fell into the ways of the world and became
decadent;

Modern reformers have “also reached the same goal with a different approach”, and revisited traditional scholars’
ideal of “perfection”. Their aspirations are grandiose and boundless but finally only froth ...

Foreward

Chinese art history has always been written as though it is an objective narration of historical facts moving through
chronological time. We obviously need this kind of history, and many of our predecessors have compiled valuable
volumes of this sort of history. However, we recognize now that there has never been any objective history
per se. The history written now is from the perspective of the present. Our approach in explaining history and
contemplating tradition also reflects the explanations and contemplations of ourselves, in this era. At the same
time, it is also a construction for the future. Therefore, the past, present and future become a homogeneous
entity, and our explanations also build on this entity. The choice and elaboration of certain details and periodical
phenomena will ultimately be inserted into this entity. In our discourse on the history and future of ink painting,
we’ve noticed the following phenomenon and issues:

1. Chinese art history is, in fact, primarily the history of scroll paintings, or the history of literati painting. Therefore,
even though we incorporate art other than literati painting, ultimately the focus still revolves around the history of
literati painting.

2. What constitutes the history of literati painting is primarily the development of landscape painting. The
development of paintings of figures, birds and fauna is not comparable to the comprehensive and coherent
development of landscape painting. Therefore, we tend to be more focused on landscape painting.

3. Once we have comprehensively examined the two aforementioned issues and phenomenon (and those
beyond them), we recognize that Chinese art history is not arranged according to the periods described by earlier
scholars: that is, religious, political, literati, and aesthetic periods. On the contrary, the history of Chinese painting
is precisely a transition from representing the human understanding of the universe to representing virtues and
emotions. It generally corresponds with Russell’s evolution of science, “the order of scientific evolution often
contrasts with people’s original predictions. What is the furthest from us often follows the natural order; but that
which is closest to us is first the sky, then earth, plants and animals, then the human body, and last (which is yet to
be completed) the human mind.”

Moreover, considering Chinese art (especially ancient art) to be a representation of human emotions is not as
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good as considering it a narration of a clear consciousness in flux. This consciousness is not only the main body
for creativity, but also a manifestation of people’s philosophy, views on the world and on lives in a certain social
period. Therefore, this text’s discourse expands from the basis of the tactical shift in values between the subjective
world of mutually exclusive creative consciousness and the conceptual consciousness of the objective world.

And our discourse circles around these issues: 1) the national spirit represented in ancient art; what path of
transformation did the ancients follow in their understanding of the relationship between people and the outside
world? Was it pursued through constant outward expansion, or inward self-cultivation? 2) Under the influence
of modern Western culture, have the spiritual implications of traditional literati painting changed? What are its
functions in regard to modern and contemporary Chinese painting? 3) As we look onto the present and the future,
with our contemplations on the development of Chinese painting, which path should we choose for Chinese
painting, and what model should we construct for the future of Chinese painting?

This is not only a goal for textual purposes, but also an issue that needs to be reflected on and debated by
researchers in cultural history.
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CHINESE PAINTING, INK PAINTING, THE FREEHAND

Shui Tianzhong

1. The origin of “Chinese Painting” and its transformation

- The origin of “Chinese Painting”:

If we begin with paintings on silk from the Warring States Period, our nation has produced paintings for over two thousand
three hundred years, but certainly the silk painting discovered in the Chu Mausoleum were not the earliest examples of
Chinese painting. There must have been a stage of cultivation and development prior to this discovery. Our nation has
produced paintings for over three thousand years. However, “Chinese Painting” is a new term, and has a relatively short
history. Grouping paintings produced by Chinese people under “Chinese Painting” has only appeared during the past couple
of hundred years. The term “Chinese Painting” was created after the term “Western Painting” was established.

- “Chinese Painting” — “Traditional Painting” — “Chinese Painting”
- The Linguistic Environment and Various Meanings

- Life Consequential to Chinese Painting

- Imagine The Unimaginable

2. Entering The New Century of Ink Painting

3. Invigorating The Freehand Spirit

The speech on the seminar of the New Enjoyable Style of Chinese Painting
December 1985
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“CONCEPTUAL INK” AS A CULTURAL ISSUE

Huang Zhuan

In June, 1996, | proposed the idea-- “conceptual ink” at a conference in Guangzhou and later, used the same term to
introduce a Shanghai artist in an article. This idea was raised in order to set the development of Chinese painting into a new
“historical context”. Then, discussion was soon stirred up among the field, which drove me to illustrate a set of principles that
| hoped would build up what Lakatos called the theoretical “hard core”, as well as leading to other new “refutations”.

1) “Conceptual ink” was a kind of theoretical response to the phenomenon of the open cultural criticism in the 90’s. It
represented the different contexts and orientations of criticism on Chinese painting in the 80’s and 90’s.

What made the 90’s different from the cynical and formalistic ways of thinking was that “cultural identity” had become a new
vernacular. This new idea emphasized on relating the development of Chinese paintings into the context of cultures and
various circumstances in the globalized world, instead of simply considering Chinese painting an isolated, closed, formalistic
and substantial “painting style” or “medium”.

In practical terms, the main concern was to regard Chinese painting as a special language-identity as well as an issue in art--
whether it had values; what values it had; how it would have values in terms of post-colonial criticism. This is exactly the
foundation for seeing “conceptual ink” as a new “issue” and a new “context” in cultural history.

2) The fundamental ground of “conceptual ink” was that the idea took the development of Chinese painting as an active
cultural issue, rather than as a static “painting style” according to its form or “medium” according to its nature. However, it
was a pity that critics often neglected or misinterpreted this logic.

3) “Conceptual ink” was certainly an idea borrowed from the contemporary Western art concept about “conceptual art”. But it
was not as simple as a transformation from “conceptual art” to “ink painting” according to the image; what it focused on was
various issues about Chinese painting as an identity in the 90’s.

4) | firmly believe that the critical relationship between “Third World contemporary art” (including “conceptual ink”) and the
orthodox of Western art would not only contribute to political correct labels such as “liberal art”, or other new experiences
in art, but it would also constitute the most concrete and direct reason for the fresh experiences and existence of “Third
World contemporary art” itself. Besides, from the aspect of Chinese contemporary art, forming a self-independent cultural
identity and a unique language status in a critical and knowledgeable way was a far more important cultural lesson than being
accepted and approved by Western orthodoxy.

Originally published in Jiangsu Art Monthly Pictorial, Issue #2, 1998
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FOUR TOPICS ON THE ART OF INK PAINTING

Wang Lin

Topic 1: Hollow Prosperity

1. China in the 90’s witnessed significant prosperity: urbanization, the flood of information, an influx of people with new
cultural information and ideas. Ink Painting was no exception as the field was bustling with innovation.

2. Beginning in the 90’s, a new group of academia deemed “New Wave” came under the spotlight, entering the art
market and dominating scholastic debate.

3. New Wave Art affected Chinese Ink Painting by introducing the language of abstraction and Expressionism from
Western contemporary art, through which 90’s abstract art also produced - Expressive Ink Painting.

4. Contemporary art has no singular or complete language system. Rather, it is non-systematic. Whether the discussion
evolves around a Traditional Eastern Ink Painting value system, or the establishment of Contemporary Western abstract
art, there is no stopping the flow of innovative ink expression.

5. Undoubtedly, the 90’s witnessed the emergence of promising ink painters and significant works of art.

Topic 2. Brush and Ink, Adaptation to the Present
Topic 3. Some Issues in Abstract Ink Painting
Topic 4. Ink and Concept

Originally published in Chinese Ink Painting Docment Exhibition 1978-2006,
published by Hubei Fine Art Press, 2006
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INK PAINTING AND POST-INK PAINTING

Lu Fusheng

The Development of Ink Painting in Three Stages

Ink painting is a unique aspect of Chinese art history. From Neolithic glazed pottery, to silk paintings produced during the
Warring States Period, plus vibrant fans and scrolls from the Jin, Tang, Song and Yuan dynasties, we can trace the path of
development and maturity in the field of ink painting. For the Chinese people, the ink painting tradition represents a unique
observation of the world and an important mode of expression.

Tendency toward Ink Painting

On one hand egocentric behaviour oppresses autonomy, but on the other hand an inclination towards ink painting, having
readily settled into a post-modern cultural linguistic environment, leads the emerging post-ink painting generation to become
impetuous, restless, and lacking in marginality. This generation is restricted by a dual disparity internally and externally. Ink
painting, post-ink painting and even earlier ink painting belongs to one contemporaneous art; this inclusion extends the
complexity of the existence of post-ink painting in this age and further intensifies the paradoxical state of post-ink painting.

Departure From Western Viewpoints

In short, post-ink paintings whether departing or in accordance with western viewpoints, reinforce each other under one
agency through opposition and augmentation. Concurrently, this is a phenomenon that guarantees that the mechanism of
the agency will head towards its own objective. In looking at the problem and thinking about its significance in the long run,
we can accept the impending flux of Chinese culture.
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STRUCTURE AND INK

Liu Xiaochun

1. Structure Comes First

Here the use of structure refers to the overall structure of a painting. This structure is also known as compositional
arrangement, and it is similar to topology, location and layout in the traditional Chinese painting manual.

A Message Calling for Chinese Contemporary Ink Art,
Xinhua Publishing House, 1997

2. Ink — Ink

| do not dispute those who use ink to express emptiness. This is simply a separate path from mine. There are those who
do not equate their use of ink to emptiness. These works call for new interpretation in the present day. A new interpretation
intends to expand the definitions of existing literary arts. Literary arts confine the core of ink and brushstroke within calligraphy
brushwork; an approach that is homogenous and widely accepted. However, today artists want to create diverse and self-
guided principles and new fields.

Hei Longjiang Literature and Art Criticism,
pg. 83-84, Issue 6, 2002

3. A Brief Essay on Freehand Ink Painting

This essay was written for the 2004 New Freehand Ink Paintings Invitational Exhibition to discuss the spiritual and
psychological aspects of freehand ink painting.

The Realm of Freehand

Freehand painting was influenced stylistically by three remarkable groups of artists: firstly by Su Shi, Wen Tong,Mi Fu and Mi
Youren; secondly by Huang Gongwang, Wu Zhen, Ni Zan, and Wang Meng; thirdly by Shi Tao, Zhu Da, Wu Changshuo, and
Huang Binhong. “New Freehand Painting” was the fourth stylistic development. Jia Fangzhou states that the reaim of “Freehand”
is perpetual. Thus, regardless of the style, freehand painting in rooted in keeping a calm and focused state of mind.

“Freehand” ink paintings express various personas: maniac, methodical, active, reserved, passionate, subtle, extrovert,
introvert, moderate freehand, absolute freehand, emotional, logical, realistic, abstract. Of course a certain creative spirit
stands out, especially when compared to stylized realism, decorative painting and crafted works. In contrast freehand ink
painting is carefree, boundless, casual, determined, energetic, bohemian, enchanting, captivating, uninhibited, brusque,
playful, natural, straightforward, translucent and in one word: focused.

In reviewing the intrinsic qualities of “the freehand in painting”, our discussion is not directed at the creative process of realistic
paintings , decorative painting, and crafted works.

Art Guide, p4-7 Issue 6, 2002
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REALISM AND 20TH CENTURY CHINESE PAINTING

Shao Dazhen

For centuries, major transformations in Chinese history and Chinese Painting have occurred. The overall conversion of
Chinese society was aided by the western import of democracy, science, and Marxism. Chinese art as a whole, including
Chinese Painting, went through major changes connected with the import of western Realism. The effect of western Realism
on Chinese Painting played a profound role on its evolution.

China Central Academy of Fine Arts, April 25th, 1993
History and Theory of Fine Art, Issue 3, 1993
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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 colour patterns
were painted on the pottery, thus
forming the primitive painting that was
dominated with coloured 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 dominated the 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
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Driving Dragon Painting, Warring States Period,
Unknown, Ink and slight colour on silk, 37.5 x 28cm,
HuNan Provincial Museum, Hunan Province, China
AMBRE. HE, e BLARERE,

37.5x 28X, M EEYIEH

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 Qin architecture relics.
Such as the hunting pattern, portrait
pattern, dragon pattern, and phoenix
pattern that were drawn on Qin Bricks.
The designs were lively and vigorous.
Extant murals on the site of Qin Capital
Xianyang First Palace were colourful
and blazing, bright and resplendent,
standardized while diversified, with a
robust style, and also demonstrated
very high artistic skill.

Paintings from the Han Dynasty that
are extant now were mainly in forms of
coffin chamber murals, portrait bricks,
board and wooden clip paintings, as
well as lacquer painting. Among them

Dragon and Phoenix Human Figure Painting on Silk,
Warring States Period, Unknown, Ink and slight colour
on silk, 28 x 20cm, HuNan Provincial Museum, Hunan
province, China
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portrait bricks, with a wide range of
subject matter, 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
compositional style of coffin chamber
murals all had broken through the
simple features from the later Spring
and Autumn Period, and laid a
foundation for the maturity of Chinese
painting. Meanwhile, the refinement
and magnificence of lacquer painting
had made it an art form that merits
attention.

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

During this period of history, literati
and scholar-bureaucrats 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 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, and versed in
writing poems. 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

Nymph of the Luo River, Eastern Jin, Gu Kaizhi,
Ink and colour on silk, 27.1 x 572.8cm, The Palace
Museum, Beijing, China
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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 the Song and Qi Periods 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
the Liang Period of the 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 an 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 reflected 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
eminent representative was Zhan
Zigian, whose Buddhist monastery
murals had placed much influence

on later painting. Spring Excursion
represented his accomplishment in
landscape painting.

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-colour style had
reached its maturity, the brushstrokes
were powerful and unconstrained, as
thin colour and light wash to deep ink
and water shading all became new
styles of this age.

Spring Excursion, Sui Dynasty, Zhan Zigian, Ink and
colour on silk, 43 x 80.5cm, The Palace Museum,

Beijing, China
HEE. B RTER. KBREBEXK,
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In the next 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
later generations.

Emperor Tang Taizong Meeting Tibetan Emissaries,
Tang Dynasty, Yan Liben, Ink and colour on silk,

38.5 x 129cm, The Palace Museum, Beijing, China
SHE. F ExR KBREEAK,
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Ladlies Preparing Newly Woven Silk, Tang Dynasty,
Zhang Xuan, Ink and colour on silk, 37 x 147cm,
Museum of Fine Arts, Boston, USA
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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.

Sailing Boats and a Riverside Mansion, Tang Dynasty,
Li Sixun, Ink and colour on silk, 101.9 x 54.7cm,
National Palace Museum, Taipei
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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 colour on 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
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Portrait of "Night-Shining White", Tang Dynasty, Han
Gan, Ink on Paper, 30.6 x 34.1cm, The Metropolitan
Museum of Art, New York, USA
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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 a
vermilion colour; he was famous for
integrating lifelikeness when painting
life scenes of noble families. 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 the 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 the
Tang Dynasty’s meticulous, bold, and
magnanimous style to a style that was
sparse, graceful and leisurely. Simple
and elegant, its expression was full.
There were many different images
in the painting of beautiful women.
Ones that are extant, such as Palace
Concert and Life in the Palace, were
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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, igniting the
school of freehand figure painting of
the later age.

When landscape painting’s
development reached the Five
Dynasties, the ink and wash school,
which started in the Tang Dynasty,
constantly got rid of the stale and
brought forth the fresh, and gradually
became the mainstream, forming 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, possesses a rigorous
structure, clear gradation, and plentiful
changes, and is considered a vigorous

Han Xizai Gives a Night Banquet, Five Dynasties, Gu
Hongzhong, Ink and colour on silk, 28.7 x 335.5¢cm,
The Palace Museum, Beijing, China
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Mount Kuanglu, Five Dynasties, Jing Hao, Ink on Silk,
185.8 x 106.8cm, National Palace Museum, Taipei
ERE, B, #7E KBEX,
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and grand masterpiece. Another
well known artist of the northern
school was Guan Tong, whose extant
works 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
mountains and rivers 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

Studies from Nature: Birds and Insects, Five
Dynasties, Huang Quan, Ink and colour on silk,

41.5 x 70cm, The Palace Museum, Beijing, China
S4EBaE, AR, BE KBREHK,

415 xTOEX, ItRBEHMRE

wash with colour, as well as pointillism
and crosshatching, thus lending his
works 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 Xi represented the

The Xiao and Xiang Rivers, Five Dynasties, Dong
Yuan, Ink and colour on silk, 50 x 141cm, The Palace
Museum, Beijing, China
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two big schools of the Five Dynasties.
Huang Quan’s brushstrokes were very
fresh and slender, and only washed with
soft colour. His extant work is Studies
from Nature: Birds and Insects. Xu Xi
liked to paint grass and wild ducks,
flowers and bamboo, wild birds and
insects, fish and crab, vegetables and
herbs, as well as tree branches in
the four seasons, and he bore quite
a 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 leisurely life.”

The Song, Liao and Jin Dynasties

The reign of the Emperor Huizong
of the Northern Song Dynasty
was the golden age for Chinese
imperial academy painting. The main
expressive style of imperial painting
featured precise molding, rigorous
patterns, as well as meticulous,
exquisite and sumptuous colouring;
its strong point was a scrupulous
exactitude, while some of the works
had a listless and fawning tendency,
thus forming the special style of

Reading Stele Nest Stone, Northern Song, Li Cheng,
Ink on silk, 126.3 x 104.9cm, Osaka Municipal
Museum of Art, Osaka, Japan
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Travelers amid Mountains and Streams, Northern Song,
Fan Kuan, Ink and slight colour on silk,

206.6 x 103.3cm, National Palace Museum, Taipei
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Plums, Stones, Steams and Birds, Southern Song,
Ma Yuan, Ink and colour on silk, 26.7 x 28.6cm,
National Palace Museum, Taipei
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academy painting.

Literati painting had developed to
a new state. Literati and scholar-
bureaucrats took ink bamboo, ink
plum blossom, mountains and
rivers, trees and rock, and flowers as
their painting subjects, seeking the
expression of personal sentiment,
emphasizing likeness in spirit, pursuing
wateriness and enthusiastically
advocating 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
set during Tang Dynasty, and it mainly
depicted religious subject and the

Pedlar, Southern Song, Li Song, Ink and colour on
Silk, 26.5 x 70.4cm, National Palace Museum, Taipei
WERE. MR, FE. KBREHAK,
255x70.4Ex%, AltEEYRE

lives of the noble class, and had its
eyes on common people’s realistic
lives, reflecting the spiritual desire and
aesthetic demands of philistines and
the masses, and representing new
achievements 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 stylized panoramas
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 scenery
with a rich sentiment, and the feeling
and setting poetically blended in the
painting was a great extension and
enrichment to the traditional landscape
painting.

Immortal in Splashed Ink, Southern Song, Liang
Kai, Ink on Paper, 48.7 x 27.7cm, National Palace
Museum, Taipei
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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.

Watering Horses on Autumn Suburb, Yuan Dynasty,
Zhao Mengfu, Ink and colour on silk, 23.6 x 59cm,
The Palace Museum, Beijing, China
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Training a Horse, Yuan Dynasty, Zhao Mengfu, Ink on
paper, 22.7 x 49cm, National Palace Museum, Taipei
ARE, T, BEE KBLAK,

22.7 x49E K, BB YRR

Mainstream genres of literati painting
in the Yuan Dynasty were landscape,
plum blossoms, and bamboo; literary
property and rhythm of brush and
ink would stress 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

Dwelling in the Fuchun Mountains, Yuan Dynasty,
Huang Gongwang, Ink on paper, 33 x 636.9cm, First
half — Zhejiang Provincial Museum, Zhejiang, China,
Second half — National Palace Museum, Taipei
ERURER, T BAAE, KBEK,
33x636.9EX, AR MMIAEMER. &¥
8. AitEEEykkE
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Hermit Fisherman, Yuan Dynasty, Wu Zhen, Ink on
silk, 84.7 x 29.7cm, The Palace Museum, Beijing,
China
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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.
His technique was all-sided, and he
also emphasized that calligraphy and
painting share the same source. He
would place immense influence on the
development of the literati painting of
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Six Gentlemen, Yuan Dynasty, Ni Zan, Ink on paper,
61.9 x 33.3cm, Shanghai Museum, Shanghai, China
RETHE, . 7%, KBEK,
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later ages. His master works included
Autumn Colours 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 Orchid was 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,
were called “The Four Masters of the
Yuan Dynasty”. They all lived in the
heyday 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 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-

Emerald Accumulated in the Spring Mountains, Ming
Dynasty, Dai Jin, Ink on paper, 141 x 53.4cm, National
Palace Museum, Taipei
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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 the ugly as the beautiful;
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
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Grapes, Ming Dynasty, Xu Wei, Ink on paper, 116.4 x
64.3cm, The Palace Museum, Beijing, China
EHEAE, B W8, KBLEK,

116.4 x 643K, LR E YRR

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 a richer arrangement of
landscapes; and compared with those
of the Yuan Dynasty, had more feelings
of a realistic life. His composition was
proper and elaborate, his scenes
were extensive and full-bodied, his
molding was vivid and solid, and his
brush strokes were bold and vigorous
while rigorous in law. Although Wu Wei
“originated from Dai Jin”, his brush
technique 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 the 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. 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.
Meanwhile, Qiu Ying stuck with
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Portrait of Wang Shimin, Ming Dynasty, Zeng Jing,
Ink and colour on silk, 64 x 42.3cm, Tianjin Museum,
Tianjin, China
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traditional subjects. His skill in imitating
ancient works was superb, and was
especially adept at meticulous-in-
rich-colour figure painting and blue-
and-green landscape. His style was
rigorous and conscientious. His
works were meticulously beautiful
and elegant, while shining 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 were 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 becoming a milestone in the
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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 colours
were old but colourful, 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 an
extremely imaginative figure painting
giant beyond his time. The engravings
he co-created and by the celebrated
engravers from Huizhou were of a high
quality, and exerted a great influence
on the Qing Dynasty, especially the
“Three Rens” of the late Qing.

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

Qing Dynasty

In the realm of painting in the Qing
Dynasty, literati painting still occupied
an overwhelming place, and landscape
and flower-and-bird were the main
genres, while figure painting, especially
those that directly reflected social lives
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Water Lily and Birds, Qing Dynasty, Bada Shanren, Ink
on paper, 162 x 41.6cm, The Palace Museum, Beijing,
China
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obviously decayed.

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 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 leisurely
emotional appeal. Being able to flexibly
apply the 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,
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Quail and Fishes, Qing Dynasty, Bada Shanren, Ink on
paper, 32.8 x 31.5cm, Lingyan Temple, Suzhou, China
WHHaE, B AKLA, KBLK,
32.8x31.5@%, FHMRAELFH

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.
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Sketch of Sceneries, Qing Dynasty, Shi Tao, Ink on
paper, 42.8 x 285.5cm, The Palace Museum, Beijing,
China
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In the early Qing Dynasty eight
professional painters with literati
cultivation appeared in Nanjing,
which were called the “Eight Masters
of Jinling”, headed by Gong Xian,
and included Fan Qi, Gao Cen, Zou
Zhe, Wu Hong, Ye Xin, Xie Sun,
and Hu Cao. This school of artists
secluded themselves in mountains
and forests, and preserved their
moral integrity. They laid stress on
learning from nature, relied on their
sturdy craftsmanship, and they strived
for breaking through orthodoxy
to 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 commaodity-driven society,
they scrupulously abided by cultural
values and literati painting traditions,
took plum blossoms, orchids,
bamboo, pine trees, and rock as their
major subjects; and they expressed
virtues such as high-heartedness,
aloofness and pride, 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 city 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,
trying 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 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

Frogs and Spring from Mountains, 1951, Qi Baishi, Ink
on paper, 129 x 34cm, National Museum Of Modern
Chinese Literature, Beijing, China
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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 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 and Lin Fengmian. 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

Young Lady Mountain, 1963, Zhang Dagian, Ink and
colour on paper, 43.5 x 36cm, Chang Foundation,
Taipei
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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 colour 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
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Lotus Pond, Wu Guanzhong, Ink on paper, 70 x 140cm
R RET, KBREMAAR, 70x140EXK

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 leisurely activity
meant to exhaust time.”

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

After the founding of the People’s
Republic of China, the development of
Chinese art history was mostly studied
according to historical periods. 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 “ colour 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.
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CLASSIFICATION OF CHINESE
PAINTINGS

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

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 coloured
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-colour, etc.

Travelers amid Mountains and Streams, Northern Song,
Fan Kuan, Ink and slight colour on silk,

206.6 x 103.3cm, National Palace Museum, Taipei
BUTRE, deR, SER, KBHEREBHEX,

206.6x 1033k, BILEEBYRERE

FIGURE PAINTING

An appellative for paintings that
illustrate human figures, “Figure” in
short, is @ 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 Nymph 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 Bai 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
progress in both modeling and
colouring.

General Guan Investigating the Capture, Ming Dynasty,
Shang Xi, Ink and heavy colour on silk, 200 x 237cm,
The Palace Museum, Beijing, China

XPWEE. B, §E. BAEY.

200x 287 [EX, LR EHYbRE

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 representative of
the uniqueness of Chinese traditional
painting throughout the world, and 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 poultry by Li Di in
the Southern Song Dynasty; bamboo
by Li Kan, mandarin ducks by Zhang
Shouzhong, and plums by Wang Mian
of the Yuan Dynasty; poultry by Lin
Liang, ink flowers by Chen Chun and
Xu Wei of the Ming Dynasty; fish by
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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 fish by Qi Baishi of
the modern times, were all masters of
their times, and emerged in an endless
stream.

Flower Basket, Southern Song, Li Song, Ink and
colour on silk, 19.1 x 26.5cm, The Palace Museum,
Beijing, China

THEE, BR, FE, BRRE,

19.1% 265K, LT EYEERE

TECHNIQUE MODES OF CHINESE
PAINTING

METICULOUS BRUSHWORK

Also known as “Fine Brush”, requires
drawing with fine lines, adds washes
of ink and colour 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.

Butterflies in Spring Day, Southern Song, Li Anzhong,
Ink and colour on silk, 23 x 24.7cm, The Palace
Museum, Beijing, China

BEGUE BR FRE BEARE,

28x 247X, LR EEYIRE
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Partridge Amidst Grasses and Thorns, Northern Song,
Huang Jucai, Ink and colour on silk, 99 x 53.cm,
National Palace Museum, Taipei

WESHREE, bR, BER, BARE.

99x 53.6K, GLEEMYIRE

FREE SKETCH

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

-m

Quail and Fishes, Qing Dynasty, Bada Shanren, Ink on
paper, 32.8 x 31.5cm, Lingyan Temple, Suzhou, China
WHHEaE, B AKULA, KBALAK,
32.8x31.5FX%, FHMRAELFE

Birds, Modern, Lin Fengmian, Ink and colour on
paper, 69 x 69cm
NG, B, RRER , KBIREHKA, 69x69EX

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 they
were 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 colouring of
different objects; fifth proper planning
of composition; and sixth transmission
of the past and copying.

DRAWING TECHNIQUE

Chinese Painting relies much on the
techniques of brushwork. The formal
aesthetic requirements for brush
strokes are: number one is withered
but moist, meaning 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, meaning 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 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 an object. Colour 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 joined together,

=)

Auspicious Crane, Northern Song, Zhao ji, Ink and
colour on silk, 51 x 138.2cm, Liaoning Provincial
Museum, Liaoning, China

ASE . JER. BfE BARE,

51x 1382k, LT &EMYIER

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 is led by enlightened spirit,
the brush lines are similar to that of
seal character and official script.”

BONELESS PAINTING

Not to use the ink brush to draw the
contours of object, but directly shape
the object by dotting and dyeing with
colour, is 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 colouring, and
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 colour, and 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,

White Clouds and Red Trees, Ming Dynasty, Lan Ying,
Ink and colour on silk, 189.4 x 48cm, The Palace
Museum, Beijing, China

BRARE, B, K3 BARE.

189.4 x 488K, LS Rl

bamboo, poultry and worm, and
carried the mode forward.

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
graceful and flying curves, and is
called “hairspring-in-the-air” shading),

Mountains in Clouds and Mist, Northern Song, Mi
Youren, Ink on paper, 24.7 x 28.6cm, Osaka Municipal
Museum of Art, Osaka, Japan

ZWAE. R, KR, KAKR,

24.7 x 286K, BAKRDZERER

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

Reclusion among Streams and Mountains, Yuan
Dynasty, Wang Meng, Ink and colour on silk,

124.1 x 56.7cm, National Palace Museum, Taipei
HEBRE, T, TR, BEARE.

1241 x56. 7@K, BILHEHWRER

and small slopes of mountain, and
then spot by brush crosswise with ink
dip, also called “dropping eggplant
technique”, invented by Mi Fu and
his son), scratch-iron shading, break-
belt shading, sprinkle nails into mud
shading, human-skeleton shading,
broken-net shading, roxburgh rose

Singing and Dancing at Once, Southern Song, Ma
Yuan, Ink and slight colour on silk, 191.8 x 104.5cm,
The Palace Museum, Beijing, China

BHRE. BR. Dz, KBRKREHER.

191.8x 104 5K, LRI FHWRR
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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
posterity as formulas. Along with the
transformation and vicissitudes of

Landscape in the style of Juran, Qing Dynasty,
Wang Jian, Ink on paper, 127.4 x 60.2cm, Shanghai
Museum, Shanghai, China

HERWLKE, & B, KAKE,

127.4x60.2E %, LiEEMIER

nature and the evolution of painting
techniques, the shading techniques
will constantly develop.

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:

Women of High Endeavor, Jin Dynasty, Gu Kaizhi (copy
of Song dynasty), Ink and slight colour on silk, 25.8 x
417.8cm, The Palace Museum, Beijing, China
ALCBE, B BIEZ(RE) . KBRREHX,
25.8x 417.8@K, LR EHMBRE
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Liuhai Makes Fun of The Toad, Ming Dynasty, Liu
Jun, Ink and colour on silk, 139 x 98cm, National Art
Museum of China, Beijing, China

XEEE, B, XE, BAREE, 139x08EX,
PEEARER

“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 (thicker);
4) floating clouds and flowing water

Court Ladies Adorning Their Hair with Flowers, Tang
Dynasty, Zhou Fang, Ink and colour on silk, 46 x
180cm, Liaoning Provincial Museum, Liaoning, China
BRAxE, B OEW, BAKRE, 46x180EX,
TTAEMIER

e ™ |

Three Humpbacks, Ming Dynasty, Li Shida, Ink on
paper, 78.5 x 30.3cm, The Palace Museum, Beijing,
China

=5, B, Fhik, HKAKR, 785x303EX,
e E AR

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)

Diary of the Sleepwalker, No.25, 1998, Zhu Wei, Ink and
colour on paper, 173 x 132cm, Private collection, New York
FHEFIEZ+TES, 1998, &K, KBREEKK,
173 x 182E K, HAFANBGE

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 brush); 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 drapes of clothing.

INK TECHNIQUES

The techniques used in Chinese
Ink-and-wash Painting. The most
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 vice
versa, to make the colour 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
that is both bold and unconstrained,
as if the ink is splashed out; amass ink

is a technique of repeatedly adding
ink from different tints; over-night ink is
to use dried up ink stored over-night,
which is very dark.

FIVE TINTS OF INK Colour

In Chinese Painting, “ink” is not only
black in colour, 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

i ke
Festival, No.10, 1998, Zhu Wei, Ink and colour on
paper, 130 x 131cm, Wellesley College Museum,
Boston, USA

THE+S, 1998, HKf5. KBRELA, 130x 131
B, EERFEEMN DR R EYER

of the changes of ink colours, to
vividly depict the colour of objects by
adjusting the colour of ink with water
to heavy or light, dry or wet.

ColourING

Which is the “specific colouring of
different objects” in the Six Cannons.
The colouring of Chinese Painting
mostly follows the original colours of
the objects, doesn’t care much about
the influence and change of the light,
and can be divided into two schools
— rich-colour and light-colour. Rich-
colour takes colouring as the main
expression instrument, often use s
outline sketching and colour adding
methods. The colouring technique
is also very complicated; there is a
saying of “three vitrioling and nine
dying”. Light-colour has two styles —

Supreme Treatise on Moral Retribution, No.15, 1999,
Zhu Wei, Ink and colour on paper, 222 x 110cm, Asian
Art Museum, San Francisco, USA

ALER+TES, 1999, &Kif. KBREKAK,
222x 110X, XERBEUTHZAEMIER

meticulous and freehand, meticulous
light-colouring still relies on outlining,
colouring only plays a foiling roll, the
times of colouring usually ranges from
one to three; freehand light-colouring
is often used with ink-and-wash, with
the method of touch-colouring, to
have an effect of blending colour 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 two supplement and complement
each other. Record of Famous
Paintings of Ancient Times - Narrate
the Origin of Painting written by Zhan
Yanyuan from the Tang Dynasty says:

Ink Plum Blossom, Qing Dynasty, Wu Changshuo
2i5E, & REW

“‘1klu "I'

Bamboo and Rock, Qing Dynasty, Zheng Xie, Ink
on paper, 217.4 x 120.6cm, Shanghai Museum,
Shanghai, China

HRE, & B, KBEAK, 217.4x1206EX,
LisEyiER

“Cang Jie (a legendary figure who is
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 originating from the 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 pictographic, and calligraphy and
painting were originally integrative
and appeared in the same time; the
tools they use are the same, the
techniques are shared and reference
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
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on ancient bronzes and sacrificial
vessels, Yan Shigu said: “the
character kuan means engrave; and
the character zhi means inscribe.”
Posterity also called the signatures
and writings on calligraphy and
painting works “Inscription”, “kuan”
and “seal”, which includes the 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,
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Sheep and Goat, Yuan Dynasty, Zhao Mengfu, Ink on
paper, 25.2 x 48.4cm, Freer Gallery of Art, Washington
DC, USA

Z¥E, T BEE KBHEK, 262x484EK,
ZEBIRZAEMIER

‘ |.Il
Horse and Rider, Yuan Dynasty, Zhao Mengfu, Ink
and colour on paper, 30 x 463cm, The Metropolitan
Museum of Art, New York, USA

ZHADEZ—. T BEE KBREMREER,
30x463EXK, XEANAMKERENER

|
Autumn Colours on the Qiao and Hua Mountains,
Yuan Dynasty, Zhao Mengfu, Ink and colour on paper,
28.4 x 93.2cm, National Palace Museum, Taipei
BEREE, T, REHR KBREER.
284x932EK, GILHEBEYIRRE
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Untitled No.4, 2002, Zhu Wei, Ink and colour on
paper, 190 x 132cm

Guang Zhou Art Museum Collection, Guangzhou
M-S, 20026506, KBREMA,

190 x 182k, I~ MEREMIER

painting, or books; the contents
include superscription, comments
and appraisal, textual examination,
and adversaria; literary forms include
prose, poetry, and ci poems. As for
inscriptions on the painting, Tang
Dynasty painters only put tiny little
characters at a tree root or rock
crack, those not good at calligraphy
inscribed on the back of the paper. In
the Song Dynasty, artists 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 continued to the present. 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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AR Neolithic Period ¢.6500-1700 BC

& Xia Dynasty ¢.2100-1600 BC

7 Shang Dynasty c.1600-1100 BC

& Zhou Dynasty c.1100-256 BC
7E  Western Zhou ¢.1100-771 BC
%R Eastern Zhou 770-256 BC
F# Spring and Autumn Period 770-476 BC
& E Warring Period 475-221 BC

% Qin Dynasty 221-206 BC

35X Han Dynasty 206 BC-AD 220
75X Western Han 206 BC-AD 8
#EFHF  Xin (Wang Mang Interregnum) AD 9-23
%X Eastern Han AD 25-220

=E Three Kingdoms 220-265
3 Wei 220-265
H3X  Shu Han 221-263
2 Wu222-263

& Jin Dynasty 265-420
7% Western Jin 265-317
+7E Sixteen Kingdoms 304-439
RE Eastern Jin 317-420

%8 Southern Dynasties
XJ5R Liu Song 420-479
7 Southern Qi 479-502
2 Liang 502-557
B Chen 557-589

4t#  Northern Dynasties
4t%2 Northern Wei 386-534
%R Eastern Wei 534-550
7838 Western Wei 535-556
4t Northern Qi 550-577
4t Northern Zhou 557-581

B& SuiDynasty 581-618

& Tang Dynasty 618-907

Tt Five Dynasties 907-960
fF% Later Liang 907-923
Ja/E Later Tang 923-936
& Later Jin 936-946
J&iX  Later Han 947-950

CHRONOLOGY OF CHINA | FEIFRRER

& Later Zhou 951-960

Liao Dynasty 907-1125

R

Song Dynasty 960-1279
4t Northern Song 960-1127
FR Southern Song 1127-1279

A

% Jin Dynasty 1115-1234

Yuan Dynasty 1279-1368

il

B8 Ming Dynasty 1368-1644
#E Hongwu 1368-1398
#xx Jianwen 1399-1402
k& Yongle 1403-1425
SEEE Hongxi 1425
i Xuande 1426-1435
4% Zhengtong 1436-1449
=% Jingtai 1450-1456
X Tianshun 1457-1464
At Chenghua 1465-1487
5438 Hongzhi 1488-1505
IF{# Zhengde 1506-1521
=g Jigjing 1522-1566
B pk Longging 1567-1572
F A Wanli 1573-1619

g Taichang 1620

= Tianqgi 1621-1627

£31 Chongzhen 1628-1644

qEH

& Qing Dynasty 1644-1911

s Shunzhi 1644-1661
BREE Kangxi 1662-1722
ZIF Yongzheng 1723-1735
¥ [ Qianlong 1736-1795
K Jiaging 1796-1820
&t Daoguang 1821-1850
3 Xianfeng 1851-1861
[E38 Tongzhi 1862-1874
Jt#E Guangxu 1875-1908
F 4% Xuantong 1908-1911

fERE Republic of China 1912-

3 Hongxian (Yuan Shikai) 1915-1916

thie A\ R#tFE People's Republic of China 1949-
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1) 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 Beijjing. 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 Beijjing 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.

1. 198819924

M0t L280FRFHFIE, TRKBEARTUAATENNR. RVNFERETEITAZEEWHKBER AN LER
HHFEMS, NOACERNASRBMEARTHAKN, FRAZESHARTE, TEEESFTEESHENE
REENHEHER, 1988FREMERREIAZRN—BERFE, BERECRENSEAETIIMBRNER, &
MOBAK" %, BEELVBREERAENGR, RRELEEZRRER (EREE) NER. NRERGLEN
EREBHEERT AR NELBIREE, 1991F£IEN (L& E) LERECELMHRET ZARTAKRKEENT
|, INCHE. EH. BHRT BEREARGERNENEL, BNNHMEEHNANER. XTI ERE LML
THRHUKHER.
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Portrait No.1 Derivative from Bada’s landscape brush style, the embryo of Beijing Story
Ink on paper

Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua
ANAKILKEFLILTEEAYE—S

IKBLEA

KEER, ZARNE—K. KEBE

33 x33cm

1988
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Portrait No.2 Derivative from Bada's landscape brush style, the embryo of Beijing Story
Ink on paper

Signed Zhu Wei, with one seal from the artist, Pictorial seal and Zhu Wei Shu Hua.
ANAKILKEFLILTEEAYE_S

IKBEK

KEER, ZARDERK. EEMKRERE.

33 x 33cm

1988
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Beijing Story, Colourful Sketch, No.3
Ink and colour on paper

R EREZ=

KBERELXK

33 x 33cm

1991
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2) 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.

2. (LRRE) (1992-1994%)

REMIOR2FFIHEE (LRREY RIER, WWHAMBBIBIBEMARS, 165 MAARBRE, FO0FRMMBERE
ZREREVEZFZEFEN, RATBAEHNTRENEREETRMKAATN, HABBT T RFERNICIL, i
R4+ ENRVIRAMMEENRERE, (LHRE) BREREATEKEBFEREIRYRATLRENESR, HBLlE
B CLERES TENIEAMLETHNEALRE—T0E. BUtFH KENZAEESHTERE—F, FEAELHE.
KiK. RE. EREFHTETRTHENRR, ATEERKEREEAESLBERZNFRTRONE, KMECELALRE
TETFIE T KBLYRUMNRRZEE.
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Comrade Captain, No.3

Ink and colour on paper

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

KBEEBHKAK

KEER, BOUERERE (1993%F) , ZARMDERAN. KEBEFKGEDE.

186 x 162cm

1993

Valerie C. Doran, “The Commerce
of Art”, with the picture of painting
Comrade Captain, analyze the
business of contemporary Chinese
art, Art Asia Pacific, U.S.A, 1994
Spring Issue, p.24-27

Valerie C. Dorani#xx, “%(FZAR
R SNHRFEZARGER
R FEAER TERRE . XE
(ERZARY FF], 1994555
T, p.24-27

=
e
-

TIME, Vol 150 No.9, September
1st, 1997: The Pleassures and
Profits in Chinese Art by Meredith
Berkman, p.32-34

ZE (HEAT) FH, 199759
B18. (hEZEARYGEH K&
Wea) 1B KRFH - AR,
p.32-34
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3) 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 Bejjing in 1993:

“Soldier and civilian alike view the new world with impassive wariness. Look closely at the paintings: in almost none of them
do figures 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 frame, 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 Beijjing 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, and Woman Soldlier Xiao A.

3. (JbmEE) (1993-1995%)

(IERiE) HeIES20L80FR P AKX EIRENBEBREHNERX, ERMMRDITFERIFRAREXHiED
RETEEBTRANER, MRE, MR TRAZMMEBE—T7. 1989FNHNZAR. FAERTH—R, ELTES
REMEENR, FEMBMBREZAZREY, ERRFHLEERFOFBTTATERNLZ, NENAHERS
SEZIM M, MRS FERAMBHELNHR, BERKG—HNFRALFHELR, 1993F Jefferey Hantovere X T4k
F (EmEE) IXERRE. "ERNZESBNTEOCKREFINMRHLR, FAEFEER LAY, LFREAEEE
REXRNARENNEERN, NERTEBWEE L. A@LE, FARAINE - RTOREIEHAREINER:
fMEEFRARARMOAMERN. (EREE) TUEERAGIRERRRBWADNEL, SERANMORE
TAREGEETE®ER, MARERRFHOARRETR, ELZAIREZINSFNERIURFHRE, WRREHTHE
STTENARBRMNE. M5 "ItRigE FNHUENTE (RENRE) . (FELHEY . (KENA) £XR
5,
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The Story of Beijjing, No.1

Ink and colour on paper

Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua.
ItRBE—5

KBEFBEKA

KREER, ZARNE—K. KEBE.

66 x 67cm

1993
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The Story of Beijing, No.3

Ink and colour on paper

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

KBEEBHKAK

KEER, ZARME—M. KEBE.

66 x 66cm

1993

The Vibrant New Art Fair For Con-
temporary & Emerging Artists, p99,
March 8-11, 1994. Hong Kong
Convention and Exhibition Centre.
EBWHRZAEES, p99. 1994
#F3R8-1RA, FRERIWRREHL.

Ll

Joan Lebold Cohen, “Zhu Wei at
Plum Blossoms”, with the picture of
painting The Story of Bejjing No.3,
Asian Art News, U.S.A, March/April
1995, p.82

Joan Lebold Cohenigx, “#
Plum BlossomsfyskfE”™ . Fil#E
& IEREE=ST | (THZAR
FEY AT, 199543/48F,
p.82
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The Story of Beijing, No.20
Ink and colour on paper

Signed Zhu Wei, dated Gui You (1993), entitled by the artist, with one seal of the artist: Zhu Wei Shu Hua.

tR#HE=TS
KBIRELAR

KEER, BUMEMERE (1993F) | BEREBR, TARME—H. KEBE.

192 x 193cm
1993

EEa RS R T EEEE

Fan Di-an, “Crossing cultural boundaries:
The New Horizen of Chinese Art”, with
the picture of painting The Story of Bei-
Jjing No.3 & No.20, catalogue New Trends
— Art Hong Kong, Hong Kong, March
1994, p.16 & p.99
BER., FUEXMABR. PEZAREG
MibFL" | FEERER dtRiE
=57 . "kRHE=+S" 0 BE
CHBR - ZAEH) @, 199443
AR, p.16 &p.99
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The Story of Beijing, No.21

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua, and Pictorial seal.
EREEE—+—5

KBIEEHKAK

KEER, ZARMNEB/HR. KMEBEMNEE,

66 x 66cm

1994
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The Story of Beijing, No.23

Ink and colour on star shaped paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua, and Pictorial seal.
EtEME—T=S

KBIRELKAR

KEER, ZARMEB/Y. KMEBEMNEE,

62 x 66¢cm

1994
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The Story of Beijing Album Series 1, No.3

Ink and colour on paper

Signed Zhu Wei, dated Gui You (1993), inscribed by the artist, with two seals of the artist, Zhu Wei Shu Hua, and Zhu Wei.
tRHEMR—E=S

KBIRELKAR

KEER, BEMERNERE (19934F) H&ME, ZTARMERMY. KEBEMKRGE,

33 x 33cm

1993

194 195



196

The Story of Beijing Album Series 2, No.1
Ink and colour on paper

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

tRHEMR_E—S

IKBIREBLKAR

KEER, ZRARNE—M. KEPBE.,
29 x 33cm

1994

Lol i i
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The Story of Sister Zhao, No.5

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with three seals of the artist, Zhu Wei Shu Hua, Pictorial seal and Zhu Wei Yin Xin.
RIBMBERS

KBIRELKAR

KREERFDEREBRR, ZARDEEZN. £EHE. BEMKRGDE.

66 x 67cm

1994
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4) 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 Bejjing Story in 1994, Zhu has also began—New Pictures of the Strikingly
Bizarre, based on Ming Huaben (vernacular short stories). With a slight change of the title, 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 gesture 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: |, L (Love)
and Y (You). This work is one of the most emblematic works for Zhu in this period.

4. (Fi=ZHARIRE) (199419965 )

B REXFHITINRE. KAEE AT REXHERSURNBEENHENIRE. EeIF (LFES) f (Exk
=) MR, 1994FX—F, KEXFHTHEMERHEZE— (FZZRERG) | Z-BTHRIERNE (A
RIREF) MkROBM, KEERELRHEL. BERHARARNEE, RIAASREEN—EIMERIEFAMUL,
FEAEEREH LR T SHRANTENE AXFLX-TRARANRRETHEXERE S TORREG . BE TR
8 AR BROTFE. XRELARMNREEFETH "RER . AHEUNBE. RETNE BNBERENLRE
BETFE () . L (loveZ) . MY (youlR) . MAKBIE—MEEERETMENERZ—,
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Pictures of the Strikingly Bizarre. Square Accounts after the Autumn Harvest
Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with one seal of the artist, Zhu Wei Yin Xin.
ZZMRIRT ZRTEK

KBIRELKAR

KREFRIBEMBIR, ZARIDE—HK. KENE.

66 x 67cm

1994
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Picture of the Strikingly Bizarre. Meeting

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with three seals of the artist, Zhu Wei Shu Hua, Zhu Wei Yin Xin, and Pictorial seal.
BT ZHAS

KBIRELKAR

KREERFDEREBRR, ZARODEZN. £EBE. KGEOEMEE,

66 x 66cm

1994
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Pictures of the Strikingly Bizarre. Drunk Drive, No.3

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with five seals of the artist, two of Zhu Wei Zhen Ji, Shen Pin, Zhu Wei, and Pictorial seal.
ZAHREFZERREZS

KBIRELEKA
KREFEER, BEREBR, ZARMNERN. BYRFEE. #&H KENEE,
66 x 66cm
1996
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5) Sweet Life (1994-2006)

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, and Tian Gong Kai Wu.

5. (FHERYLE) (1994-2006%F)

1904FX—F, KENEETRRE LEMNEST, (MENERE) LERX—FESERTRAFTARMN, RNLE
RENERPERNBESKKNERS], FEERBUSETFICIZR S EXEERMRLMNRY ., PENHMEETRNERE
o ORGBRT TR, ZXRBE-TREREMCACNEEES . MS20HL0FRNEN "BIARYE " MREMXS
M AELRTUARTFSHBAMESR, MRELEN-—TEETEANAARTRRE NEFFELEHNRITNILH
HEREMRE, MEN—FRSHNAESIBRTOSESALRERR, ESMMNRATEFTFRM, KA "AMH" KA
RERHHSEMF, UER—EW "B NEAKRE. 1994ERAMNIENERES TEER | "3 . "B’
= OHBEERE . AKFL . CRIFH %
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The Sweet Life, No.1

Ink and colour on paper

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

KBIRELKAR

KEER, ZARMEB/Y. KEBE. KEHEOE.

193 x 256¢cm

1994

Angelica Cheung, “Rebel
with a cause that is all his

own”, with the picture of
painting Sweet Life No.1
& No.4, Eastern Express,
Hong Kong, November
14th 1994, p.17
Angelica Cheung#23c,
‘R, EHACTHR
B FHER HE
MEFE—S" . HE
MEFNS  &H
CFRTTRIRY . 19944
11B1487, p17

210

211



The Sweet Life, No.2

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with one seal of the artist, Zhu Wei Shu Hua.
HEMEE=-S

KBEFBEKA

KEER, ZRARNE—M. KEPBE.,

175 x132cm

1994

“Zhu Wei—The Story of
Beijing”, with the picture of
painting Sweet Life No.2,
Orientations, Hong Kong,
November 1994, p.47
TREBE—IEREE" .
FlaktEm MHEMNEES
5" . &# (Orientations)
BT, 1994F 1187, p.4a7
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The Sweet Life, No.3

Ink and colour on silver-flecked paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua, and Zhu Wei Yin Xin.
HENEFR=S

IKBIREFHREAN

KEER, ZARMEB/K. KEBEMAKGHEE.

54 x 68cm

1994

214 215



The Sweet Life, No.4

Ink and colour on paper
Signed Zhu Wei, with one seal of the artist, Zhu Wei Yin Xin. I a u
HEMEENS &

KBIRELKAR

KEER, ZARRME—M. KEHEENE.
130 x 130cm

1994

LY TT

AmChbm, December 1994/
January 1995

&# (AmChbm) 19944
125 E1995418

216 217



The Sweet Life, No.16

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with seven seals of the artist, two of Pictorial seal, Shi You Ba Jiu, website, Hai Dian Wan
Quan Zhuang, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Zhu Wei Shu Hua.

HENEFTAS

KBERBEKA

REERFBERER, ZARMDLELH. AREZE. +H/A\A. Wi, BEARE. AEZLRAGETNAFEEE.

132 x 132cm

1997
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The Sweet Life, No.21

Ink and colour on paper

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.

HENERE-T—F

KBIREKR
KEERIFAERER, ZARME=R. KERE. THENAANMTEZERKGRLE,
178 x 170cm

1998

At Asian Art Fair in New
York 1997
ELESMOENTMER
HR%. @Y, 1997
(1997, 1998, 1999, 2000,
2001, 2002, 20083, 2004,
2005)
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The Sweet Life, No.27

Ink and colour on paper

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 the 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.
HERNEF =TS

KRBIRELEKA

KREERFDERBRR, BEMERE—ANNE, @E AX—AANEELRE, FERDEDH, BEEE, WEHA
HREER, BHT—MENEE—XRGENAL, EPE, EXEMHE, RAX—MEERNFEETANBEIE, ~
ZAREMELH. AREE/NA. FEBLHAGEE. KEEE. N, KMEBENEE,

169 x 45cm

1998
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The Sweet Life, No.28

Ink and colour on paper

Signed Zhu Wei, entitled by the artist and inscribed “I can’t tell if all the things I've done were good or bad. / Past times fade
and | can’t recall the years. / The things | thought were simple | now can’t understand at all. / | suddenly feel the world in front of
my eyes is not where | really am.”(Cui Jian’s lyrics) with three seals of the artist, two of A Wei, and Hai Dian Wan Quan Zhuang.
HENERZTI\S

IKEBIRBLRA

KEBERFBERBIR, BE WENFAEMABRD RBEFR/ EENARRERICABER / RELNATRNFBERE
EARRE/ RRARBIMATAH I ERAE" (ERKIE). ZARME=N. ARMEE. BEARE.

105 x 39cm

1998
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The Sweet Life, No.40

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist: two of Zhu Wei Zhen Ji, Zhu Wei Shu Hua, Zhu Wei Yin Xin, Shi You Ba Jiu and
the artist’s website.

HENEENTS

IKEBREBLKAR

REER, TRARDERW. BHAGERE, KMEBE. KEOE. TH/ALMZARMIL,

157 x 120cm

2006
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My Story, No.1
Ink and colour on paper
Signed Zhu Wei, entitled by the artist, with two seals of the artist, Zhu Wei Shu Hua and Zhu Wei Yin Xin.

EHBE—F
KBIEEHKAK
REER, BEMEXER, ZAKMERK. KEBEBRMKSBNE.
34 x 58cm
1994
228
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New Positions of the Brocade Battle, No.1

Ink, colour and gold on paper

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 con-
ceived 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 damage
the 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 the artist, with one seal of the
artist, Zhu Wei Yin Xin.

REERE—S

KBEESHREA

KERIE BWE. AZKRE AEREPAL, KEMAZE, BEAR, ABRE BRZF, £, —t, ®F
ZF, RWAEAEUET, ZtH, BZF, EESG, =4, FExF. XBXE, ¥H5RIE. Mt AizF. 5
BAX, It IRZF, HERHE, Nt FEHEZF, £EXE, tth, REZF, SHEAENE, N\t BBz
F. BHFE BEEERE, Ath, T ZRAREME-. KEHHE.

132 x 133cm

1994
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New Positions of the Brocade Battle, No.5
Ink, colour and gold on paper

Signed Zhu Wei, entitled by the artist, with three seals of the artist, Zhu Wei Shu Hua, Zhu Wei Yin Xin, and Pictorial seal.
MRTERKERS

KBRESHEAR
KREERFDEREBRR, ZARODEZN. £EBE. KGEOEMEE,
133 x 185¢cm

1994
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6) 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 Rock n” 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 Rock n” Roll.

6. (IETHIZE) (1994%F)

(A THE) BHERIET1994F., REFERTRALMLRKNNTE, KEELSMTZSRUR . FREREN A
HBEX, ZER, KAE-ERRENERAIRE PEERITFNREERNWE, EREMHUETRIERRENX
K, FE(AETHE) BRI, | ARMFERRIERS RO E,
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Descended from the Red Flag, No.1

Ink and colour on paper

Signed Zhu Wei, entitled by the artist and inscribed “Chinese daughters have a strong desire. To face the powder and not to
powder the face.” With nine seals of the artist, six of Zhu Wei Shu Hua, Zhu Wei Yin Xin, Pictorial seal, and Zhu Wei.
AETHE—S

IKEBREBLKAR

KEER, BERBMRIEE PEIILSHFE FTBAKERE, " TARMEAR. AAGHE. KOG BE
FkfE,

66 x 131cm

1994
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Descended from the Red Flag, No.5

Ink and colour on paper

Signed Zhu Wei, inscribed “Heard of twenty five thousands miles, but never seen”, “String music”, “Wind music”, “Rock ‘n’

roll”, “Music man”, “Midi and Nanguo”, “Zhu Wei painted and inscribed at Beijing Wangquanzhuang”. With eight seals of the

artist, four of Zhu Wei Shu Hua, two of Zhu Wei Yin Xin, and one Pictorial seal.

AETHERS

KBERELXK

KREBERIME WL, RS ZAREFE, ANRENGE, ERAES" . TBERET . RERT . EBERER
BRANT D THRBFERT . KEFE, FICITFIERARE. T ZARME/NR. ERRGHE. BEKRGEEN—

HEE.

132 x 66¢cm

1994
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7) 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 from contemporary reality: 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.

7. {I"1%) (1995—19964F)
19956 F|19964F (8], REXEMET X TRRII BHNEFRLE., mEEF—# XTI AfEWN. EXERE
SRR EREHLREE—FHATITE. BEMEARE. EMNSEINEIANETE, RILERE, EHIINHNNEEE
ERAEHFTR. RIFE—REMNRESEREERBN—BLEEAN, BRAFTEHAZUNER, RS TEFILS
XM AMADRRBNER., BRHEAERANF, MRAZZNERFTMERNTEEIXA, "RTNEAARSE . T
R, ATRERMTANS, BREAMEE, BAMNEARS, TRERF 1 BEENRKERN, THIRER. KT
FEIBNRE, REETTF. ERNEOI—EER. " aXE. KMEEMAICESULHSHBXRNTEESLES
AMERLUHSBEREFTHROAE SRR, ERAENTEARUAERXNBEARNESTEEF, BEANFERINE
ZERNERRES XEETUEERAGES —MBREROR.
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The Square, No.9

Ink and colour on paper

Signed Zhu Wei, inscribed “Heaps of 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 Yu Tang Jian Shang Zhu Wei Zhen Ji, and Zhu Wei Shu Hua.
IHhs

KBIRELKAR

RABERIEE CIRATAEIRIR S/ LR IRBR/ T B2 A/RE R BB/ F B NI 5973 3L/ R IR RR/ B R 9 [0)
REMBRERE—NBEEENRIREZN/TERREB/ RFREBOEEARNTF/ARMEA—EEZ., R8I, 7
ZAREEZ K. ZHHERBEE. AEELRAGETMNAFRE.

192 x 193cm

1995

Asia Magazine, August 16-18, Cover & p10-14, 1996
Art Attack: Will Contemporary Chinese Art Survive? by
Scarlet Cheng.

(WA TY 199648F16E18SF], HE p10—14.
ZARHH, HRZARELEFD, #X. HrRREF-E.
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The Square, No.11
Ink and colour on paper
Signed Zhu Wei, entitled by the artist, with one seal of the artist, Zhu Wei Zhen Ji.

I'Ht—5

IKBIREBLKAR

KEER, BERBR, ZARNE—K. KERL.
130 x 129¢cm

1996

lan Findlay, “Unpredictable
Times”, with the picture of
painting The Square No.11,
Asian Art News, U.S.A, July/
August 1996, p.40

lan Findlay$3z, "% M
WemR" . FHEER T
BH+—5" ., (EHZARH
Y WHETI, 199647/88
T, p.40
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The Square, No.13

Ink and colour on paper

Signed Zhu Wei, dated 1996, inscribed “In an crowded situation, there will always be occasions when people will become
embarrassed and uncomfortable.” With two seals of the artist, Zhu Wei Zhen Ji, and Zhu Wei Yin Xin.

I'Ht=%

IKEBREBLKAR

KEBER, BOMERET1996F, BiE "E—MATHHE, BESHERABRMATRNZE. "~ ZAKMERK. K
HIBFKHEE.

130 x 130cm

1996
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The Square, No.14

Ink and colour on paper
Signed Zhu Wei
I"HtTms
KBIRELKAR
RABER

130 x 128cm

1996
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8) 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.

8. (&F) (1995-19964F)

KEERTRBLESKNOER, BEMRNF L. RROKRE. FHIEBER. BENINRBLAZHFREEN, BAREE
BIS—TRAEGENHT, BXTRERSHEUNGR, IRAGNL2EBERSUERNFT. (BEF) RIEXRFK
EMLEERT, TUEER—NMEF.
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Box, No.2

Ink and colour on paper

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

E2F=S

IKEBREBLKAR

KEER, ZRARODEANW. KEME. K. #R. KGEHE. AMEETNTEZLRAGRE,

133 x 132cm

1995

Asia Week, “Cultural Con-

flict” by Angelica Cheung,
with the picture of painting
Box No.2, Cover & p41-45.
June 28th,1996.
CEMRAFIY . Angelica
Cheung#3x, "X{LyH
R OHHER BEFZ
5" HEEp41-45, 1996
F65288F),
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9) 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: Bejing Time, Comrades, Dreaming the Butterfly, Joy FM, My Father’s
Older Brother, My Love, The Story of Xiulian, Untitled.

9. (REHIZ) (1995-2002£F)

5 (&7 #AFEMEL, (PEAL) MFRAGEREFPHABEN—PHA., EXNIRIINERD, KEXEE
ZHRAAYBN, MERESECREXMBHENRHNEE, SHR. 85, FEFHTEN=MIE, RHEEL, &5
M feEMER, LRFELEUSHMBNENRESEARIRZ, hEEHIANSREEN—Y, WY PEERGES
HERE, XAMESIHRMNTEEM MXUNHRHLSETHAREKR, AXNXPAXER KMEAZGEEE
ARG, WERIRUBEERHTR, XETEARENEFRS, XTEFNE N, 1995FRFRKFEIERNE
BEES, (ERILLm) . 7). (BFREE) . (BRER) SEaBESR/LERRES, miEm (bxm
Y . KRS . (EELE) . CRREE) . (HENFF) | (BARERRERL) | (FEOKE) . (X
) FhEEET 19954,
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China Diary, No.7

Ink and colour on paper

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 Zhu Wei Zhen Ji.

hEHIEES

KEBREBLKAR

KEERFBERER, ZARDE=ZMN. KERE. KGEPEAAEZLEREAERD.

131 x 184cm

1995

Window, An Original: Zhu

Wei. by Hilary Binks, p42-43.
May. 31,1996.
(Window) . —A BRI %

15, p42-43, 199645831
H. #32. Hilary Binks,
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China Diary, No.16

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with five seals of the artist, Zhu Wei Shu Hua, Shen Pin, Pictorial seal, Zhu Wei Zhen Ji,
and Wan Yu Tang Jian Shang Zhu Wei Zhen Ji.

fERIETRS

IKEBREBLKAR

KEERFHBEREBRR, ZARDERR. KFEHE. HH. BE. AMGETNATEZERKAGRE,

132 x 132cm

1995
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China Diary, No.19

Ink and colour on paper

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.

FERIZTAS

IKEBREBLKAR

KEER, CARDENK. KFEEE. KEFEPE. FEZEEAGETNHS,

130 x 130cm

1996
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China Diary, No.20

Ink and colour on paper

Four panels, signed Zhu Wei, with one seal of the artist, Zhu Wei Zhen Ji.
FERIZZTS

KBEFBEKA

MECR, REER, ZARNE—H. KERET.

Each panel (£ 5%)66 x 66.5cm

1996

263



China Diary, No.21

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with two seals of the artist, Zhu Wei Shu Hua, and Shen Pin.
fEHEZ=+—5

KBIRELKAR

KEERFBER B, ZARINER. KERBEHS,

50 x 65cm

1996
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China Diary, No.24

Ink and colour on paper

Signed Zhu Wei, inscribed article from Supreme Treatise On Moral Retribution “Don’t boast of your own strengths: people
who have strengths should carefully hide it. Therefore sage does not boast of what he has done, and takes no pride in what
he has done. Therefore gentleman is seeming not to have, and seeming empty.” With three seals of the artist, Zhu Wei Shu
Hua, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Pictorial seal.

FERIZZ+TME

KBIRELKAR

KEERH B (RKLRERE) X "FECK: AEHK, YEEHA. MEATBREK, BFELER.  ZARHE
=M AERE. TEELEAGETNES,

50 x 65cm

1996
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China Diary, No.28

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with two seals of the artist, Zhu Wei Shu Hua, and Zhu Wei Zhen Ji.
FERIZEZTNE

KB BEKA
REFRFATERBR, TRRNETK. KEPERFER.
130 x 33cm

1997
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China Diary Star — Taotie

Bronze sculpture  Edition of 12
Signed Zhu Wei, with Taotie mast motif.
FERIZ “2" —&%

iEREEE 112

RIBER, BBY

54 x 54 x 33cm

1999

“New Sculpture by Zhu
Wei”, with the picture of
bronze sculpture China Star
— TaoTie, World Sculpture
News, Melbourne Weekly
Magazine, Fall 1999, p.4

TRGHMBRET | I
ERERE hEHE-B
& OBRE (HREE
HEY T, 19995 F
Tl p4

270

271



China Diary, No.51

Ink and colour on paper

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 i, 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.

FERIZE+—S

IKEBIR BLKA

KEERFBEREBR, @E "FEFE, NHFREAZLER HEAR BEFILERRX" , ZRARODLELHR. BHRKE
s, REBEE. +H/A\A. Wi, BEFRETHS,

183 x 255cm

2001

© Plum Blossoms, 2001, New York
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China Diary, No.54

Ink and colour on paper

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 Pin.

fEHIEZETES

IKEBREBLKAR

REER, ZARMLENK. FEELERGEE. KENE. BEARE. W&,

193 x 194cm

2001
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China Diary, No.59

Ink and colour on paper

Signed Zhu Wei, with ten seals of the artist: three of Shi You Ba Jiu, Zhu Wei Shu Hua, Wan Yu Tang Jian Shang Zhu Wei
Zhen Ji, Website, Zhu Wei Yin Xin, Zhu Wei Zhen Ji, Hai Dian Wan Quan Zhuang and Shen Pin.

PERIZETAS

KBIFBLKA

KREER, TRARNETH. =H+F/N\A. kERBE. TEELERFEER. Wi, £HE. KMEEE. BEAR
E. ¥,

133 x 133cm

2001
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Beijing Time, No.3

Ink and colour on paper

Signed Zhu Wei, with one seal of the artist, Zhu Wei Zhen Ji.
dtEEE=S

KBIEEHKAK

REER, TARODE—K. KEHELE.

53 x 48cm

1995
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Comrades

Ink and colour on paper

Signed Zhu Wei, dated 1995 and inscribed “Comrades, comrades, do whatever you wanna do. Drag me into the mud and
spit at me. But comrades, being covered with mud and saliva, I'll still stand by your side.” “Beaming people are walking
through bustling street. Being particularly warm, another season is coming.” With five seals of the artist, Shen Pin, Pictorial
seal, Zhu Wei Zhen Ji, Zhu Wei Shu Hua, and Wan Yu Tang Jian Shang Zhu Wei Zhen Ji.

&A1

KBIRELKAR

KEERIRE BEN, BEMN, BROSNTFH4A. BREREEE, THREELR, TEEEN, REKEREMN
ER, BEREABHBERMNGTI. —ARARE. "~ "BEFFNANTOERRREAGEL. SIMIERN, RE
A—ANEFT, KEGT  ZARDEINR. #H. BE. KFEE. £FHE. AAEELHAFBEE.

130 x 253cm

1995

Angelica Cheung, “Cultural Conflict”, with the picture of

painting Comrades, ASIAWEEK, Hong Kong, June 28th

1996, p.41-45.

Angelica Cheung#®3x, “XHsAR" | FIHER
"REMT . BE (EMET) - 19965652887,

p.41-45,
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Story of Letting Go, No.1
Ink and colour on paper
Signed Zhu Wei, entitled by the artist, with two seals of the artist, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Zhu Wei
Zhen Ji.
HAHSE—S
IKEBREBLKAR
KREERFBERBIR, ZARDERR. AERLHAGETMAFEL,
132 x 66cm
1995
282 283




Dream of The Butterfly, No.5

Ink and colour on paper

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

IKBIREBLKAR

KEER, ZARME—H. BE,

22 x31cm

1995
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Dream of The Butterfly, No.6

Ink and colour on paper

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

KBEEBHKAK

KREFRIBERBIR, ZARNE—K. KEBE.

8 x8cm

1995
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10) Besides the Girls (1996-1997)

Besides the Girls draws from a section of Marcel Proust's Remembrance of Things Past. 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. 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 or stuck with various stamps coming from other countries, Zhu says it is “Dream-like,
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.

10, (FELXLSHED) (1996-19974F)

(ELZMNEFE) RERERNERESHHN (BIZMUKELE) hH—BERZE. 1996FAFNLEFELELTS
BHTEN, ENFINCERERARBERL. £FRRERMTAR. FA—PER, KHBOKRFELE LT RIMBE
2, 1996 eIfER (ELXMNEE)  BEXHELTEER. TENRM, ESEENEAHRBRNETRE, 455
AZARMAT —BBERBHFOKR]. SEKEEE-BENFREESRN, MESMIBENEMS, KRER HEM
¥ ELLNEE . EXMNMERAREZMUBLEZHGRE, FREUNEX-RIERMNERL. 5X—R5I M
THER (PEBLY . (KERBREY . (ATER) . (BETR) F.
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Beside the Girls, No.6

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with three seals of the artist, Shen Pin, Zhu Wei Zhen Ji, and Wan Yu Tang Jian Shang
Zhu Wei Zhen Ji.

ELEZMNEERS

KBIFBLKA

REERHBEREIR, ZRARONLEZN. HR. KEETNTEELERFER.
132 x 66cm

1996

Catherine Shephero, “The
Chairman’s Little Girl—
A child’s eye view of the
Cultural Revolution”, with the
picture of painting Beside the
Girls No.6, ASIAWEEK, Hong
Kong, July 5th 1996, p.54
Catherine Shephero#gsc,
TERBHNNEBE——
FRAHIURES" | F
HER HELEMNEEXR
5. BFE(TMBTY .
199647 A5A Y, p.54
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Go West, No.1

Ink and colour on paper

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

KB BEKA

KEER, ZARNE—K. KEBE.

65 x 66cm

1996
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Go West, No.3

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Zhen Ji and Zhu Wei Shu Hua.
ATER=ZS

KBIEEHKAK

KEER, ZARDERY. KEETHKGERE,

65 x 66cm

1996
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Supreme Treatise On Moral Retribution, No.6

Ink and colour on paper

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

KEREAS

IKEBREBLKAR

KEER, TARDENK. AEEBLHAGHEET. BE KEBEHHR,

66 x 67cm

1996
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Supreme Treatise On Moral Retribution, No.16

Ink and colour on paper

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 Zhen Ji.

KERBR RS

IKEBREBLKAR

KREER, ZRARMNEAK. ARTHE/N\A. Wi BE. SEBENTEELELGREE.

216x111cm

1999
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China Jazz, No.5
Ink and colour on paper
Signed Zhu Wei, entitled by the artist, with four seals of the artist: Shen Pin, Zhu Wei Shu Hua, Zhu Wei Zhen Ji and Zhu Wei.

FEHLTES

KBIRELEKA
KEZERFBEREBIR, TARODEMM. MR, KEBE. KERTFRGE,
66 x 26cm

1996
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China Jazz, No.9
Ink and colour on paper
Signed Zhu Wei, entitled by the artist, with two seals of the artist, Zhu Wei Shu Hua, and Pictorial seal.

HEGBTAS

KBIREBLEKA

KEER, BERBIR, ZARDERK. KMEPBNEE.
50 x 66CM

1996
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11) 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

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 irony 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.

11, (GESNLZ) (1996—19974F)

‘BREHACHER, RACHER, RARRREFILRNET—&EE FFERHA, FFEN. msikilzEans
WEBILHERAE, " KEERPBESKOTRX, BENTFE. X5 THREANEK. HRTSNREZREREERE.
 (GERL) RIERT AAEEAENZHMBENFETEEIRGMERENZETRA. KMEETHAY. T2
BRIEE. MRAVHNREBEREL THRNMNZE, REXREAPH-LBEROHRE, FEANERTNE. wHA
WRE. BREFK. B, O FREHXMEXEBEAT. £HEET . fRaPHRERTEL
REIRBPEREDNRFIAONE, W THRINLENTE, BRENARERENRERTFA.
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Tightrope No.2

Ink and colour on paper 1 L .m i
Signed Zhu Wei, entitled by the artist, dated early spring of 1996, with two seals of the artist, Zhu Wei Zhen Ji and Zhu Wei 1 T e .'JI..r
Shu Hua. [
ERL—S

KBERBEKA

KEER, BERER, BUENEBANENE. ZARKMERNR. KEETMLFEHE.

132 x 66cm

1996

306 307




Tightrope No.3

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with two seals of the artst, Zhu Wei Shu Hua and Wan Yu Tang Jian Shang Zhu Wei
Zhen Ji.

ERL=F

KBEREBEA

REFRFBERER, ZARDERN. KEPENAEZLRKRGELT.

132 x 66cm

1996

Karen Smith, “World
Within, World Without”,
with the picture of painting
China Jazz No.7, Dream
of the Butterfly No.2, The
Square No.8, China Diary
No. 18, Story of Letting Go
No.7, ASIAN ART NEWS,
September/October 1996,
p.66-68.

Karen Smith#x, "5
WEE" . FIHER FE
BrtsS . "H%¥-
s THAST . H
BREZTAS" | THBEH
WELS" . (THZAH
) AT, 199649/10
AT, p.66-68.

)
X
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Tightrope No.5

Ink and colour on paper

Signed Zhu Wei, entitled and with four seals of the artist: two of Zhu Wei Zhen Ji, Zhu Wei Shu Hua, and Wan Yu Tang Jiang
Shang Zhu Wei Zhen Ji.

ERNLAS

KBIFBLKA
KREERFBERBRR, TARDENK. BHAGEE. KMEBEATEELHAGHIE,
132 x 43cm

1996
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12) 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.

12, (FE E) (1997-1998:F)

(HE REY X—FRIKBIER, KEXEE—K—/NBEIRYT, REBHESRERHXNRY, HEARHEOFEEH
BREZENARMER. XTEEXROES, SERKERET —ERENBOE, KKK RAIZEEHARKMGIA, R
EEKTEE EEMMENARSREEALE, FRSMATERE RLEHNHAFENER. KMEUMRENTFEELT
FEAMADBNE, EERNFEEZREIMERAR, TERPSORKO—BREEBTICRETR, X—HEEZREAKS
CIEMERRIR. B NFEAEEFERRMERARAEN BER" | DMOERRETFENER, FEAEAMBRES
WENEE, EEX—ERP AFRATHLERRTAHNEX, BEEFAERRANLENER, ERT7TEERT
FRR, BE#E—PRUTEFANER. (WRBEDEY . (EE) bRt —HEREREARMENIESR.

313



China China

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua, and Shen Pin.
HE HE

KBIEBEHKAK

KEER, CARDERR. KEPEBRMHS,

90 x 63cm

1997

TIME, Vol 154 No.7/8, August 23 — August 30, 1999

The special issue for the coming millennium TIME 100 in-
cluded a series of articles about the most influential Asians
of the century. Andy Warhol's “Mao”(P.77) and Zhu Wei's
work “China China”(P.90) were used with the articles about
Mao Zedong and Deng Xiaoping, the only two Chinese
from People’s Republic of China in the 100.

Time 100: Deng Xiaoping

7E199948H23H - 8A30HS %A (MAFT) FHEE
57 (RHR100) TMHEHLERZAMTIET (RHRET)

TRBE A L&A R0 H 100 AR T MBS,
ENERFRSWNFIE LR, REETTRRERT HR
HAFEDHT - FSRENRE - RER/N\TFEREMENL
MiRE R EFE BTRAXE (EFK) . MHEO
TU& 3R 7 BPlum BlossomsiE BRz it 9k 5 h +ER EI1E
KRR HE PR MEREXE (BMAFE) .
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China China Edition of 89
Silkscreen Print

Signed Zhu Wei
HE HE 1/89
HF R E
KiFES

76.5 % 54cm
2006

Asian Art Contemporary Art
News Paper, Zhu Wei, Apr.
2001, p12-13.

(EMZEARFERER
hRY . kb, 200147,
p12-13,

IN THE RED, by Geremie R.
Barmé, Colubia University
Press, NY, 1999
(FEL4&EFR) tFE. 848
By, BFELEW K ARAL.
429, 19995

Fernost, by Peter Achten:
Gedanken und kolumnen
aus Asien, 2008
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Yellow Flower, No.1 Four panels

Ink and colour on paper

Signed Zhu Wei, with eight seals of the artist, three of Zhu Wei, two of Shen Pin, two of Zhu Wei Shu Hua, and Pictorial seal.
EE—S NER

IKBIREBLKAR

REER, ZARIDE/N\K. =K ME. AR, ARAREIEN—HEE,

Each panel (%) 173 x 45cm

1997
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Racing Horse on a Rainy Night, No.1

Ink and colour on paper

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, Shi You Ba Jiu,

website, Pictorial seal and Zhu Wei Zhen Ji.

MEBEE—S

IKBIREBLKAR

REEERIEE "RART —MISEZHRE AN/ BREVWERET HN / BAVRBURER / KFREH 4 —HER
R/ UOHELREFRAMASR (ER¥E) . ZARME/\K. BRAGHE. BHA. +H/AL. Wi,

EEMABEIE,

131 x132cm

1997
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Racing Horse on a Rainy Night, No.2

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, inscribed “We don’t have any experience at all / We don't like the past either / Tomor-
row | 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, Zhu Wei Yin Xin, website, and A Wei.

WRESE_S

IKBIREBLKAR

REER, BERBRIFTE RMNBLRETLER / hAERS L / BRAESEREEIT / ERTEEAN / ARZFH
EH M/ BBHERE" (ER%E) . TARMEAK. +HENAL. FEREREAGET. BE. K. K48
. REEE. KEHEOE. Wb,

131 x132cm

1997
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Racing Horse on a Rainy Night, No.3

Ink and colour on paper

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 Yin Xin, website, Pictorial seal
and Shen Pin.

MRHESE=S

KBERERXK

REFRITBERER, ZARMET—K. ARTE/N\A. £E. KEHE. TEZLEKERT. BEARE. KFE
. CREBEME. Wb, EEME G,

66 x 66cmM

1997
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Festival, No.9

Ink and colour on paper

Signed Zhu Wei, with three seals of the artist, Zhu Wei Shu Hua, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Hai Dian Wan
Quan Zhuang.

THAS

KBIRBEKAK

KEER, ZARDEZN. KFEPE. FEELEAGETTEETRE.

132 x131cm

1998

e
Bl o b -

The Invitation Card of the Third Solo Exhibition in Hong Kong in 1998.
1998 A BEHEZRABMRIER.
© Plum Blossomss
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Festival, No.10

Ink and colour on paper

Signed Zhu Wei, with three seals of the artist, Zhu Wei Shu Hua, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and Hai Dian Wan
Quan Zhuang.

WATS

KBIRBEKAK

KEER, ZARDEZN. KFEPE. FEELEAGETTEETRE.

130 x 131cm

1998
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Spring Festival

Ink and colour on paper

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.
-1

KBEFBEKA

RERER, ZARMERR. BEARE. +H/A. Nii. MAEBKREENE.

193 x 210cm

2001
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Spring Festival, No.7

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Zhu Wei Shu Hua, and Shen Pin.
EVtS

KBEFBEKA

REER, CRARDEMR. KERE. W&,

65 x 66cm

2001

: R
iy’ e

L -
TAra
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Spring Festival, No.10

Ink and colour on paper

Signed Zhu Wei, with one seal of the artist, Zhu Wei Shu Hua.
E¥+S

IKBIREBLKAR

KEER, ZRARNE—M. KEPBE.,

120 x93cm

2001
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Spring Festival, No.13

Ink and colour on paper

Signed Zhu Wei, with four seals of the artist, Shi You Ba Jiu, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, Zhu Wei, and Zhu Wei
Shu Hua.

EVt=s

KBIREEAR

KEER, ZARMLEDK. +HN\L. AEZLREKGEE. K5, KEHEBE.
193 x 195¢cm

2001
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Untitled, No.1

Ink and colour on paper

Signed Zhu Wei, with five seals of the artist: Zhu Wei, two of Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, and two of Shi You
Ba Jiu.

KlE—S

KEBREBLKAR

KEER, ZARDERAW. K5 ARAXTELRAGETHBER+H/NA\N,

234 x197cm

2002

Frt

=

Hannah Beech, “Living
Large-China new wave of
modern art”, with the picture
of Untitled No.1, TIME, Vol.
160 No.18, November 11th
2002, cover story “China’s
Next Cultural Revolution (4) -
The Birth of Cool”, p.49
Hannah Beechi#x, "4
MER—FELRZAMNH
REC . TE#ER XA
-5 . ZE(HRY B
FI2002 11 B 11H RFI4R
HOREXAHERAG):

B ZWEAT . 2002411
R11ET. p49
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Untitled No.1 Colourful Sketch

Ink and colour on paper

Signed Zhu Wei, with eight seals of the artist: Yu Shi Ju Jin, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, Zhu Wei Yin Jian,
Plum Blossoms, Shi You Ba Jiu, Zhu Wei, Zhu Wei Shu Hua and Website.

TE—SHE

KEBREBLKAR

KEER, ZARODE/\W. SHEH. AEZLRAFGEE. KHEELE. PumBlossoms, +H/AL. &KfH. KEREHM
P8,

93 x77cm

2001

Orientations: Report from
Hong Kong, Guangzhou and
Beijing, by Susan Dewar.
Feb, 1994. p67-73

&# (Orientations) .
Report from Hong Kong,
Guangzhou and Beijing,

423, Susan Dewar,
1994425 , p67-73
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Untitled No.2

Ink and colour on paper

Signed Zhu Wei, 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 Ji, Zhu Wei Yin Xin,
Zhu Wei Shu Hua, A Wei and Shen Pin.

E—S

KBERERXK

KETER, BOMEREIESFE (2002FF) , TRRODETZM. BARTE/N\L. BEARE. BRAERZLREKEED.
Wt ZHERHBEE. KEE. KESE. FEMHR,

190 % 132cm

2002
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Untitled No.3

Ink and colour on paper

Signed Zhu Wei, with nine seals of the artist: two of Shi You Ba Jiu, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, Website, two
of Zhu Wei Zhen Ji, two of Zhu Wei Shu Hua, and Hai Dian Wan Quan Zhuang.

FE=5

KEBREBLKAR

REER, ZRARMNEAK. ARTE/A\A. TEELELFGEE. Wi, AREGER. AREGRE. BETRE.
190 x 132cm

2002
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Untitled No.4

Ink and colour on paper

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 Ji and Zhu Wei Shu Hua.

TEMS

KEBREBLKAR

KEER, ZARMEAR. FEELERGEE. Wi, +HA\L. KGEEE. KEHE,

190 x 132cm

2002
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China China

Sculpture Bronze Edition of 12
Signed Zhu Wei

HE HE

fEREEE  1/12

KEER

190 x 87 x57cm

2003

ASIAWEEK, February
9, 2001 VOL.27 No.5
The Soldier and the
Citadel by Crystyl Mo
Zhu Wei and his Fiber-
glass Sculpture China
China
EBEREX (LMA
FiI) 20012598
TRMHE. FE.
FEHT-K. K
04t B 357 3 4 AR Rt 22
(hE hE)

| -

Sculpture 'China
China' in the IBM
Building at Manhattan
beside works of Andy
Warhol and Alexander
Calder Poster printed
by Free Exchange
Bookstore at 798
area Beijing in 2003
HEAHRBHFIBMA
HEHRE (hE $
B b EERRLH
WAEREHOBRE
MR - RERKIR
B, miERE798HH
TP EEH 8
ik, 2003%
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Woodblock, No.10

Woodblock prints  Edition of 25
Signed Zhu Wei

KRIRE TS

FIAZIRE 1/25

RIFTER

130 x 90cm

2003

Asian Contemporary Art l'“l & . - - _
Week, New York, L A =

November 18-22, 2003.
HAATMHERZEARAE.
2003411818—-220H,

I

lﬂ
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13) Diary of the Sleepwalker (1998-2006)

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

In the Diary of the 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
the Sleepwalker No.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.

13, (BFFiC) (1998-20065F)

TAIRREE. BERAMERILT " A1998FLHM (FHFFIL) Rt ¥ TEMBBHNKRBEIRDE D (BHEF
E) JMERFENERRR, a¥ 2, AEFRNAIMNEHMENARER AFEREER. AENEEHEMNE
W, o (FHFiL245) B, ZARXATARNELNHWE, WATAKUAZET "BRMEA" H—%&, F2®
ARBENIH, ZENEATERBEM (XIAY) FHETANEER, KETZNHARXEBEBTSIELIMR
BE TN, i HRZENAERATERNBS.
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Diary of the Sleepwalker, No.12

Ink and colour on paper

Signed Zhu Wei, entitled by the artist, with one seal of the artist, Shen Pin.
BFHEFIETZS

KBIREBEKA

REERFRERER, ZRARME—. W&,

41 x33cm

1998
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Diary of the Sleepwalker, No.24

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji and website.
BHFIEZTES

KBEREBEA

REFER, ZARMERK. FEZLFRERTIMNE,

43 x90cm

1998
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Diary of the Sleepwalker, No.25

Ink and colour on paper

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 Zhu Wei Zhen Ji, A Wei, Zhu Wei, Zhu Wei Shu Hua and Shen Pin.

BFHFIEZTES

KEBREBLKAR

KEER, ZARDEAK. +HN\A. BEFRE. BE. Wif. AEELEAGEE. FE. K. KEBENHS,
173 x132cm

1998

S |

i

<ad
15! |
- -JL

Oriental Art. Master: Zhu Wei: Ink paintings, contempo-
rary art in a different tone, by Wang Jing, p50-53
December 1-15, 2007

(CEAZAR - KR) K5 KB, HREAHH—FE
¥, 83X Efp. p50-53, 2007127 L AT
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14) Great Water (2000-2001)

Great Water is a similar to the China Diary series in that the landscape becomes a metaphor for 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 repeated treatment, which all capture the spirit of
tradition.

14. (K7k) (2000-20014)

(RAKY RIEmZS (PERIL) BTRA—XMRX. NKENALRMERH. FENKE—RE—R. KME—EFLR
BIRIEE UM, HBEENMNBENEREBHERARBNERK, BRAFERREZZANBEIETET LK.
FMREEBIZE, EFRFELRER, TESHEE. BEFEL, KKIZEF ARMEALTUERERENFRTX
KEgRE, PIMERBEEEZRNETREEZ. \VERFEERNEIRE, 45 ERFERRBHBMHEESH
& BENEIREIRELERENHREZE. MNUERGHER, AMTUERE M RN IEREMGEM
RIS,
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Great Water, No.15

Ink and colour on paper

Signed Zhu Wei, with three seals of the artist, Zhu Wei Shu Hua, Shen Pin, and Shi You Ba Jiu.
*Kk+ES

KBEFBEKA

KEER, ZARNE=HK. KEHE. HRATHN\NL,

65 x 65cm

2000
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Great Water, No.17

Ink and colour on paper

Signed Zhu Wei, with two seals of the artist, Pictorial seal, and Zhu Wei Shu Hua.
*Kkt+t5

KBEFBEKA

KEER, ZARNERY. EFTREEE.

65 x 65cm

2000
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Great Water, No.24

Ink and colour on paper

Signed Zhu Wei, with eight seals of the artist,, Zhu Wei Shu Hua, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, website, Zhu Wei
Yin Xin, Zhu Wei, A Wei, Shen Pin, and Pictorial Seal.

*k=t+ms

KEBREBLKAR

KEER, ZARMLE/\R. KEBE. TEZLERKRGETE. Wb, KENE. K5 WG Wa. BE,

128 x130cm

2001

The Invitation Card of the First Solo Exhibiton
in New York, 2001.

2001 AL E—RABANRIER.

© Plum Blossomss
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15) Sunflower (2000)

The background of Sunflower was based upon the 50th anniversary of the establishment of the new China-outside the
window of the painting is a festive scene. The Sunflower 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 fast-changing contemporary society as their subject matter, 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 Golden Dragon Boat, Joyful Driving, Purple Breathe from the
East, Solar Eclipse, South Seas.

15. (EBE%E) (20004)

‘MEE UENEREEFTERREORE, *EXANRREIREATESHEFEINER, (@BXE) RIMUE
RAT—MECBPREAOBRTE, BE—MIVIHED, MEESPERNEL. KMENERERTSENERERY
%, WM TRIZT . HE ARKRAE RN EERIRT AN BHEMEERACHNEZRBTERNMNAX
Hzd, BEER, ERERSEERBIUAFHSITER, mHRARENEHSIDIRRENORER, FHEM—F
EFEBHMABHES UMY, ERANL, hERTREE RERRS 6% GwREYRNENGELRKR
ft. 2000EE SR B EIMERYIE K& A . CREBE) . (EAFRkK) . (B2R) . (FE) F MAEMEE LY
SOFRRMH IR M.
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Sunflowers, No.9

Ink and colour on paper

Signed Zhu Wei, with eight seals of the artist, two of Shi You Ba Jiu, Pictorial seal, Zhu Wei Shu Hua, Wan Yu Tang Jian
Shang Zhu Wei Zhen Ji, Shen Pin, Zhu Wei, and A Wei.

EHEAS

KBIRBEKAK

KREER, ZARDE/\W. BRTHEN\L. BE. £EBE. TEZLHKGERD. @R, KMEMEE,

66 x 66cm

2000

370 371




372

South Sea, No.1
Ink and colour on paper

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

miE—5

KBIRELEKA

KEER, ZARME—H. BE,
33 x33cm

2000
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16) Utopia (2001-2005)

After 2000, Zhu produced several representational themed works. The renowned Utopia series, consists of more than 60
paintings, depicting the scene where big-headed masculine men are attending an official conference. For around fifty works
in this series, 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 detalils: 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 aloum 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.

16. (&ZFEFB) (2001-20054F)

2000 Ufa, RBEMENSD TR AHRERNE, ERH (SHEB) RIZARKIEIECORIR, ZIE T MLTE KR
MRBSESNENSWUNER. Z—RIELHREER, SWFERMNELWH, EHRERFE. ENRHAEEH
WELWHIEREN A, BARFELRABIZZIHNRW, MUMENEMERERBON—rBMERRILERTIRD
HREFAAX., HPRENATHREER. —NARKKRFTAEL, RBRMHNRARGE, EEVNPPNEERT LS
—MERNRIME, RACELEITERH. EANLEERNELOUBNASRERIMERABABSSETTESR
B MAERAMRTEBEIRAIR. T8 XLEEFREMHTE WRFBEETAREENRE, 8 LARKES
HEROFEL, MATHRLEEERTENTEEENARNSEENELIBELE R, BRI EENER.
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Utopia, No.3

Ink and colour on paper

Entitled, signed Zhu Wei Hua, with three seals of the artist, Zhu Wei Shu Hua, Shen Pin and pictorial seal.
ERB=S

KBEREBEA

KEER, ZARNE=N. KEBE. HRTEE,

40 x 40cm

2001
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Utopia, No.6 | iYL I.' i s B, 7

Ink and colour on paper - "y
Signed Zhu Wei, with two seals of the artist: Shi You Ba Jiu and Pictorial seal. F I
BIEHAS F
KBEFBEKA

KEER, TRRDEFAK. +B/\NEE, a
40 x 40cm

2001
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Utopia, No.7

Ink and colour on paper

Signed Zhu Wei, with seven seals of the artist, Shen Pin, website, A Wei, Zhu Wei, Shi You Ba Jiu, Zhu Wei Yin Xin, and Zhu
Wei Shu Hua.

SHABLS

KEBREBLKAR

KREER, ZARDELW. MR MG, [E. K56 +H/A\L. KEHHE. KMEBE.

39 x43cm

2001

380 381




Utopia, No.36

Ink and colour on paper

Signed Zhu Wei, with four seals of the artist: Zhu Wei Shu Hua, Zhu Wei, Website and Shen Pin.
ERIH=+xS

KBIRELEKA

REER, ZARNENK. KMEPE. KfF. WG H,

64 x 66cm

2002

i =

./
r;
g«

382 383




Utopia, No.46
Ink and colour on paper

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.
ERAM+<S

KBIRELEKA

REER, ERRENEAK: KEENE. +HAN. Kt W@, KEBEMKRSE.
120 x 120cm
2004

=i rre

Moden Weekly, 2005, About
an Old Art School Punk by

Jian Cui.

(BXERY . "—IRE
EfIEREMRT " | B
f2#E. 20054,
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Utopia, No.46

Silkscreen print  Edition of 68

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

SBRAMN+RS

L WiRE  1/68

KEER, ZARMLELR. KEONL. +HNAA. KIt. #&E. KEBE. ZARMILRNRR.

77 x78.5cm

2006
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Utopia, No.47

Ink and colour on paper

Signed Zhu Wei, with eight seals of the artist, two of Da Wan, Yu Shi Ju Jin, Zhu Wei Yin Jian, Wan Yu Tang Zhu Wei Yin, Zhu
Wei, Shen Pin and Zhu Wei Shu Hua.

ER#EMN+ES

KEBREBLKAR

KEER, ZARDELW. BRI, SHEE. KENE. TEERGH. K5 WRALEHE.

70 x60cm

2005
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Utopia, No.48

Ink and colour on paper
Signed Zhu Wei

S#HM+AS
KBEFBEKA
RAEER

70 x60cm
2005
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Utopia, No.49

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist: Zhu Wei Yin Xin, Plum Blossoms, website, Zhu Wei Yin Jian, Zhu Wei, and the
artist’s website.

SRAMN+AS

KBEBEKAK

KIBER, ZTARRENLEAM. KEENE. Plum Blossoms, Wb, KHENL. KEMERKML,

120 x 103cm

2005
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Utopia, No.50

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist: Zhu Wei Yin Xin, Plum Blossoms, website, Zhu Wei Yin Jian, Zhu Wei, and the
artist’'s website.

S5HBETS

KEBREBLKAR

KIBER, ZTARRENLEAM. KIEENE. Plum Blossoms, Wb, KAENL. KEMEARKML,

120 x103cm

2005
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Utopia, No.57

Ink and colour on paper

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.

S5®BETLES

KEBREBLKAR

KEER, ZARDEREK. +H/N\L. SHEE KENE. KEBEMERRWIL,

141 x120cm

2005

£
e

ﬁ - . .
TR T 2|
r e m
Sanlian Lifeweek: International
Auctions: the New “Languaage
of Power for Chinese Contem-
porary Art”, by Zeng Yan
April 24, 2006
(=BRAETFERTY BFRiEs.
TEERZANH NHBE
. OEX. g%k, 200664
B248, p46-48
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Utopia, No.59
Ink and colour on paper

Signed Zhu Wei, with four seals of the artist: Yu Shi Ju Jin, Zhu Wei Yin Jian, Zhu Wei Shu Hua, and the artist’s website.
ERBAETIE

KBEFBEKA
KEER, TARRMNENM. SHHAH. KENE. KEBEBMERK ML,
118 x120cm

2005

Moden Weekly, April 1st,
2006, Go East!

(AR@IRY . 2006548
18, ZARERH, 20064
E E bR E B RS
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Utopia, No.61

Ink and colour on paper

Signed Zhu Wei, with seven seals of the artist: website, Zhu Wei Yin Xin, Zhu Wei Yin Jian, Wan Yu Tang Jian Shang Zhu Wei
Zhen Ji, Shi You Ba Jiu, Zhu Wei and Zhu Wei Shu Hua.

SRR T—F

KEBREBLKAR

REER, TRARODELW. M, REEME. KEHEDNE. FEREHEAGELE. +H/N\L. KENLGHE.

120 x103cm

2005
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17) 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. A figure dressed in a Zhongshan suit occupies the surface of the whole composition while a wavy pattern from
traditional painting forms the background. Zhu often tries to explore narrative possibilities of the vernacular with Chinese ink.
Although there is simply a single figure as the main theme in this series, viewers can always make room for their imagination
and amusement.

The short haired female figure in Spring Herald No.6 often appears in other Zhu's past series such as: Festival, Strikingly
Bizarre etc. Drawing from the foundation of classical Chinese painting studies, Zhu has mastered the skill of expressing the
inner world of a portrait with great sophistication and confidence. This work is created with ink and colour on paper, signed
by the artist, with 5 seals of the artist: 2 of Artist Website, “Shi You Ba Jiu”, Zhu Wei Yin Xin, and Zhu Wei.

In Spring Herald No.7, the human face and clothes are dyed in red with the sea of green water from Spring in the
background; as if the fierce winter can no longer hinder the mighty rushing Spring torrent. On the chest of the figure is
painted a flowering peach blossom. 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. This work is made
with ink and colour on paper, signed Zhu Wei, with 6 seals of the artist: 2 of artist’s website, 1 “Shi You Ba Jiu, Zhu Wei Yin
Xin, Zhu Wei Yin Jian, and Zhu Wei.

Spring Herald No.8 is Zhu's recent production from 2007. The vast open space occupied by sky and water constitutes
the narrative background for the work. 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. This work is
made with ink and colour on paper, signed Zhu Wei, with 5 seals of artists, including 2 of artist’s website, Shi You Ba Jiu, Zhu
Wei Yin Xin, Zhu Wei Yin Jian, and Da Wei.

17. (RFE) (2003—20074F)
20074, RGHEEL2003LIRM (RERY RICIE, TARUEGHERLT N TFERMERIENER. ADEUE
FULUEAEREHEME, UEEBEBETFNKEXAER. ZRRBEEXZRERESTIRNENTE, BEME—
A RERNCMEEGERN CGREEDY R5I, M ARENZEMAR—KNEER.

(REEAS) PREXEAHRKGEERE (PE) . (CZRRED) SREUERTLEYE, ZARETFEESES
ERFHEME BREZAOCMEREATMEE. HIBERAIKBREBREA, FRELE. ZARMEER. ARZARK
Mih, —H+HNAN. KEEOE. K5,

# (BREELS) b, ADNERNRBELRLE, \DEEEIHENEK, NEAFLEEEROER. KER
k. ABIRI AR —BRBHRIE. BREX—RIERT, KEEZRUATBELER, TESHEHHADERE
ROHESR ., RETAYRBZE—REBOLE, ERIEMNEHE. ERAETAN—MkE. RERANRE, £
AREARBROADEEHKBBHRZ BHE TRHES, FEELIRAKBBRELANENER. ARIMNEBRTER
FARBE, HUENURBAEEEENRERXESUAREERMAR. LIBERKBEREREL, £EEER, A
REDEAK: AREARRME, —H+HAL. KEHEEE. KFEENE. K.

(REENSY BZERR007EFLENER., KX—BHNZTER, EZARIUEEENREER. ZAREAAE
EEBARRSE, TRARMMARREARIESHERNRR, BERNERT. KESRESHINTRAARIES
HETUMNEIN, KESEXR—ERE. AEUTARFENERTR, FHNEEHT. BENUFERK. APERSES
RNEBRFELYRPEANETE, ADRKEEATRR. TARFBTHRERAFHER, ANEENANES MY
B, FASKMENER, TER—FMAIHNESAARKRARNSOLLENRE, RBERIKBREREL, HZR
REZ, TRROEER. BREARNIE, —8+HNAL. KEENE. K&
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Spring Herald, No.1

Ink and colour on paper

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, Zhu Wei Yin Xin, Zhu Wei, and Zhu Wei Yin Jian.

REE—S

KEBREBLKAR

KEEE, ZARMEAR. ARTE/N\RL., —BERRKME. KEBE. KIt. KEKBEE. KENE. KE. K6
En%,

101.5x65cm

2003
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Spring Herald, No.3

Ink and colour on paper

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 Zhen Ji, Da Wan, and Zhu Wei Yin Jian.

REEA=S

KEBREBLKAR

KEER, ZARDEHR. BREARMI., FHASHE. BRAGRE. +H/\. KEEE. KA GIDE,
121 x101cm

2003

Chinese Ink Painting Document Exhibition (1976-2006),
October 17-27, Nanjing Museum.
FEKEHR(1976 —2006), 2006410517 —27
B. EREmk.
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Spring Herald, No.4

Ink and colour on paper

Signed Zhu Wei, with ten seals of the artist: two of Shi You Ba Jiu, two of Zhu Wei Yin Xin, two of artist’s website, Zhu Wei Zhen
Ji, Zhu Wei Shu Hua, Da Wan and Zhu Wei Shui Mo Hua Bao.

REENS

KEBREBLKAR

KEER, ZARDEHR. BRTHE/NANL, BHRGEE, FREARMY, KMEEE, KEBE, ASKRHEKEEE,
143 x121cm

2003
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Spring Herald, No.5

Ink and colour on paper

Signed Zhu Wei, with ten seals of the artist: Shi You Ba Jiu, Zhu Wei Zhen Ji, two of Zhu Wei Yin Xin, two of artist’s website,
Zhu Wei Shu Hua, Zhu Wei, Da Wan and Zhu Wei Yin Jian.

REEARS

KEBREBLKAR

KEER, ZARDEHR: +HAL, KGHEEE, BERGHE, FRZARME, £EBE, KF ARSRHHEL,
143 x121cm

2003
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Spring Herald, No.6

Ink and colour on paper

Signed Zhu Wei, with five seals of the artist: two of artist’s website, Shi You Ba Jiu, Zhu Wei Yin Xin, and Zhu Wei.
BEENRS

KBEFBEKA

KEER, ZARDELNR. BREARM, —8+E/\. REE. K.

151 x116cm

2007

Oriental Art. Master,
December 1-15, 2007

(EAZA - RRY 12k
Ezhil

IHU WEI |

SHContemporary 2007,
9.6-9.9, 2007

2007 L ZABESE
FRERZARR.
2007£4986H -98

© J. bastien art
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Spring Herald, No.7

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist: two of artist’s website, Shi You Ba Jiu, Zhu Wei Yin Xin, Zhu Wei Yin Jian, and
Zhu Wei.

REELS

KEBREBLKAR

KEEE, ZARMEAR. ARZRRKME, —8+-F/\A. KEDE. REDL. K.

1561 x116cm

2007
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Spring Herald, No.8

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist: two of artist’s website, Shi You Ba Jiu, Zhu Wei Yin Xin, Zhu Wei Yin Jian,
and Da Wan.

REENS

KEBREBLKAR

KEEE, ZARMEAR. ARZRRKME, —8+-H/\A. KEDE. KEDLE. K,

151 x116cm

2007
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18) Heavenly Maiden (2003)

In the Heavenly Maiden series, Zhu Wei uses his artistic language to summarize the influence of the Cultural Revolution.
Figures in the paintings are filled with naive and devoted expressions, 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 viewers’ imaginations. This aesthetic can be
found in Heavenly Maiden (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.

18. (R&EIFE) (20034F)

EARLHIEY BRI, KEAACHZAEENEGHANNRHTTSENERE, \NORBETEERSEN. T=F
STHMREAMNEE. TABEEMT KENCE TELAGGZEEMEE. KMEN\TERRERREZARERFES
B, TOREMMNPEIEAYRE. BEARNGEHRA, HETZAMNRRAANBE, ERHE003FIERN (R
THAE) THEATEXMESY, EEET, RN ERBASKEETNRTE, inEEXEEHHR G HEML A
R, AERREFENMNEINEFA. XZ—F (ERHERKD) RIBTFEEE.
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The Heavenly Maiden, No.3

Ink and colour on paper

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 Wan Yu Tang Zhu Wei Yin.

XEBE=S

KBIRBEKAK

KEER, ZARDELW. BE. KIt. +H/A\A. KEHODE. S8E#. Plum Blossoms, T EZEKFE,

65 x 56¢cm

2003
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The Heavenly Maiden, No.12

Ink and colour on paper

Signed Zhu Wei, with twelve seals of the artist: Shen Pin, two of Shi You Ba Jiu, Zhu Wei Yin Xin, two of Zhu Wei Shui Mo Hua
Bao, Wan Yu Tang Jian Shang Zhu Wei Zhen Ji, website, A Wei, Da Wan, Zhu Wei Shu Hua and Pictorial seal.
XEHET=S

KBIRBEKAK

KEER, ZARDE K. R, BRTE/AL. KEHOE. BRAGEKRBEE. FEREHREEE. Wb, [,
Rit. KfEPEMEE,

65 x 56cm

2003
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The Heavenly Maiden, No.27

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist, Da Wan, Wan Yu Tang Zhu Wei Yin, website, Zhu Wei Shu Hua, A Wei, and
Zhu Wei Yin Xin.

X&HE=—TES

KEBREBLKAR

REER, TRARDEAW. KIt. DEERGE. Mih, KEBE. FHE. KGEE.

65 x 20cm

2003
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New Pictures of the Strikingly Bizarre, No.2 ~ Edition of 20

14-colour, staining, stencil, woodcut, lithograph, screenprint on STPI handmade white cotton paper, printed from 4 stencils,
31 woodblocks, 1 aluminium litho plates and 3 screens. Zhu Wei Signed.

F_ZmMERF-S 1/20

TABEEER. AR, $BIR. 2K, ENHTFEFMERSREMRBRET IHERE L, EEMAAREEIR, STHARRR, 1HRE\ERINE
SBeM, RFEEE,

127 x101.6cm

2004

Midi Music Festival, Beijing, 2006
2006FHBERT . LR

Midi Music Festival Post,
Beijing, 2006
2006 F R WK, LR
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New Pictures of the Strikingly Bizarre, No.8 Edition of 20

Soft ground etching, spit bite etching, aquatint, stencil with relief inking and Philippine Gampi paper chine colle on STPI
handmade cotton paper, printed from 2 shaped plates and 1 stencil. Zhu Wei Signed

_ZMREFNS  1/20

BEESURMZ], ez, MARRZIORZHEMNFEERRHERHEREREHENNERDRER R R T IRREL,
SERAFR B AR —RIER., RIEEK.

40.6 x 50.8cm

2004
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New Pictures of the Strikingly Bizarre, No.5

20-colour, staining and woodcut on 6 sheets of STPI handmade white cotton paper, printed from 116 woodblocks,
signed Zhu Wei.

M_ZHRETRES

RIRE, ENHFHINERDREFARRF LHENCKAGIREK L, HEAT16RAMR. KEEK.

425.5 x 288.3cm, Each sheet (3K 4K) 143.5 x 141cm

2004

Jonathan Thomson, “Extravagant Ways”, with the picture
of prints New Pictures of the Strikingly Bizarre No. 1, No.2,
No.3, No.4, No.5, No.6, No.8, No.10, No.11, No.12, and
No. 13, Asian Art News, U.S.A, May/June 2005, p.50-55
Jonathan Thomson#3z, "B | TIHERR
B HIAEERE RI—. . = @ &L K.
AN+ F—  +Z +=5 (THZARHEDY .
200545/6 A ¥, p.50-55
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19) 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. In the areas around
the hair and the eyes of the human figures, he carefully rubs and washes on the xuan paper, causing colours to fade with a
sense of delicacy and naturalness.

In Vlernal Equinox No.3, under artist’s traditional gong bi (fine-line) style, the green leaves imply a spring metaphor, providing
room for the viewer’s imagination. Zhu places falling leaves and seven figures dressed in winter clothes together. The little
figures are all dressed in a similar style, leisurely posing and calmly facing the viewers. Vernal Equinox No.3 was painted with
human figures that display Zhu Wei’s typical relaxed and pleasant manner; as can be found in his earlier works like Heavenly
Maiden. The figures are dexterously arranged among the peony leaves (a Chinese classical subject matter). Combined with
the huge stamps, this work combines a strong impression of the balance and harmony between the past and the present.
Forming the old and new style and subject matter to construct a striking ambiance makes Vernal Equinox a significant
series in Zhu's recent work. As critic Li Xiaoshan predicted long before: “In later years, the images in Zhu Wei’s paintings will
become the visual codes of how people in the future understand our time”, the artist’s innovative and unique perspective is
attested by his skill in interpreting the contemporary through tradition.

The work is painted with ink and colour on paper, signed Zhu Wei, with 13 seals of the artist: two of Shi You Ba Jiu, two of Zhu
Wei Yin Jian, two of Zhu Wei Zhen Ji, two of artist's website, one of Da Wan, Zhu Wei Yin Xin, Zhu Wei Shui Mo Hua Bao, Yu
Shi Ju Jin and Zhu Wei Shu Hua. Of note are the intensive use of seals in Zhu Wei's work, which themselves become a striking
visual component of his paintings. As visual symbols, these traditional yet contemporary red seals do not only become part of
the composition of the paintings, but are also the artist’s response to an age old heritage and its development.

Vernal Equinox No.4 was painted in 2006 with ink and colour on paper, signed Zhu Wei, with 16 seals of the artist: two of
Shi You Ba Jiu, two of Zhu Wei Yin Xin, three of Zhu Wei Shu Hua, two of Zhu Wei, two of artist’s website, one of Zhu Wei
Yin Jian, Zhu Wei Shui Mo Hua Bao, Da Wan, Shen Pin, and Zhu Wei Zhen Ji. The strewn figures are a continuation of the
composition in the Vernal Equinox series. In traditional Chinese painting, there are often recurring images that symbolize
prosperity, such as bai die (hundred butterflies) and jiu fu (nine bats: fu, the Chinese pronunciation of ‘bat” sounds the same
as the word ‘fortune’). In Vernal Equinox, the vertical composition refers to the classical “butterfly” porcelain disc, which
reveals Zhu's understanding and familiarity with classical paintings. Also, the artist utilizes the sensibility of the gong-bi (fine
line) figure painting tradition. In order to create a background to the narrative, he incorporates identifiable forms. This whole
subtle picture thus gives an impression of a heartfelt emotion, shifting between the physicality that one sees on the painting
to the spiritual atmosphere that one feels, like the refinement brought by the silence at the beginning and the closure of a
musical piece. The tactile space, the intense pictorial plain and the naturalness of colours and forms all demonstrate Zhu's
meticulous organization of order and composition.

For a long time, Zhu Wei’s works have been included in the Chinese Political Pop movement starting from the 90’s. The fact
that Zhu’s paintings are often politically themed, and reproduced and disseminated widely, may have inevitably led to his
categorization as a “Pop Art” artist. However, those who have seriously observed Zhu's life from his 20’s onward would notice
that labeling his work arbitrarily to be “Pop” is inappropriate. 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.

As the intellectual’s focus shifts in Chinese society, artists are now aware of the tremendous power from the literary and visual
culture of traditional and contemporary China. However, Zhu does not rigidly confine himself to Chinese ink convention
and constraints. Instead, he boldly explores paths yet to be discovered. As an artist entering middle age, Zhu still retains
a sharp observation of himself and society, as well as a broad interest in cultural issues. This gives his works a profound or
even an elusive quality. Nonetheless, his sense of humor brings his art back to down earth while his sympathy softens his
spikiness. Zhu's painting documents ever-changing social norms and human weaknesses. It would not be easy for viewers
to pinpoint whether Zhu’s artistic concept is comical or satirical with simply a fixed rhetoric as his work can be understood
and elaborated in myriad ways.
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19. (FEE) (2005-20084F)
(FFEEDY RIZAKMHEE2005FF2008E B FEREMNRIIER, EX—RIMERT, BEMERRT —LHEHEER
MER, BEEHREETH/NAGHE. BARKEE (FEEY BT, SEERENKEURE—SLBELET th—]
Bk, EABLEKFRBRINSHRA/NVOZERKE, FHRERESKYTRL.

E AFER=S) F, ZRARABEEILEFEAHANEHR RTTERNES. FBANAEENERTE., NEH51
MRMERELRRAFEBROADHE, NFTERUEZEFHORE, KRNEENARNRBEVRENEAMNT
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FRE],

IEERAKBREBEAR, KHEEZ, AZARMEAZN: ARTHENAL. BHRAGHNE. BRAFESE. ARZAR
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(18)  BATHMNEER. (F5E) MHMEENMNRE— & E&, WTEHMENTEOHAEEEE T RET LS
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Vernal Equinox, No.3

Ink and colour on paper

Signed Zhu Wei, with thirteen seals of the artist: two of Shi You Ba Jiu, two of Zhu Wei Yin Jian, two of Zhu Wei Zhen Ji, two
of artist’s website, Da Wan, Zhu Wei Yin Xin, Zhu Wei Shui Mo Hua Bao, Yu Shi Ju Jin and Zhu Wei Shu Hua.

FEE=S

KEBREBLKAR

KEER, ZARDET=ZM: BARTH/AL. FREGHE. BRAGREE. ARZARMIE. XIt. KENE. K
KBEE., SHEHMKEEE,

143 x121cm

2006

Laura Robertson, about
Zhu Wei’s exhibition in
Brussels, with the picture
of silkscreen print Utopia
No.46, and painting Vernal
Equinox No.6, from the The
Christian Broadcasting Net-
work (CBN) News: www.
cbn.com, May 25th 2007
Laura Robertsoni# s,
XFREEHFEEROR
B, FStERRE 57
BO+AS" | KBS
HEEXST O REBET
ZEEERFENWWW.
cbn.com,
2007#58250

Southerm People Weekly

Indigenous Art is at risk by

Li Zongtao

December 11th, 2007
(T AMRATY
AEZRRREE"

BX. FRE

2007#128 118
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Vernal Equinox, No.4

Ink and colour on paper

Signed Zhu Wei, with sixteen seals of the artist: two of Shi You Ba Jiu, two of Zhu Wei Yin Xin, three of Zhu Wei Shu Hua, two
of Zhu Wei, two of artist’s website, Zhu Wei Yin Jian, Zhu Wei Shui Mo Hua Bao, Da Wan, Shen Pin, and Zhu Wei Zhen Ji.
FEENS

KEBREBLKAR

KEEER, ZARMEFAR. BRTE/N\AL. BREKGIHE. ZREGBE. FRASG. BRZARKNE. KENEL.
KEKBEE. AIt. MRAKEELE,

143x121cm

2006
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Vernal Equinox, No.11

Ink and colour on paper

Signed Zhu Wei, with eleven seals of the artist, two of Zhu Wei Zhen Ji, two of Zhu Wei Shu Hua, Zhu Wei Yin Xin, Da Wan,
Zhu Wei Yin Jian, Shen Pin, artist’s website, Zhu Wei, and Shi You Ba Jiu.

FEE+—S

KEBREBLKAR

KEER, TARODELET . BYRFHEE. BRAGEE. KEOGE. AT, KEHEOL. #H5. ZRARNWI. KEM
+HN\A.

160 x 120cm

2007

438

439



Vernal Equinox, No.12

Ink and colour on paper

Signed Zhu Wei, with six seals of the artist, Zhu Wei Yin Xin, Da Wan, artist's website, Zhu Wei Yin Jian, Shi You Ba Jiu, and
Zhu Wei Shu Hua.

FEE+TZS

KEBREBLKAR

REER, ZARILERK. KENE. KIt. ZARRMIL. KENL. +HAAMKGEE.

160 % 120cm

2008
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Vernal Equinox, No.13
Ink and colour on paper -
Signed Zhu Wei, with seven seals of the artist, Zhu Wei Yin Xin, Shi You Ba Jiu, Zhu Wei Shu Hua, Zhu Wei Yin Jian, Yu Shi Ju
Jin, artist’s website, and Da Wan.

FEE+=S

KBIRBEKAK

KREER, ZRARDELW. KENE. TH/A\L. KEBE. KEONL. SHEE. ZARMUFMKI,

160 % 120cm

2008
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Vernal Equinox, No.15

Ink and colour on paper

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 Da Wan.

FEE+RS

KBIRBEKAK

REER, TRAREELW. +H/N\A. REHENE. K5, BE. £GHME. ZRARNUFK.

160 x 120cm

2008
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Vernal Equinox, No.16
Ink and colour on paper
Signed Zhu Wei, with eight seals of the artist, artist’s website, Da Wan, Zhu Wei, Zhu Wei Zhen Ji, Shen Pin, A Wei, Zhu Wei

Yin Xin, and Zhu Wei Shu Hua. | ]

FEE+AS

KBEEBEKA

KIEER, TARARENENK. ZTARMNIE., KIt. K65, KEED. R FE. KENENREEE. i

160 x 120cm J

2008 -
L]
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One Red Flag, No.1

Ink and colour on paper

With one seal of the artist, Zhu Wei.
—EAE—S

KBIRELEKA
ZARRENE—H. K.

122 x77cm

2008
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Two Red Flags, No.1

Ink and colour on paper

With five seals of the artist, Shi You Ba Jiu, Zhu Wei Yin Xin, Zhu Wei Yin Jian, Zhu Wei, and Zhu Wei Zhen Ji.
AELE—S

KBIRELEKA

ZRREERR. +H/\h. KEEE. RENL. REMKGEE.

200 % 160cm

2008
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Comrades Signed Zhu Wei, dated 1995 and inscribed
“Comrades, comrades, do whatever you wanna do. Drag me into the mud and spit at me. But comrades, being covered with
mud and saliva, I'll still stand by your side.” “Beaming people are walking through bustling street. Being particularly warm,
another season is coming.”

CRIEAY KEHERIFBE

‘BEM, BEMN, BEROEXTFHA, BRERKEE, EHRTER, TR, REMBRENER, RERE
FHMMEERMNOTI., —ARRE. "~ "EFFNANFHOERREENGEL. SMIBER, REZ—IFTHT,
KEEH .
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The Square, No.9 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”.

(IBAS) RIEERIFRIA

“ERETAY ) AR B/ IR IRBR/ T B RIR T A/RE AN BB/ F RN NS/ RERKRBR/ ARMEERE/ERERE
—ANBREERMRRE ELN/ TR ER/RIFERITFTBNMERAFAARNOE— LR, ER%AE" .
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B1988E (A/N\KWKEEZLIERHEAYE—S. =5) ABERAAKES . HKRERYBBARLENLGE .

Except the Portraits derivative from Bada's landscape brush style No.1, No.2, the embryo of Beijing Story is collected by the
artist himself, all other works has been collected by private or public collectors.
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COURTYARD

The editor of Hi Art has called me twice to invite me to contribute something. | have to take these opportunities when they
arise, otherwise he’ll never ask me again.

In recent weeks, | have heard several people recalling memories of childhoods in courtyards. They stamp their feet and beat
their chests as they recount tearfully the happy times of childhood. For those of us who were savage children, growing up
beside railways and roads, we feel inferior that we were not privy to the fine life lived by the children of the general staff, the
Navy Song and Dance Troupe, or the family of the Fine Arts College faculty.

| naively thought that when New China was established nearly sixty years ago, class discrimination and oppression were
eliminated. Now, | realize that a new group of “nobles” emerged from | don’t know where, and disharmony has existed ever
since. The only difference is that in the past, power mattered, whereas now it's money.

In the past, people with power poked fun at those without power, and distinguished themselves by living separately. Today,
the rich can still live in the same quarters as the poor, and in this way it appears that society has moved forward. But harmony
continues to be a problem.

When | was young, | lived in the family accommodation for the Capital Iron and Steel Co in Shijingshan, west of Beijing. Tens
of thousands of people lived there, and workers and factory employees were mixed in with the farmers who grew vegetables.
You couldn’t tell from looking at peoples’ faces who did what.

Later, | went to school downtown, but would travel by bike in order to save money for a few meals. As | cycled through
Haidian on my way home, | would pass the courtyards owned by state and army units. In particular, | was impressed by the
courtyards of Cuiwei Lu and Wanshou Lu. They were solemn and horrifying. Nobody could enter, no matter now small you
were, and the people who emerged walked with proud and confident manners. Even the guards looked as though they could
affect the state of affairs.

Several youngsters with adult family members would stand by the front gates with civilized and polite manners. Then, it
dawned on me that people were indeed living entirely separate lives. The clean, straight walls of the compounds suggested
a life inside that was a far cry from where | lived. The girls inside must surely dress neatly and behave gracefully — nothing like
the girls from my neighborhood, who rarely washed their faces. In spite of these airs and graces, | disliked those courtyards.

Time moved on. Reform and opening has benefited China for more than 20 years, and new movements of live have begun.
Driving, buying apartments, going abroad are no longer dreams. And if someone wants to boast about his or her experience
abroad, it is the listener and not the speaker who has a say in starting up the conversation. In the twinkling of an eye, people
began to aspire for a high level, cultured inner life.

We soon became familiar with the former arms factory of 798. Built by the German Democratic Republic with our socialist
brothers in the Soviet Union acting as go-betweens, the plant was built in the uniform Bauhaus style, whose sturdiness could
rival that of Japanese defense towers, and bear any hammering of construction workers. Now, it has been turned into an
artistic zone, with nearly 100 galleries, studios, bookshops, and information institutes from home and abroad. People flock
there to sell and buy paintings, sculptures, radiators, photos, devices, and foreign art books. Some rush all the way across
here to collect items as soon as the auction market makes the first sign of interest in a new trend. Others sell unconventional
garments with independent labels. Some are here for the artists’ vain admiration, and some aspire to go down in history.
Some throw away the still reusable residue after decoration, while a few small female security guards with cheeks as red as
cherries stand at the entrance to prevent taxis from entering.
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| like this district, because it is a relatively free area that belongs to all the people, just like the Yutai Teahouse owned by Lao
She’s character Wang Lifa — where anyone can slide in as long as the world outside does not change.

| also like this area because its artistic components have changed. In the 1950s, small sparks were scattered here and there,
and people tried to act against the government or say what they wanted to say. My generation born in the 1960s never said
anything, and liked painting around the city’s edge, but never entered the center. For those from the 1970s and 1980s, their
attitude is more straightforward, and they play around downtown. These adolescents, with their foreign peers, are like a pack
of happy moles, digging the earth and smelling the air above and below ground, doing what | never could previously imagine
doing, and speaking what | failed to understand. They are leisurely, free, and stubborn with their ideas. Words such as “teacher”
and “master” frequently slip from their mouths, making fun of those older than them. Their international outlook are wide and
gentle, and completely different to my own generation, who are blind and confused.

Today’s adolescents may be the nth generation of the morning sun, welcomed into the area — and they are surely the product
of a third or fourth generation of peaceful evolution after the imperialists left.

But times have changed, and those artists who return from the nations of the imperialists do not find that opportunities await
them back in China. The new generation is turning a blind eye to them, and | think that there will not be any “nobles” any
more. Or at least, those bastards will never live the life that they enjoyed in the past.

The 798 District, managed by these children, grows and flourishes. As Mr. Guo Degang, a post-70s and not-so-famous
comic crosstalk actor said, “One day, that might even move Tian’anmen out here”.

No.798 courtyard, managed by those children, is more and more flourishing. Here | want to quote a sentence by Mr. Guo
Degang, a post-70s not-so-famous comic cross-talk actor, “It is said that Tian An Men will be moved to here”.

Sunday, April 15, 2007
Hi Art, May Issue, 2007
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DREAMING OF AN EXPEDITION TO THE WEST

A crosstalk riff by Guo Degang runs as follow: “Someone spends 200 yuan on a piglet. The piglet is healthy enough to eat
and drink if you feed it water and beans. To your surprise, the piglet dies after being thrown over a wall.”

China’s gang of contemporary artists born in the 1960s has almost entirely been thrown out of the country. Some were
thrown out by foreign painting merchants, some by foreign exhibition planners, some by foreign cultural cheats, and some by
themselves. Even those with slow responses were thrown out.

When we started out, there was just one gallery in Wangfujing and several in the Azure Stone Workshop, all of which were
state owned and mainly sold picture frames and nails. Shop assistants would nibble away at sunflower seeds from behind
the counter. The only major gallery was the National Museum of Art, where retired senior cadres would practice gigong, and
shunned artistic exploration. In an art scene like this, one can easily guess the living condition of artists.

In 1992, a former People’s University student Brian Wallace opened the Red Gate Gallery. It was the only place that conforms
to the standards of a gallery, and still operates today. Indeed, the Red Gate celebrated its 15th anniversary last month, with a
big crowd of celebrities and much ceremony.

Brian reminisced what it was like opening the gallery. At that time, the group of artists thrown out of the country had already
set up their own spaces. Banners such as “Post-89”, “Political Pop Art”, and “Cynical Realism” were prominently displayed.
The group had not died, and some had even yielded fruit. The news of the new gallery spread like the steam from a bamboo
steamer of dumplings spreads across the surface.

Chinese people became very conservative during the reform and opening, and became reluctant to accept new or exotic
things. People felt, however, that they could accept things that came from overseas. Even those who were too old to adapt
to foreign ways came back to teach you how to eat Chinese bread with preserved vegetables. At first, everyone thought that
this was how foreigners behaved, and thought that copying this behavior was the right thing to do. Soon, though, as time
lapsed, people realized that it was in fact abnormal.

In fact, culture is the last card a state can play if it wants to distinguish itself from the others, especially in an era of global and
regional economic integration. Culture cannot and must not be integrated with others, otherwise it would become dull and boring.

The popularity of contemporary Chinese art in foreign countries is really a way to supplement the Western scene. It is
evidence that the game rules are set down by Westerners, especially given the popularity and influence of the Western
tradition of oil painting in contemporary Chinese art.

Over the last couple of decades, those artists from 1985 and 1989 who engaged conscientiously in art and had a sense of
cultural responsibility felt increasingly depressed. Dreams of glory were shattered. Just as when we pounded pizza dough in
a kitchen at someone’s house, we would be complimented on the great cooking skills of the Chinese. Should you suggest
making a Chinese pancake instead, the visitors would become sulky and irritated in a flash.

In a sense, culture is a dream shared by everyone of one nation or nationality. The dream, sometimes, is intangible, and
sometimes attaches itself to human beings of all forms and shapes. You are either lying or squatting while dreaming, but you
must feel comfortable in yourself before being able to move others.

| will not make any comment on those who were thrown out of the nation and painted a dream in oils. Those who made the
grade by cheating foreigners with Chinese water and wash paintings are still dreaming. For Xu Bing and Gu Wenda in the
1950s, Wei Dong and me in the 1960s, we can see that no one came out during the 1970s and 1980s.

Thursday June 21, 2007
Hi Art, July Issue, 2007
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MOVEMENT

The concept of “movement” inspires much emotion today, especially those born in the 1970s and 1980s.

For most people, “movement” means sport — maybe buying Adidas or Nike gear, wearing Jordon or Li Ning outfits, or
rollerblading, skateboarding, or other sociable physical actions. A young sports fan will don the team shirt of Real Madrid, and
shout loudly at the TV in anguish that he cannot be the one to score that goal after receiving that pass from Beckham. That
same fan will regret that he himself will not race against Schumacher in the fast lane.

There is another meaning to the word “movement”, though: campaign. Today, nobody would think about the social
campaigns of the past that once held such a strong place in peoples’ hearts. Gone are the days when people would consider
taking up a campaign as a key part of their day-to-day work. In former times, choose at random a few pretty girls in the street
(certainly, choose the prettiest ones), and ask them for the names of the Standing Committee of the Political Bureau of the
Central Committee, and most could come up with seven or eight names, including alternate members.

Nowadays, young ladies are as lovely as in days of old. But while they may also blurt out a dozen names when asked, it is
likely that most will be names of foreign brands, with the occasional Chinese brand thrown in by accident. One student | know
is very interested in sports cars — Porsche, Ferrari, Aston Martin, Lotus, Maserati. She knows every brand inside out, from the
exhaust volume, acceleration, and oil consumption through to individual handmade elements and year of manufacture. She
can distinguish a brand from listening to the engine ticking over. She never asks her parents for money, but supports herself
on the earnings from vacations spent working in Nike stores. And so, | feel, society has been advancing.

In the almost 60 years since the Liberation in 1949, ordinary people have gone through numerous campaigns, big and small.
Even in the fine arts sphere, campaigns have been numerous: the 1985 Art Movement, New Wave, Post-89, Cynical Realists,
Gaudy Art, Post-70, Minimum and Maximum, and Post-1980, as well as crazes for Biennales and auctions. It is as if life
cannot continue without movements — as if people would not know how to live without making something sensational.

What would be left after auction fever? Nobody in China’s art world seems to have even considered the possibility. It drives
a feeling that seeing into minds of ordinary Chinese people is made all the more difficult by the fervor to launch movements.
Even today, as the market economy moves forward, slogans slip out with apparent ease, launched blindly into the public one
after another.

All movements are coloured with a hint of the radical — of shock and irrationality. But ask yourself this: Can one or two days
really be enough to learn from the spirit of Lei Feng? Can reforestation be completed in one or two years? Will we see the
result of carrying out the “Five Standards and Four Virtues” movement within 50 or 100 years? Can the struggle against
bourgeois liberalization yield fruit in ten or fifteen days? And can a morally upright family live a normal life by launching
endless campaigns”? Surely they must be sick and tired of it. Just look at how much industrial waste was left behind after
the Great Leap Forward, and what a difficult three-year period of natural disasters we suffered as a result.

| have a weakness: no matter what | may be doing, | cannot give my best when working in chaotic surroundings. | can neither
paint well before crowds, nor pee with someone standing nearby.

In recent years, an unprecedented amount of Chinese publicity has followed the Venice Biennale, the Kassel Documenta,
and Art Basel. | have attended for many years, and there were fewer pieces by contemporary Chinese artists this year than
in recent years, despite this elevated interest from the Chinese media. My old friend Xin Dong Cheng, at the France Gallery
brought no Chinese artists to this year’s show. The established J. Bastien Gallery from Belgium showed no interested in
participating.
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The status of contemporary Chinese art as a small-time episode in the Western-dominated mainstream remains unchanged.
Some sophisticated artists have decided to steer clear of the art phenomenon that has been the talk of the town, and found
themselves a new niche by shifting the focus of their work to a deeper level.

Artistic creation has always been a question explored by artists, whether ancient or modern, in China and abroad. Even the
simplest artist would not change their creative direction or means of deriving pleasure for the sake of a couple of Biennales.
Once artistic creation becomes a thing for public display, then artists have descended into a realm lacking in value and
importance. Nobody would listen to a fucking word they’d say, or a fucking struggle he’d launch. The artist would become a
nobody, lower on the scale than the slice of cake served at the opening party.

From my point of view, only a minority will benefit from a movement; the majority will compromise or just disappear. As the
saying goes, “Who else would go to hell if | had not?”

Sunday, July 22, 2007
Hi Art, August Issue, 2007
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OK, LET’S GO!

Recently, many people have kicked the bucket: Ingmar Bergman, Michelangelo Antonioni, Yang Dechang, Hou Yaowen, Wen
Xingyu, Jorg Immendorff, and others. Please forgive my blunt choice of words: | use these words when my own kith and kin
died as well.

In general, | try to avoid euphemisms like “pass away” for the dead, or “immortal” for the gone, unless someone pushes a gun
against my throat. If someone dies, then they are merely dead. And no matter how terrific the bloody wording is, you can’t
bring a dead man back to life.

| salute Ingmar Bergman for the master film director that he was. It is he who brought the rational ideas of philosophy into his
works, using a free and unbridled style when shooting his films just as if he were writing a book. Yang Dechang was also a
famous film director, who believed that wonderful films could be completed by a small team, without tremendous investment
behind them.

Aside from Legal Report, the only TV show | can watch is the sit-com where | came to know Wen Xingyu, an actor who
played the role of an awkward cadre to perfection. His character was recently retired from a leading post; not content with the
ongoing status quo, they continue to push to make a contribution that is nevertheless misunderstood by other people.

Hou Yaowen, my old neighbor, was a very kind person. He would routinely crack daily jokes during the SARS crisis in 2003,
and when people dare not go out, he stayed at home in his courtyard drinking. My liking for him doubled when | discovered
that he had been Guo Degang’s teacher.

Hou once asked me to give him a catalogue of mine. That evening, | sought out a nice thick volume, signed it, and put it out
to send to him. To my eternal shame, | then drank too much, and forgot to send it across to him. Now, the album still lies on
the shelf, bearing the inscription: “In great appreciation of Mr. Hou Yaowen’s comments, May 5, 2003”.

Jorg Immendorff was a famous German painter who held a successful exhibition in China. It is said that he not only painted
very well, but was respected among Germany’s political elite, and even had a knack for running restaurants.

It was on the pages of the People’s Daily newspaper that decorated the walls of my grandmother’s house that | first saw
the name of Antonioni. | was in primary school, and the yellowed papers were filled with critical articles. There was not one
advertisement. Banner headlines to the left proclaimed: “Down With the Russian Revisionist Socialist Imperialism and its
Running Dogs”. On the right, “Down with the US Imperialists and their Running Dogs”. In the middle sat an article criticizing
Antonioni. | remember wondering at the time why the entire newspaper was concerned with running dogs, and the only
person written about in the center was still anti-China.

It was many years later, as a college student, that | started to watch Antonioni’s fims, and began to understand that he was
one of the “three —ini’s” of Italian neo-realist flms (namely, Roberto Rossellini, Frederico Fellini, and Michelangelo Antonioni).
Antonioni’s film Red Desertwas reputed to be the first real colour film in the history of motion pictures. The film Blowup
still stands as representative of art house excellence. He won awards at all the major international film festivals, including
sweeping the Venice Film Festival title on five occasions. He was awarded an Honorary Oscar and Honorary Venice prize in

1995 and 2000 respectively.

Antonioni’s films were characterized by few words, long scenes, and implied narrative, from which China’s six generation of
filmmakers learned a lot. In addition, the influence of France’s New Wave upon young Chinese film directors is responsible for
their success at various European film festivals.
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Some people say that Antonioni was down on his luck in that he came to China at just the wrong time. Just look at how cocky
Bernardo Bertolucci was when he arrived here to shoot the fim The Last Emperor. He was raised high to the sky by everyone
who could speak. The Summer Palace and Great Wall were offered to him. He could shoot anywhere he wanted to. Actor Ying
Ruocheng had a glass of the finest wine placed by his bed every day.

As the artistic creator, | think Antonioni should have chosen that moment to come to China. | also think that it was right that
the Chinese people should criticize him. Over the century following the birth of motion pictures in 1895, there have been many
genres and styles in the world’s film industry: Italian Poetic Realism of the ‘30s, Neo-Realism of 1945-50, French New wave
of 1958-62, new German film of the early 1960s, new Hollywood film of the 1970s, globalization of the Hollywood studios in
the 1980s, followed by the films of Krzysztof Kieslowski and Abbas Kiarostami in the 90s and the EDV and digitalized fims in
the 21st century.

So far, Chinese directors have not directly involved themselves in the major genres and movements, and no world class film
directing masters or decent films with international appeal have emerged from China.

Indeed, of all the world class film directors, Anonioni was the only one who came to China to shoot a fim. He is also the only
one whose film — a three-hour documentary called China — was criticized and condemned by nearly a billion Chinese people
in theaters around the country for defacing the New China.

More than 200 pages of critical articles about China were generated in the first two months of 1974, as published by the
People’s Literature Press. Authors came from all walks of life, including many revolutionary cadres, as well as ordinary folk
from the places where Antonioni shot the fim.

There is no prior precedent in the history of motion pictures around the world that such a large scale critical movement can be
triggered by film. This neo-realistic film abandoned all luxury and glamour, emphasizing a reflection of social reality. An artistic
choice to focus on the working people, and offer no easy answers to the audiences was a familiar mark of Antonioni’s work.
The closed, culturally destitute monotony of China in the later years of the Cultural Revolution therefore provided excellent
shooting conditions for Antonioni in his ongoing search to “reveal the potential meanings with implied and empty visual
effects”.

China was released at the 37th Venice Biennale in 1974, and the sensation spread across Europe, bringing Antonioni greater
degrees of fame. Chinese people had never imagined that an exchange of thoughts and ideas with the Italian master director
could become a shared memory of a generation in an isolated era. The death of Antonioni spurred many people — especially
those who had suffered most in the Cultural Revolution — to remember that time. Some scene continued to be vivid in their
memories, and the name of Antonioni was not unfamiliar to them.

In 1985, Antonioni was paralyzed, and lost the ability to speak. He suffered an added loss of his vision in September 20086.
Despite this, Antonioni maintained an affection for China, and never believed that his fim had besmirched the nation. In his
later years, friends would suggest a repeat visit to China, to which he would answer “OK, lets go!” lll health stopped him
repeating his 1972 journey to China. Many Chinese people, however, hoped to see him return. If he had done, they would
have asked just one question: “How did it feel to suffer the condemnation of the Chinese nation all those years ago?”

Wednesday, August 15, 2007
Hi Art, September Issue, 2007

468

EVERYONE, DO WHAT THEY WANT! [I]

The deadline for submitting this article is very near, and | have written nothing. To be strictly correct, | have already written
something. | initially intended to write “Sunshine on Chaobai River” in which | would talk about boisterous events surrounding
land reform in Huajia Village in Tongzhou. But | stopped after writing only half.

| then attempted to continue with the essay published two issues ago, on “Movement”. | gave up again. During this lack of
focus, an old friend brought several officials form the International Olympic Committee (IOC) to my studio. They wanted to talk
about many irrelevant things, and ordered several of my ink and wash paintings made by silkscreen.

One kind-hearted, humane, beautiful woman in the party heard that | was worrying about writing an article. As she left, she
told me that | should write something relaxing. And all of a sudden, | knew what to write.

Every day, when | go to downtown Beijing, | will drive the Beijing-Chengde highway. When the Africans came to Beijing
last time for the Sino-African Summit, they stopped non-Beijing lorries with odd or even plates from driving the highway on
alternate days. A narrow breach the width of two Jettas was left open beside the toll gates, and many suburban and non-
Beijing cars swarms towards this gap like waters in the upper reaches of the Three Gorges Dam. My God!

A passage fee of ten, twenty, thirty yuan was paid in order to save time, which had been completely destroyed by the jam at
the toll gate. All the beautiful dreams of speeding along the highway vanished like burst soap bubbles.

This same phenomenon returned a few days ago when the “Good Luck Beijing” Olympic trial events were held in Beijing. The
only difference this time was that all vehicles — not just suburban ones — were regulated by the odd/even license plate system.
For the African Summit, it was only official cars that were taken off the road, with private car owners invited to voluntarily
participate.

After | extracted my car from the clogged road, | drove onto a bridge. An electronic screen bore the words “One World, One
Dream”. In, this screen was intended to warn drivers about the condition of the road ahead, but this cheery message had
never been replaced before, forcing drivers to hesitate about which route would serve them best.

| can’t work out who created this slogan. In a crosstalk routine by Hou Baolin, there was a riddle that went something like
this: What is something that everyone can have, but cannot have together, and only one person can have individually, but
not have by looking to one side? The answer is “a dream”. This slogan constantly reminds me of the riddle. “One World” is
quite reasonable, but “One Dream” sounds quite frightening. In China, there are 1.3 billion people, and if all of us dream about
eating pig shanks or fantasize about the same girl, it would have devastating consequences. On the highway, there is one toll
gate for us all to squeeze through, and every day we see drivers throw open their doors to argue with another driver. They
throw plastic bottles at each other. After such an incident, will they simply cheer up as they arrive at the site of the opening
ceremony? If he can turn to cheer so quickly, then he is no more than an animal.

Admittedly the Olympic Games is a good thing — and this activity is certainly better than war. | agree with it coming to Beijing
from the bottom of my heart. But | desperately hope that it will be held in a leisurely and pleasant manner. Only when the
majority of Chinese people feel glad can the event afford general satisfaction.

It is not easy to hold the Olympics, because the entire society needs to be motivated, so everyone can join in. Fatigue is
quite natural, and boredom is unavoidable. The US has held the Olympics twice recently, in 1984 and 1996, but otherwise,
countries become tired by the end, and host it only once. But if the people can enjoy themselves to the full and feel happy,
then the Games were worthwhile.
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Strangely, other slogans are following in the wake of “New Beijing, New Olympics”. They are: “New Beijing, New Haidian”,
“New Beijing, New Chaoyang,” “New Beijing, New Shunyi,” “New Beijing, New Huoshenying”, and so on. The original English
is not actually this, but “New Beijing, Great Olympics”. The change implies that time is urgent, pressing, and running out. After
winning the bid, it became imperative that a new Beijing, Haidian, Shunyi, and Huoshenying be built up in the next seven
years.

Just look at everything that sits outside those areas under national protection, such as the Forbidden City, Summer Palace,
and Yuanming Gardens. Everything else has been destroyed and rebuilt. A seven-year timeline is not enough for the
mobilization of people caused by destroying the houses, as well as the excavation, destruction, decoration, and support
facilities. The present-day Beijing was developed over 800 years.

“New Olympics” sounds even stranger than “New Beijing”. Which Olympics does this refer to? Which country is the organizing
committee in? Who leads it? How often does it happen? What are its rules? Will martial arts be included? How about tug-of-
war? These final two will benefit China, as they will be included this time.

Since its first outing in Athens 1896, there have been 29 Games, held regularly except for during World Wars | and II. In 1984,
China rejoined the Games, and in the last two Games took a place in the top three of the gold medal table.

The Olympic Games has a history of 112 years, and they are not a new event in any respect. But they do have fair and set
rules, plus human vitality and strong humanistic colour. They can mobilize people from all over the world. | wonder where “New
Olympics” fits in with this idea.

| have heard that the Beijing International Biennale Art Exhibition hopes to be the best in the world. | also hear that many
exhibitions will time their openings for 2008 because of this New Olympics. This puzzles me, because the Venice Biennale
has only been affected by the onset of World War II. All activities are promoted as a movement of some kind, and maybe this
is part of our national character. (To be continued)

Monday, September 17, 2007
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EVERYONE, DO WHAT THEY WANT! [Il]

Last time we discussed that the Olympic Games have almost demonized us again. A lot of events not related to the Games
are distracted due 2008. This is nothing new to notice. The founder of the Olympics Pierre De Coubertin actually intended
to put “art” together within the Games years ago. In 1906, Coubertin held an international congress on the collaboration of
art, literature and sports. It was suggested that the International Olympic Committee should organize 5 contests, including
architecture, music, sculpture, painting and literature. Later on, the category of painting was split into classical oil painting,
watercolour, sketch, practical painting (poster, certificate, postal stamp, seal/ chop), woodblock and etching etc. Literature
was also separated into poetry, drama, prose (novel, mythology and fantasy); the music game was divided into orchestra,
musical instruments and singing. The result for all these was that it was impossible to really evaluate a competition score, or
even to set instructions and rules. The operation of the Games was basically full of obstacles and the actual competition was
absurd. Gold, silver and bronze metals were unable to be awarded. Yet, there was a long poem called “Ode to Sport” written
by Georges Hohrod and Martin Eschbach, which won the Golden award for Literature. However, nobody knew who the
writers were until 7 years later-- Coubertin finally disclosed that Hohrod and Martin Eschbach were actually his pseudonym.
Royal Swedish Academy of Arts even claimed, “From the perspective of art, these competitions are meaningless.” At the
end, the Art Olympics marked a closure due to the lack of interest from both artists and organizers. Art competition gradually
transformed into an art festival held during the period of the Olympics. And now, most people put their focus on the Opening
and Closing Ceremony more than the actual games.

The Opening Ceremony is in fact a revelation of a country’s ability and strength. Firstly, one has to ensure that there would be
no electric power cut within an hour or two; the coliseum must be able to withstand millions of people cheering and stomping
without collapsing; evacuation is possible during emergency. Secondly, as performance is supposed to be seen instantly,
both performers and audience should come for an exchange, but not for a torture. The worst thing to happen is for a show
to become a presentation with millions of people only performing for one or only up to ten political figures, like an “Arirang”
in Korea. Furthermore, the performance in the Opening Ceremony is even a demonstration of cultures in the host country.
Within the brief 1.5 hours, an enormous atmosphere is created. And the whole world can immediately witness whether the
environment is filled with superficiality, rashness, anxiety, or steadiness, confidence, subtlety and elegance. If the show is
ruined, it will take years to remedy the negative reputation.

In the past Opening ceremonies, | think the Sydney Olympics has done the best. The theme song—A Hero Lives Forever
—is solemn, firm and elegant, like the silence on the night before a battle, contrasting with the following exciting contests,
bringing a sense of rhythm that stimulates one’s anticipation. However, the well regarded Hand in Hand, theme song from the
Seoul Olympics is like the Asian Spirit, destroying the uplifting mood. Its lyrics: “Hello you, hello me, hello everyone; you are
strong, but | am not weak; it is not easy to be together” sound like the end of the world. Here, it reminds me of an old military
proverb: “The first drum encourages the troop, second discourages it and third spoils it” which describes going to a war. And
let us not forget that the Olympic Games are a sport competition, not an extravagant Chinese New Year show, nor the fancy
Japanese “Red/ White” Singing Competition! One really ought to be serious for the long run right from the beginning.

The mistake that Coubertin has made was to merge the two unrelated events: sports and art together. Sport contest is
about how human beings challenge the extreme physicality and compare/ compete among a crowd. Under a set of rules,
the competitions get fiercer and the results are pushed to be better. But art is about the combination of human thoughts and
consciousness, which sometimes can be invisible and untouchable. Eating a hamburger and doing hand-stands may one
day become part of the Olympic Games, but mankind’s momentary thought and consciousness will always be incomparable.
Coubertin once said in 1915: “In the past 20 years or so, | have been promoting sport, history and culture. You all have
responded to physical culture and received its benefit. But you have not answered my calling for history and cultures. Don’t
think that | will give up. | will continue until my very last moment.” The Art competition soon ended after his death.
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| think we would not make Coubertin’s mistake again. But whether the Olympics can be organized with a greater degree of
sophistication, and not just be about the competition among countries and regions, is still yet to be determined. The year of
2008 is in sight and the Olympics are imminent. Everybody is talking about how the Olympics’ Opening Ceremony will be and
how those big shot directors’ behinds are coming up with different versions. | have several friends who work for the Beijing
Olympics Opening and have been consuming the lunchboxes there for a year already, but | have yet to hear any exciting
concepts from them. Let’s just leave it for nature and history to tell us that this is no business for us and current moment. If
we want to flaunt our large-scale gymnastics, we cannot do better than Korea, just as if we use “world peace” as a gimmick,
we cannot beat the Seoul Olympics. Playing trick about the harmony of acrobats and athletics cannot lead us further than
Sydney and Athens; in terms of finances, Los Angeles and Atlanta have already set excellent examples that are hard to top.
So, what do we have left? Perhaps it is about being sober and subtle. These two characteristics are indeed our tradition and
strength, but these days they seem to be the least respected.

2007.10.1 Tuesday
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CHINESE CABBAGE

Fazhi Evening Post reports that the demand for Chinese cabbage has exceeded its supply in the market this year. The
price is four times higher than last year, which marks an unprecedented record in history. And it has been rising the whole
time. “The revenue from the 8000 kilograms of cabbage this year is equal to the 20000 kilograms made last year” as one
vegetable farmer joyfully claimed as he sold his last truckload of cabbage. It is heard that some of the not very successful
auction houses are also preparing to join the business. If they meet an investor who has “a keen eye”, the last bidding price
for cabbage may not be less than the cost for contemporary arts.

According to the largest Beijing vegetable wholesale market—Xinfadi Market, the current price for a head of cabbage is
around RMB 0.75 to 1.15, which is the highest price within the four years. A spokesperson from the Information Centre at
Xinfadi Market expressed that the price for cabbage would normally decline while the cucumber would ascend after October.
And the cost for cabbage in mid-October would only be half of that at the beginning of the month. However, this pattern has
been broken this year.”

Chinese cabbage, Da Bai Cai, in Chinese, is a kind of subspecies of the Brassica rapa genus of flowering plants. Its leaves,
stalks and petiole are edible. The agricultural area and total consumption for it remain the largest among all vegetables in
China, as well as in the world. Chinese people have been eating it for more than 3000 years, and the seed was actually first
discovered in an ancient village in the Xian Banpo area 7000 years ago. There was also a poem about cabbage in The Book
of Songs. Guo Feng wrote: “When we gather the mustard plant and earth melons, we do not reject them because of their
roots.” Here, the mustard plant refers to Chinese cabbage and the earth melons are carrots. Until the 19th century, Chinese
cabbage was exported to Japan, and other western and European countries. From this perspective, we could say that we
have once again marched to the frontier of the world with this vegetable.

There are various Chinese cabbages in kinds, such as Shandong cabbage, Beijing cabbage, Tianjiang Green, Dongbei big
short cabbage and Shanxi Damaobian. From the southern area, there are other cultivated types, such as Niaojinbai, silkworm
cabbage, cockscomb white and Xueliging. Insides the vegetable, there are protein, fat, different vitamins, phosphorous and
minerals, as well as a massive amount of fiber. One can cook it simply by boiling, frying or serving it with sauce or mixing it
with other ingredients. Since Chinese cabbage is so rich in vitamins, it could enhance the flavor of meat while removing the
meat’s nitrite and other similar elements.

Among the well-known famous Chinese dishes, there are seven of them that are served with Chinese cabbage, they are:
Crab egg with Tianjin cabbage, mustard cabbage, cabbage dumpling, chestnut with cabbage, boiled cabbage, cabbage
with mince and cabbage in vinegar. In addition, there are two streams of handling cabbage: winter preserves and pickling.
Almost every family in Beijing knows how to make pickled cabbage and everybody—male or female, old or young—Iloves it.
And often times, many people have so much cabbage that they burp with the taste of it while attending all kinds of elaborate
parties. Even the most respected and fashionable office ladies who work in western companies would need to have cabbage
and pork dumplings first, before meeting their western boss at work.

A few days ago, | dined with my old friend Cui Jian, and two Japanese students who came to China to learn Chinese ink
painting. The meal was not cheap and we even ate mitten crabs—the special product from North Korea, but we all agreed
that tiny half of the cabbage which was yet to be fully pickled was the best among the whole table.

My friend, Cui Jian, has a Korean mother and a military father, and everyone in his family is very kind. He himself is also subtle
and sober. It is only when he is performing onstage that one could relate him to rock music. Having introduced rock music
to China, he has a hit song called “Having nothing”, and | used to argue with him whether the song belonged to the category
of “western trends”, “Chinese folk” or just simply rock music. Now when | think about it, some of my ink paintings are also
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directly related to rock music or inspired by it.

After about 30 years of economic reform in China, the living standard has improved a lot and our cultural life has also been
enriched—we have seen it all. But pioneers and good promoters like Teresa Tang, Faye Wong and Cui Jian who can really blend
with the East and West are so scarce these days. Is it because we have not lived in modern China? Or we have never tasted
enough Chinese cabbage or Xichun cucumber? No, | don’t think so. We have never lived this well, but how come we can only
come up with so few cultural figures?

Chinese cabbage, apart from being a kind of vegetable for food, also has its medical value. According to Chinese doctors, it
is bitter sweet, good for easing the inner heat and anxiety; as well as quenching thirst and soothing the gastrointestinal tract.
Having Chinese cabbage frequently can help prevent a lack of vitamin C— Scurvy. Also, Chinese cabbage can be used to
cure fever by the following method: put red sugar, sliced ginger with the root of Chinese cabbage and boil them in water; or
simply boil 3 lumps of Chinese cabbage root and 7 lumps of big spring onion root in water with red sugar. Drink it while hot
and swallow all cabbage juice until the last drop. Hence, after sweating beneath a warm blanket, the cold will disappear.

When chopped-up Chinese cabbage gets deeply boiled like cooking soup and is applied on the chilblain area before sleep.
The chilblains will be cured in several days (don’t worry about wasting cabbage!). The Chinese cabbage seed is also useful
for treating drunkenness. For those who are unconsciously drunk, just feed them the effective cabbage seed mixed with
Jinghuashui—that is, well-water. However, too much Chinese cabbage is not suitable for those who are deficient of vital
energy and “cold in stomach” as it may causes uncomfortable feeling or even vomit. If too much Chinese cabbage is eaten
and side-effect appears, one could have fresh ginger to ease the suffering. While he was aboard “Shenzhou-5" and shooting
toward space, the astronaut Yang Liwei also brought along a packet of Chinese cabbage seeds.

After writing this article, it should be time for me to depart for Hong Kong. Just as the lyrics from a song by Chinese female
singer, Ai Jing: “Come, Hurry—1997, so | can go to Hong Kong”. Time flashes by, and now individual visitation schedules
have already been confirmed. People are rushing to Hong Kong as if going to Tianjin. Of course, | would not be heading to
the Hong Kong Coliseum like a Pop star. As a painter, | can only go to galleries. My old partner, Plum Blossoms Gallery, is
celebrating twenty years of promoting Chinese Contemporary Art and | think my solo exhibition will certainly mark a beautiful
closure to their anniversary celebrations.

Due to this exhibition, Newsweek, the International Herald Tribune, Asian Art News and the Sydney Morning Herald all came
for an interview. We talked about various topics and almost all reporters ended the interview with one question. They asked
me if | could give foreign collectors any advice since Chinese Contemporary Art market is so hot right now. My answer is: “Yes,
it is a big hit, but it has nothing to do with local cultures in China and there is nothing entirely fascinating. There is too much
imitation of western art and they are not really sophisticated. If you put whomever you think is the best Chinese artist among
the context of the Global Contemporary Art scene, he/ she could only come as second class. There is no need to spend the
money you are supposed to use for masterpieces on works that are yet to mature.”

Monday, 19 November, 2007
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HONG KONG, HONG KONG

“The quiet mountain and the beautiful harbor are filled with my laughter and hope. Everything here is unforgettable. This is a
heaven of love... Hong Kong, Hong Kong.” This old song, sung by Teresa Tang used to celebrate the freedom and prosperity
“Eastern Pearl”, Asia’s most international and cosmopolitan city—Hong Kong, and it was also the catchiest tune to have
commemorated a Chinese city. Although there were also songs about Beijing, Tianjin, Taipei and Erdaohezi, | wonder who
can still remember them today; even if anyone does remember, who has the nerve to sing them out loud?! However, the two
songs that Teresa Tang sang about Hong Kong, including the dance number: “The Night of Hong Kong”, are still on people’s
humming lips. Hong Kong is not only a shopping paradise for Mainlanders, but also a favored destination for westerners.

Several days ago, the Kitty Hawk, an American Aircraft Carrier was pretty anxious for being unable to get the approval from the
Chinese government to spend Thanksgiving in Hong Kong. The officials, including soldiers and captains, the Department of
Defense and the Secretary of State are still complaining about it. Although some may say that Hong Kong is a cultural desert,
such claims can only come from a narrow perspective. Firstly, not only are there regional headquarters opened by first class
enterprises, international firms, banks and stock companies in Hong Kong, there are also head offices in Asia for well respected
international media such as The Associated Press, Reuters, CNN, Time Magazine, Newsweek and hundreds and thousands
of global newspaper and magazines. During the handover in 97, the British rashly relocated Reuters to Singapore, but it only
took them a year to bring the major production team back to Hong Kong. Secondly, from the aspect of movies, Hong Kong
is the only place that can compare with Hollywood cinema in terms of popularity, as audiences from China can easily name
twenty to thirty Hong Kong film stars. Meanwhile, there are more than 100 arts performances and exhibitions opening in the
city each month; world class Rock bands, orchestra, classical or contemporary dance companies and theatres also rush in to
perform. Furthermore, one can find all kinds of books, newspapers, flms and other cultural forms with ease, whereas in many
other countries, only approved materials are available.

Hong Kong is still a sacred land for contemporary Chinese art. And the trend for contemporary Chinese art that is so heated today
is in fact encouraged by the effort of Hong Kong.

Apart from the two well-known auction houses: Sotheby’s and Christie’s, numerous big and small galleries can be found in
the city. Among them, Hanart TZ Gallery (opened in 1983), Plum Blossoms Gallery (opened in 1987) and Schoeni Gallery
(opened in 1992) are the most famous and known as Hong Kong’s three major galleries.

Schoeni Art Gallery, established by the Swiss Hotel owner, Schoeni and John Cowperthwaite. Son of the former finance
secretary, Sir John James Cowperthwaite began by selling antiques and later, contemporary Chinese oil paintings. The gallery
is very well-managed, rarely owing money to artists. Artists whom they have promoted include Wang Yidong, Li Guijun, Cao Li,
Qi Zhilong, Yue minjun, Yang Shaobin, Chen Yu, Zhang Linhai and Liu Ye; and these artists have contributed to Schoeni’s fame
as one of the most important galleries in selling contemporary Chinese oil paintings in Hong Kong.

Plum Blossoms Gallery, established by an American-- Stephen McGuinnes, has opened branches in Singapore and New York.
They collect museum standard antique textile and contemporary Asian art while also representing outstanding ink painters
such as C.C. Wang and Wu Guanzhong, and also young contemporary ink painters like Wei Dong and myself in their later
development. Plum Blossoms still remains as an extraordinary international gallery that promotes Chinese ink paintings in
Hong Kong and around the world.

Hanart TZ Gallery, established by Hong Konger, Johnson Chang, is located in Hong Kong and Taipei. Chang is not only a
successful businessman but also an important promoter of contemporary Chinese art. Born in Hong Kong and a graduate of
Roger Williams University in America, he is the founder of The International Art Critics Association (IACA) in Hong Kong and
the Asia Art Archive. He is also an advisor on Asian Art at The Solomon R. Guggenheim Museum, and has been selected
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twice by world-renowned magazine Art Review as one of the most 100 influential and powerful persons in the art world.
In the past twenty years, Hanart and Chang have participated in and curated “Chinese New Art: Post 1989”, Sao Paulo
International Biennale and Venice Biennale, the “Power of the Word’ series of exhibitions, “Open Asia International Sculpture
Exhibition” in Venice 2005, “Strange Heaven: Chinese Contemporary Photography”, and projects related to the “revival of
Chinese visual and material culture”. Artists whom the gallery represents include Taiwanese artist Zhu Ming; Mainland artists
Zhang Xiaogang, Wang Guangyi, Chen Xiaotong, Fang Lijun, Zeng Fanzhi, Li Shan and Hong Kong artist Luis Chan.

Chang was the first person to bring in foreign financial capital in art to the mainland China. Even Ullens, the Belgian collector
who now exhibits his collections has said, “I was very much inspired in Hong Kong”. Here, let me detour a little: the first
person to bring in foreign capital in arts industry to China was Brian Wallace from the Red Gate Gallery. Both Chang and
Wallace are my good friends. Chang once bought my ink painting on behalf of his friend in 1993 and he often comes to the
openings of my solo exhibitions at Plum Blossoms Gallery in Hong Kong. Also, fourteen years ago, Brain Wallace wanted to
organize a solo exhibition on the Mainland, which was finally realized in 2005. | often wonder how they had such a sharp eye
and such determination and at such an early stage. They are even twenty years ahead of the today boom in contemporary
Chinese art as hundreds of galleries pack into 798, Cao Chang Di in China and in other countries.

When Chang and his gallery was promoting the “Chinese New Art: Post 1989”, it was desperately time for someone to find
the pulse of contemporary Chinese art. Ever since the modern art exhibition at the National Art Museum of China in Beijing
and the large numbers of Mainland artists who learned from and imitated western contemporary art in the wake of that
exhibition, Chinese art reached a low point, and no one knew what the next step should be. It was at this precise moment
that Chang put his eyes on the Mainland and, with the help of Li Xianting, discovered groups of new art works and artists.
In 1993, he organized the “ Chinese New Art: Post 1989” at the Hong Kong Convention and Exhibition Centre under the
name of Hanart TZ Gallery, which made a separation from the art trends of the 80’s. Later on, he successfully introduced
contemporary Chinese art to the world.

Until today, the media from China and the outside world still uses the term “Post 89”. Regardless of whether it is for
commercial gimmick or convenience, everybody still remembers “Post 89” as a term with a strong Cantonese accent. This
is all derived from the contribution of Hong Kong galleries. Although Hong Kong is such a small place, it really plays a crucial
role in the development of contemporary Chinese art.

During the late 80’s to early 90’s, everybody was waiting for hope and many had already left the country. In between streets and
roads were English tutorial classes, TOEFL classes, Japanese classes and also, classes that taught Cantonese. Artists at that
time were like the woman today who sells DVDs under the bridge, carrying a kid in her arm—as soon as someone lays an eye
on her, she comes right up and asks, “Hey brother, you wanna buy a DVD?”

Sunday, 23 December, 2007
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2007 HAS GONE BY, AND I DIDN’T MISS IT A BIT

In 2007, it surprisingly did not snow in Beijing. We waited for so long. A few snowflakes dropped, then disappeared before
one had the chance to get one good look. At the front and back of the house, there was no trace of snow on the tiles. If you
tell anyone that it has just snowed, they will surely give you a confused look, like you just told a lie. | heard this vividly from the
radio announcer: “There shall be snow”, then later he claimed, “Sorry, it never fell”.

This year was not a totally uneventful year. To begin with, my 12-year global exclusive deal with Plum Blossoms Gallery has
expired. Since then, | have started communications with a few galleries who admire me as | admire them, but never had
a chance to work together. | painted four paintings last year, totaling eight with the ones | did this year. This autumn, all of
these ink paintings will be exhibiting in Xin Dong Cheng Space for Contemporary Art, in Beijing’s 798 art district. Among all
the old and young artists that paint to make a living, only Chen Yifei and me have signed such kind of exclusive contract with
a gallery. Chen signed a 9-year oil painting contract with London’s Marlborough Gallery, which was not fulfilled following his
sudden death. Such an opportunity is rare to come by for any painter. The oil painters that fled the country in early years,
those who claimed that opportunities were not adequate in China, and twenty years later, they are still without representation
overseas. Chen Yifei returned to China in the late 1990s for business ventures, whereas | did not leave the rural Beijing area
for more than a day.

There is a sentimental difference for an artist between signing exclusively with a gallery and working with multiple
representatives. Exclusive deals allow the artist time to work at ease, pretty much like a state painter, working at a deliberate
and relaxed pace. All they have to do is follow the orders of the cadres. In contrary, an artist that works for multiple sources
gets a lot of offers. They have to take more initiatives, and are given less time to sit down and paint. Artists working under
exlusive representation are pretty much like the wife of a wealthy family from the old days; she holds the keys to every door,
the budget and manages the household. She could unravel the power she has. Working for different galleries makes an
artist feel like one of five or six concubines: they think like there is constantly a wolf chasing them from behind, making it
difficult to be practical, although occasionally there may be some unexpected bonuses. Over all, there are advantages and
disadvantages for both, and they are merely two different ways of making a living.

Since there are differences in their livelihood, the artworks produced also differ. Artworks are directly associated with the
living condition of an artist, much like a man running on the street naked in the winter; even though nobody may care, one
is destined to feel the cold, because the weather and your body correspond to one another. Even if you force yourself to
be passionate about the activity, it simply does not last very long. Artworks should reflect your life; never try to make it up.
Marvelous works allow people to instantly identify the nationality of the artist, when the work was produced, and whether it
was an original creation. Those works that could not reflect whether it was produced by a Chinese painting a foreigner, or by
a foreigner painting a Chinese, may look timeless, but is in fact they are vague, intending to trick the viewers into believing that
they are of something splendid. No matter how garrish those works are, they may be able to deceive in the short term, but in
the end, they are destined to be found out and disposed of.

Another occurrence is meeting with icons in the industry and fellow painters —eating and drinking with them— and if you
do not talk about auctions and prices with them after a few exchanges, the meal is guaranteed not to last long. Previously,
an artist could sense that he or she had produced a good painting. They knew when they had painted a nice work. Then, it
was up to art critics and curators to decide on its quality, even though these people never painted a day in their entire life. In
the last couple of years, the speculators have been making the call, and every year there are dramatic changes in price. The
prices of artworks have a direct connection with the speculators’ cash flows, and have nothing to do with art. Since the end
of 2007, all western speculators have shifted elsewhere and only the Chinese speculators are running around London, New
York and Hong Kong to make the biddings. What surprises the western auction houses is the intrepid nature of the Chinese
bidders, dashing out money with very little hesitation. Prices for Chinese artists’ works are rising dramatically. Like Guo De
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Gang once said, “If the house is seven feet tall and the fire in the stove is higher than nine feet, one must drill a hole at the
roof to let the flame exit”. There are over a hundred artists copying Gerhard Richter, yet at the end of last year, prices for his
works did not even reach half of what the going price is for a work by a Chinese artist, and was not even as popular either. If
one says this is contrived, there is no logical basis to support that claim. Giuseppe Castiglione painted Chinese ink paintings
on silk with an added lItalian flavour, and he did not even get nearly half the reward. Tough luck.

Another growing issue is that native traditional painting, ink painting, does not get much attention in the 798 art district. After
the efforts of several generations, the area showcases works that are totally westernized Chinese contemporary art. Since the
40s in the last century, just after the war, the country did not do much except to learn from the outside world. Artists like Lin
Fengmian and Xu Beihong were returning from Europe and they started the upsurge of learning from the West. Soon after,
the country fell into the hands of Socialists. The state initiated the movement of looking at the Soviet Union as the role model,
legitimately importing different European, but mainly Soviet, theories and schools of thoughts into China. The state also sent
vast amount of students to the Soviet Union. Up until today, talents returning from Russia have yet to secure any offer from
the state. When | read articles from that era, written by Chinese theorists who studied there, | am convinced that they were
leveled by the current crop: whoever they were writing about, they could always refer to an appropriate ideology, much slicker
than many modern Western minds. After the Open Door policy in 1978, the state has again returned to fiercely learning from
contemporary Western art. This was reflected in the last few decades, by art movements like the “85’ New Wave” and the
“post-89’ generation”. The condition of contemporary Chinese art—drawing inspiration and imitating Europe, Russia and
America— is considered complete. Since artists did not steamroll this train of the contemporary art movement, critics, the art
market’s two-way merchants and artists-alike do not have any clue about the real situation. All they could do is act like the
railway guerilla bands that fought the Japanese troops during the war; everyone holding a weapon in their hands. Whenever
a train comes along, snatch whatever they can get their hands on, get as much and as fast as they can, without any room of
hesitation.

Signing with a gallery is nothing new; it has always been a practice. Every wealthy family would at least have a couple of
authentic ink paintings. At the beginning of the Liberation, artworks by Qi Baishi were found along Liulichang Cultural Street.
One can take a 4-feet ink painting away for merely fifteen renminbi. Auction houses were like pawnshops, and one can always
associate the act of pawning as parting away with beloved children: if one can maintain a respectable living standard, would
anyone like to send their possession to auction houses? Auction houses have 321 years of history in the Western world; our
pawnshops also have few hundred years of history. Can you say that they are anything new? Chinese contemporary art is like
a mirror to its Western counterpart. If you found a certain thing there, you are guaranteed to be able to find it here. If it was
not found there, then surely it would not be found here. Nowadays, people recognize that none of the contemporary Chinese
artworks that they see are anything original. Up until now, we have been learning and emulating for half a century, yet we are
still continuing to emulate, year after year — so would you say that the years have been memorable? It has been thirty years
since China’s reform and opening to the outside world, yet, where are our own cultural beliefs?

January 27, 2008
Southern Weekend, February 14 2008, “2007 Salutatory: The Cultural Authorship List”
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The Flower Girl

For twenty years in this vast country of 1.3 billion people, Chinese contemporary art has been like a layer of oil floating on the
water's surface: it does not sink, nor will it dissolve."

| only attended two exhibitions last year; my solo show in Brussels, Belgium, and a show about materials used for home
décor at Juran Furniture shop on the fourth ring road in Beijing. During the past year, I've only watched two movies, Lust
Caution and Assembly. | was obliged to attend my solo show due to inescapable social obligations, but attending the
exhibition on home décor was completely out of my own interest and probably related to the fact that | was in the process
of renovating my studio. | watched Lust Caution because | was curious about how the Chinese director would address the
range of psychological states during the Republican era, which is a theme that has not been addressed on the Mainland
or Taiwan. | watched Assembly to see how a local film director can create a mainstream film that surpasses the action flick
without a Hollywood budget. The other exhibitions (several thousand) and publicly screened movies (more than four hundred)
did not arouse my interest. Despite my efforts, | was dragged to some of these events on the way to dinner parties with
friends. This year, | plan to simplify things and will only attend one exhibition, my solo show of ink paintings at Chen Xindong’s
gallery in the 798 Art District in October. | am also planning to attend the North Korean revolutionary opera Flower Girl at the
end of April. This epic is being performed at the newly constructed National Theatre.

Flower Girl tells the story of three siblings and their struggles with their landlord while living in a grim feudal society (most
probably a market economy). It is essentially the story of three siblings who live by the code; “I will not die as long as you are
alive”.

Looking back over thirty years, | am reminded how most of the Chinese population watched the film Flower Girl, which had
been adapted from the opera. During that time, schools would reserve the entire theatre and crowds would line up to watch
the film. Everyone began weeping as soon as the lights went down and the music began to play, especially when the story
of sister Shunji unfolded. The landlord’s wife beat Shuniji for stealing a sweet potato (her last resort to avoid starvation), beat
her head on the stove, and burned her eyes with boiling ginseng soup. Eventually Shunji went blind due to this torture. The
sobbing in the audience reached a peak at this point and this type of emotional outburst has not been seen in a very long
time. Perhaps it will be difficult to create this feeling again. Even the theatre employees who had watched the fim numerous
times stood in the corner sobbing. The popularity of this film can be compared to Titanic and its song Spring Comes To The
World Every Year was just as popular as My Heart Will Go On. Perhaps the North Koreans still haven’t seen the Hollywood
flick Titanic and the flower girl was probably lucky compared to the people on that cruise!

North Korea’s Sea of Blood Opera Troupe was founded on July 17, 1971 with special permission from the Kim family. Kim
Jong-il proofread the script over one hundred and fifty times. More than one hundred and fifty members of the opera troupe
received the honorary title of People’s Artist, People’s Actor and Actor of Merit. Flower Girl was performed more than one
thousand four hundred times in North Korea and countries including the Soviet Union, France, Italy, Germany, Algeria and
Japan. The opera traveled to more than forty countries in Asia, Africa and Latin America. Flower Girl traveled to China on
several occasions and was well received in Beijing, Shanghai, Chongqging and Wuhan. The Sea of Blood Opera Troupe wil
send over one hundred and eighty actors, gathering the most acclaimed musicians and artists from North Korea for this trip
to China. Among them, over fifty have received honorary titles including People’s Artist, Actor of Merit and the 2 -16 award -
the highest artistic achievement given in North Korea. A symphony orchestra is also traveling with the troupe.

Flower Girl has been so well received precisely because of its outstanding originality, nationalism and modern characteristics.
If the opera had been adapted from Anderson’s The Little Match Girl, it would not be nearly as interesting.
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Last spring when a group from the Guggenheim Museum in New York visited Beijing, | had a serious conversation with
Alexandra Munroe-the museum’s Senior Curator of Asian Art. In my opinion, Chinese contemporary art began by copying
from the West in an effort to catch up with the international contemporary art world. This is natural for the development of
contemporary art in any country. However if China does not produce its own voice as time passes, the west will only see a
shadow of contemporary western art rather than real Chinese contemporary art. The influence of western contemporary art
on other parts of the world creates a type of self-deception. | do not think westerners are only interested in seeing mirrors
of the west. Although the cultural phenomenon surrounding Chinese contemporary art seems to be a result of cultural
colonization, we are no longer in a colonial era. Oil painting and flmmaking entered China about a hundred years ago, and
has not influenced the tradition of Chinese ink painting or folk art. Furthermore, China’s native cultural foundation has not
been affected. Contemporary art today is like a layer of oil floating on water- it will not dissolve into or soak up the water.

Historically, most Asian countries such as Japan and Korea have emerged from an agricultural economy while western
countries are based on an industrial economy. For this reason, conceptual and installation art from the west made us
feel winded and inadequate as we could not compete. Why settle for mediocrity, is it satisfying? With each dynasty, Asian
countries such as China, Japan and Korea established distinct art traditions and a rich history of ink painting, New Year
Pictures and folk art including sculpture. Throughout history each Asian country experienced innovation and diverse art
practice through the official art academy system and local art studios. Wouldn’t it make the most sense to start analyzing the
similarities and differences between eastern and western art by learning how they complement each other?

The current state of Chinese contemporary art can be broken down into three attitudes. The official attitude emphasizes
national interest and opts to turn a blind eye, making it unnecessary to support or condemn Chinese contemporary art.
The western attitude is aware of Chinese contemporary art’s derivative elements and is generally interested in encouraging
more opportunities and offering support to Chinese contemporary art. The third attitude comes from local art enthusiasts
who are profiting from Chinese contemporary art. These people classify it as contemporary and glorify its successes and
achievements. As a practicing artist today, | believe art should be entirely original. It does not matter if we categorize it as
contemporary or not. Wouldn't it be frustrating for a woman to endure ten months of suffering while pregnant to ultimately
give birth to a baby who looks like everyone, except the mother!

Flower Girl is an authentic work of art inspired by local ideology and crafted by the North Korean people. It travels to palaces
around the world without fear of coming off as derivative. This work of art maintains integrity. The performance brings
audiences around the world to tears. Regardless of nationality, viewers are left to reflect upon why these tears were shed...

Sunday, March 16, 2008
HI ART, April Issue, 2008
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Wildfire Will Not Extinguish It, The Spring
Breeze Will Not Revive It...

Every time | visit Liulichang, | vow not to make anymore ink paintings. No matter how level-headed or determined a person
is, the visual overload of scrolls, fans, jade, and paintings of over-ripened grapes, rendered in a combination of Chinese and
Western painting style, makes one want to faint on the spot. You wish someone would throw ice water on you or that you
could down an ice cream bar to calm the nerves.

Some vendors pull at foreigners clothing and drag them into their shops at these discount art markets. Their behavior
is so rude; it is a disgrace to Chinese culture. During my travels abroad, | realized that foreign vendors are similar to the
Chinese. Painters line up on the streets in front of reputable art museums sketching. Some are talented while others are not.
Regardless of skill, they all have freedom to do this and appear to be focused on painting, rather than gawking at people on
the streets. They are quite suave: squeezing paint onto the palette and wiping their brushes cleverly, as though they’ve been
doing it all their lives. The quality of the work is not outstanding, but the setup is picture perfect. Their income is probably
good, or at least better than those who shamelessly cheat customers at Liulichang in the name of art. Only in this regard
should the Liulichang salesmen learn from the west.

The future of the ink market is quite shaky. A few years ago, the market went sour due to controversies over authenticity.
Additionally large numbers of traditional ink paintings flooded the market, which caused skepticism at international auctions.
Unlike in contemporary art, where many of the artists are still living, most of the traditional ink painters have passed away,
making authentication a difficult task. Some people bend the truth when it comes to classical ink painting to entice dealers
and make buyers feel confident during a purchase. Whether such confidence will withstand the test of time for generations to
come remains to be seen and depends on thorough research in provenance.

| believe ink painting took a turn for the worst during the May Fourth Movement. Historically, landlords, literati and officials
collected authentic ink paintings. They often commissioned artwork revering the chosen artist as a noble guest who received
special treatment. The artists did not live like most average people who worked in the fields and slept together on one
crowded bed. The arrival of the New Culture Movement brought many changes to the ink painting tradition. For the first
time western plays and oil paintings gained popularity while ink painting and traditional dramas were ignored by the young
generation. Confucianism was being denounced and ink paintings were burned. After liberation a large number of artists
who had traveled abroad during the Republican Era returned home with the intent of reinventing the Chinese ink painting
tradition through the appropriation of Western painting techniques. Ink painting became known as “ink and colour painting”
and symbolized the transformation. Art training introduced western techniques such as perspective, sketching the human
form, and bold use of colour while content started to hint at political pop. From the 1950s throughout the Cultural Revolution,
the titles of modern ink paintings were extremely significant and expressed an underlying statement: Receiving a Cow from
Land Reform; An Old Man of Eighty-eight Years Knows the Army and Its People Are One Family; Changing Flood Disaster
To Irrigation; The Radiance of the Red Sun Will Warm Ten Thousand Generations; Order the Planet to Offer Oil; Directing
Steel Production; Let Us Judge The Crime and Success of The Past. . The ink painting tradition follows the principle: learn
techniques from the old masters in order to enlighten one’s mind.

Western contemporary art revolutionized the stylistic language of traditional ink painting through the guise of formalism.
Through the influence of western contemporary art, the concepts and intrinsic qualities of ink paintings changed. We don’t
know why these changes occurred. The ink painting tradition spans thousands of years while the oil painting tradition spans
hundreds of years; each tradition has developed differently with unique characteristics. Ink painting became neutral during
the May Fourth Movement. | 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 and
transform it by painting with discrete perspective and render the meaning within the atmosphere, even if Picasso and Matisse
might have kicked them out of the country
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During the past few decades, ink painting has been reduced to an idle practice. The notion that China needs approval from
the West to become an advanced civilization has proven false. Ink painting is not even considered part of the contemporary
art canon. A few days ago, | received an invitation to an academic exhibition about Cultural Revolution art titled Red,
Luminous and Bright. Ink painting was heavily criticized during the Cultural Revolution along with Chinese Opera. | was the
only ink painter invited to this exhibition.

Throughout the 20" century, ink painting has endured scrutiny and experienced high and low periods. During the Reform era,
ink painting nearly disappeared. This had nothing to do with pressure from the West but there was a local mission to reform
the tradition. It is unfair to blame political movements and cultural phenomenon like the Cultural Revolution for the changes.
The pretentious scholars of ink painting should be held accountable for this.

Painting is a meticulous job requiring technical skill. Only insiders can make a difference in the field while outsiders just cause
confusion. There are two possibilities as to why these idiots would try to disrupt a tradition with a history of more than a
thousand years. An inferiority complex; they criticize because they recognize their inability to reach the highest artistic level.
An act of desperation; they are overpowered by being slaves to the idea of cultural inferiority.

April 16, 2008
HI ART, May Issue, 2008
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Gerhard Richter — Chinese Contemporary Art

A section from Guo Degang’s stand-up comedy routine talks about a ravenous man and how his thoughts are consumed
with eating anything in sight. Someone might actually desire “wrap steamed buns in pancakes with rice” when famished
or perhaps have this type of illusion before dying of starvation. Extreme situations call for extreme measures and everyday
objects may begin to look like pancakes, rice and/or steamed buns. Anything but food seems like a bunch of baloney when
one is starved. [f you try to expound on perseverance and ideals you might just get bitten presuming one has any energy left
in them. Like craving nourishment, Chinese artists were desperate for a release when Gerhard Richter’s paintings came to
China.

Fifty-six of Gerhard Richter’s original works dating from 1963 are on exhibit at the National Art Museum of China from May 15
though July 2. The text accompanying the exhibition invitation reads, “Gerhard Richter is one of the most acclaimed, influential
and successful contemporary artists in the world. His work investigates abstract and figurative painting, while exploring a
skeptical view on art historical issues. His paintings present the reality of contradiction. He manipulates the photographic
image through the use of oil painting to create manipulated photographs, which appear out of focus. His work has had a
profound impact on Chinese artists and the development of Chinese contemporary art”.

This is quite a loaded statement. Thousands of artists in China study and imitate Richter’s painting style and techniques.
Some of these artists have succeeded in appropriating his style as their own. Richter is responsible for nearly half of Chinese
contemporary inspiration. A couple of days ago, | found a book in a pile at Robert Bernell’s bookstore Timezone 8. The oil
painting on the cover looked like a black and white blurred photograph. From a distance, | thought it was a survey on German
Art History, but upon closer inspection | realized it was a book on Chinese Art History of the Twentieth Century. It highlighted
the degree of influence Richter’s work has had on the history of Chinese oil painting.

Most Chinese artists probably place Richter above Shi Tao, Bada Shanren, Fu Baoshi and Li Keran. The unprecedented
imitation of Richter’s work and artistic language by the Chinese artists makes the work recognizable to the western eye thus
making it easier for the Chinese artists to enter the international stage.

You should know what type of pot you're cooking in and how the food was prepared before eating it or you'll end up with
an unexpected flavor. After World War Il, we were confronted with the question of how to use ink painting in our shattered
homeland while the west was occupied with other things. Surrealist painters like Andre Lubu Lev and Salvatore Dali along with
Cubist and abstract painters Mondrian, Chagall and Lipchitz headed to America and replaced Paris as the center of the art
world.  European artists wandered the New York City streets except for Kandinsky due to his age. American contemporary
artists like Alexander Calder and Willem De Kooning emerged, followed by the existentialists including Jackson Pollock and
Barnett Newman. During the 1950s, there was a revival of formalism and figurative painting among contemporary circles
which were cultivated by the Greenberg School. By the end of the 1950s, Joseph Beuys’ creativity and The New Realism
movement came to the forefront. American Pop was born in the 1960s, with the emergence of international masters like
Andy Warhol, James Rosenquist and Roy Lichtenstein. Andy Warhol has had a tremendous influence on the development
of Chinese art. Performance art emerged in the 1970s as well as Nam June Paik’s video art and Christo and Jeanne-
Claude’s installation art. Sigmar Polke and Gerhard Richter were among the leaders of the Postmodern movement, which
also flourished in the 1970s. Among them, Richter has had the most significant impact on Chinese art. New Expressionism
emerged in the United States during the 1980s with artists such as Keith Haring, installation artist Ann Hamilton, and Cindy
Sherman whose work is somewhat derived from New Expressionism. A new type of conceptual art emerged during the
1990s with a return to Body Art and a focus on cultural awareness with artists like Mori Mariko and Vanessa Beecroft. It was
a time of artistic innovation and the start of the digital video ‘shift’ technique.
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Contemporary art today is trying to enter popular culture. However, we cannot impose our standards let alone apply our
viewpoints to contemporary art. Richter’s artistic style is unique; his thought process is sharp! His paintings are one of a kind.
He did not want to be labeled by others. We can emulate his life: shift from one place to another, get married three times
and have a son at the age of 74 but we will never be able to think like him or predict his next move. Perhaps this will be the
downfall for the “Richter copycats” of today.

Chinese contemporary art consists of various components, which are weaved together and the nuts and bolts combine
influences from the West with Eastern counterparts. Western contemporary art in the 21st century is also moving at a rapid
rate and it is impossible to imagine what the next art trend and movement will be. Perhaps this is the burden of Chinese
contemporary art.

Thursday, May 15, 2008
HI ART, June Issue, 2008
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Li Xiaoshan (1957-)

Born in 1957, Li Xiaoshan is one of the leading characters of
Chinese contemporary art. His articles and activities have already
been an important part of Chinese contemporary art history. His
major publications include: History of Modern Chinese Painting,
Attitude toward Criticism & Translation, The New China, Provocation
In A Battlefield and What We Are Facing. Now he is the director of
Graduate School of Contemporary Art (Nanjing Arts Institute) and
Nanjing Square Museum of Contemporary Art.

Li Xianting (1949-)

Li Xianting was born in 1949 in in Jilin Province. He studied Chinese
painting in the Central Academy of Fine Art and after graduation in
1978, he became an editor of Fine Art ( {3R) ) magazine and
worked there until 1983. From 1985 to 1989 he was the editor of
the authoritative China Fine Art Newspaper ( { REEARIR) ). He
published a number of art articles, including the treatise What's
Important Is Not Art.

Taine (1828-1893)

Hippolyte Adolphe Taine was a French critic and historian. He was
born into a family of civil servants. His childhood was spent in an
enlightened cultural atmosphere in which earnest intellectual pursuits
mingled with an early exposure to the arts and to nature. When he
was 20, he passed first into the Ecole Normale to study philosophy.
Afterwards he had been professor of the history of art and asthetics
at the Ecole des Beaux Arts. His best-known works are La Fontaine’s
Fables, History of English Literature, The French Philosophers of the
19th Century, On Intelligence, The Origins of Contemporary France,
Italy, and Philosophy of Art, etc.

Alfreda Murck

Alfreda Murck earned a PhD at Princeton University in Chinese art
and archaeology with an emphasis on the history of Chinese painting.
She worked in the Asian Art Department at the Metropolitan Museum
of Art, New York, from 1979-1991. Since 1991 she has lived with her
husband Christian Murck in Taipei and Beijing. She has published
articles on Chinese art and a book on how eleventh century scholars
used poetry in painting to express dissent: Poetry and Painting in
Song China: The Subtle Art of Dissent (Harvard University Asia Center,
2000). She is a lecturer at the Central Academy of Fine Arts, and is a
researcher in the Palace Museum’s Painting and Calligraphy Research
Center and a consultant to the Palace Museum’s English web-page.

Tao Qian (365-427)

Tao Qian, also known as Tao Yuanming, was one of the most influential
pre-Tang Dynasty Chinese poets. He was born in Chaisang in Xunyang
into a notable family which had descended into poverty. When young,
he was torn between ambition and a desire to retreat into solitude. He
began a career in government bureaucracy and served in a series of
minor posts. But his sister’s death, as well as disgust at the corruption
and infighting of the Jin Court prompted his resignation, convincing
him that life was too short to compromise on his principles. He lived in
retirement for his last 22 years. His poems and essays depict an idyllic
pastoral life of farming and drinking. People called him Mr. Jingjie
(which means peace, morality and integrity), and he called himself Mr.
Five Willows (because of the five willows in front of his house). While
his poems were not influential in his time, they would later be a major
influence on the poetry of the Tang and Song Dynasties.

Xuan Paper

Name of a kind of rice paper made in China. It was first produced
in Xuanzhou (now the Jing County of East China’s, Anhui Province),
hence the name of Xuan paper. The bark of Pteroceltis tatarinowii
and straw are the main raw materials for producing Xuan paper. After
maceration, the fibers are treated with lime, exposed to sunlight,
bleached, and washed with starch. Prized xuan papers are cast by
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hand. They are fine, soft, resistant to insect damage, and their pure
white colour lasts long to retard absorption of the ink, they may be
treated with alum. Where not otherwise indicated, the Chinese papers
used for prints and paintings in the exhibition are on a variety of xuan
paper.

Bamboo Slip

Tablets or slips made from bamboo (or wood) for writing in ancient
China. It's called slip if it's made from bamboo, and called tablet if it's
made from wood. Slit used to be the general name, but now it's often
called bamboo slip. The writing tools of bamboo slip were Chinese
brush and ink, and only one line of text can be handwritten on each
slip. An article often included many slips. Upon the finish, the slips
were bound by strings and rolled up for storage. These rolls were
the earliest form of Chinese books. Wooden tablet was often used
for short essays. Bamboo slip was invented in Western Zhou, and
was widely accepted during Spring and Autumn Period and Warring
Period. Around 4th century, with the popularization of paper, the status
of bamboo slips was eventually replaced.

Du Fu (712-770)

Du Fu was a prominent Chinese poet of the Tang Dynasty. His
courtesy name was Zi Mei, and he called himself “Shao Ling
countryside aged”, “Du Shao Ling”, “Du Gong Bu”, etc. Du Fu’s
own greatest ambition was to help his country by becoming a
successful civil servant, but he proved unable to make the necessary
accommodations. He only served in some low-level position, such
as the military adviser in a regional governor’s headquarters and
concurrently assistant secretary in the Board of Works (Gong Bu). His
life, like the whole country, was devastated by the An Lushan Rebellion
of 755, and the last 15 years of his life were a time of almost constant
unrest. Initially littte known, his works came to be hugely influential
in both Chinese and Japanese culture. Of his poetic writing, nearly
fifteen hundred poems written by Du Fu have been handed down over
the ages, most of which expressed a sincere and broad concern for
humanity. He also possesses a remarkable power of description, with
which he vividly presents human affairs and natural scenery. Thus the
afterworld gave him the name of Poet-Historian and the Poet-Sage.

Jiang Qing (1914-1991)

Jiang Qing, Chinese social and cultural activist, third wife of Mao
Zedong and leader of the Gang of Four during the Cultural Revolution.
She was born in Zhu Cheng county, Shandong province. Li Yunhe
was her original name. In 1929, when she was 15, Jiang joined the
provincial Experimental Arts Academy. In 1933 she joined the Chinese
Communist Party, but lost contact with the Party five months later. In
1934, she was arrested by Kuomintang (Chinese Nationalism Party).
After discharged from prison, Jiang became an actor in Shanghai,
using the stage name Lan Ping. In 1937 she rejoined the Chinese
Communist Party camp in Yan’an, where she met and married Mao.
In Yan’an she changed her name to Jiang Qing. After the Communists
gained control of Mainland China in 1949, Jiang became influential
in cultural circles. She had been the member of China Film Guidance
Committee, director of film division of Propaganda Department of the
CPC Central Committee, etc. During the 1960s she revolutionized
Peking opera by replacing the traditional repertoire with works
emphasizing Mao’s doctrine. In 1965, she incited her colleague
Yao Wenyuan to attack the party bureaucrats by writing the article
“Comments on the New History Theatre Play ‘Hai Rui Dismissed from
Office’”, and then she cooperated with Lin Biao, to complete “The
Summary of Symposium on Army Literary Work”. It was the start of
the Cultural Revolution in China. In 1976, Jiang Qing was arrested. In
1991, she successfully commited suicide during her medical treatment
on bail.

Mao Zedong (1893-1976)
Mao Zedong was the preeminent leader of the People’s Republic

of China and first secretary of the Chinese Communist Party (CCP)
from 1943 until his death. He was born in Xiangtan county in Hunan
Province in 1893. From the 1920s Mao became one of the original
members of the Chinese Communist party. He won complete victory
in the War of Liberation. Mao wrote articles and published them in the
Selected Works of Mao Zedong, and Collected Works of Mao Zedong,
etc.

Cui Jian

Cui Jian is a Beijing-based musician, songwriter, trumpet player,
guitarist and composer. He is considered to be a pioneer in Chinese
rock music and the first Chinese artist to break away from conventional
Chinese popular forms and incorporate a Western rock style into his
songs. For this distinction Cui Jian is labeled “The Father of Chinese
Rock”.

Rock Music

A genre of popular music originating in the 1950s. A blend of black
rhythm-and-blues with white country-and-western. Rock music is a
form of popular music with a prominent vocal melody accompanied by
guitar, drums, and bass. Many styles of rock music also use keyboard.
Its styles include blues, rock 'n’ roll, heavy metal, punk, funk, reggae,
hip hop, etc. It’s hard to tell what the rock spirit is, however, young
people often like rock music, for its simple, powerful, straight style, for
its strong rhythm, free performance manner, and for what it wants to
say.

Emperor Huizong of Song (1082-1135)

Emperor of Northern Song Dynasty. Painter. Calligrapher. The eleventh
son of the Emperor Shenzong of Song. The brother of the Emperor
Zhezong of Song. After the death of Zhezong, Huizong’s mother made
him the eighth emperor of the Song Dynasty (r. 1100-1125). During
his reign, Huizong devoted himself to art more than to governing
the empire. He was an accomplished painter, calligrapher and art
supporter. When the Jin Dynasty declared war on the Song in 1126,
Huizong lost and had to escape. In 1127, Huizong, his son, the
Emperor Qinzong, as well as the entire imperial court and harem, were
captured by the Jin in the Jingkang Incident. Nine years later he died
in captivity at the age of 54. His tomb is 35 miles away from Shaoxing
county in Zhejiang province.

Cui Bai (11th century c.)

Chinese painter in the Northern Song dynasty. Cui Bai was active
during the reign of the Emperor Shenzong of Song. Appreciated
by Shenzong, he became a Yixue (Z %, a title in the Imperial Art
Academy, lower than painter-in-attendance) and later panter-in-
attendance in the Imperial Art Academy. Cui Bai was good at flower-
and-bird painting, as well as Buddhism mural painting. He broke the
court tradition created by Huang Quan and his son in the early period
of the Song dynasty, who had founded the standard to paint flower
and birds in a luxurious way, and originated a new style in the Imperial
Art Academy. His works include “Shuangxi Tu” ( {XXZ=[E) , Double
Happiness), “Hanque Tu” ( {ZE#&[&) , Sparrow in Cold Days), and
“Zhu'ou Tu” ( {FTEEEY , Bamboo and Gull), etc.

Fan Kuan (early 11th century c.)

Fan Kuan is known to be one of the leading figures in the Northern
Song Landscape tradition and one of the most appreciated landscape
artists in traditional China. According to Chinese art history, he was
born at the end of Five Dynasties, and still alive during Tianren years
of the reign of Emperor Renzong of Song (1023-1031). His courtesy
name is Zhongli, but because of his lenient and magnanimous nature,
his contemporaries called him “Kuan”, which means wide. Then he
named himself “Kuan” too. In the record of Xuanhe Hua Pu ( { EfE
) , “Xuanhe Painting List, a catalogue made of Emperor Huizong’s
collection, compiled by court connoisseurs during his reign in Song
dynasty), Fan Kuan's characteristics was also mentioned. The List said

Fan “had a style of ancient times; behaved wild; loved alcohol; and
was never restrained by convention or propriety”. Fan Kuan created
imaginary landscapes that were different and unique while preserving
the internal order and ideal balance of nature.

Ma Yuan (1140-1225)

One of Four Masters in Southern Song Dynasty, courtesy name Yaofu,
and pseudonym Qinshan, Ma Yuan was born in Hezhong (today’s
Yongji county in Shanxi province), and moved to Qiantang (today’s
Hangzhou in Zhejiang province). He represented the fourth generation
in a tradition of painters spanning five generations, beginning with
his great-grandfather, Ma Fen, and ending with his son, Ma Lin, all of
whom served the Song emperors as court painters-in-attendance.
Although the family tradition doubtless had strong influence on Ma
Yuan’s development as a painter, he was also indebted to the great
northern landscape and figure master Li Tang. Ma Yuan’s art at its
best is a masterpiece of understatement and evocative suggestion.
His typical compositions, featuring the extensive use of swirling mist
and empty spaces, with only a few sharply etched forms dramatically
silhouetted against the whiteness, lent him the sobriquet “One-corner
Ma.”

Li Song (1166-1243)

A native of Qiantang, was a prominent painter of the Southern Song
dynasty. Li Song was a talented carpenter before the court painter Li
Xun adopted him. He served as a Painter-in-Attendance during the
reign of Emperor Gaozong, Ningzong and Lizong of Song. Li was
good at Daoist and Buddhist figure, and like his foster father Li Xun, he
was especially gifted in architecture paintings. The Palace Museum in
Beijing collected his painting Puppet Play of a Skeleton. In this painting
the expression of figures were well presented. He used the outlining
method of nail head and mouse tail to paint the drapes of clothes,
and straight lines were often used, which was fine but powerful. And
his Flower Basket shows different levels of all the flowers, just like real
ones.

Zhu Da (1626-1705)

Chinese painter and poet. A descendant of the imperial Zhu family of the
Ming dynasty and a leading artist of the early Qing period, Zhu Da grew
up in Nanchang in Jiangxi province. His connections with the previous
dynasty led him to become a monk after the Manchu conquest of China
in 1644. Zhu Da had many pseudonyms, but his favorite should be
Bada Shanren, which means mountain man of eight masters. Zhu Da
adopted and developed the technique of Chen Chun and Xu Wei to
paint flowers, birds and landscapes in a style of freehand brushwork,
and he went even further — his paintings were in a distinctive and highly
dramatic calligraphic style. In a way of symbolization and metaphor, he
exaggerated flowers and birds, fishes and insects in his paintings, even
gave them a human expression of white eyes (a supercilious look).
This showed the painter’s own feelings. His bitter experiences of social
turmoil and his hatred for the Qing rulers helped to shape his distinctive
style. Zhu Da’s style exerted a great influence on later artists, such as
the Eight Eccentrics of Yangzhou.

Shi Tao (1642-1707)

Original name Zhu Ruoji. Chinese painter and theoretician who was,
with Zhu Da, one of the most famous Four Monks in the early Qing
dynasty. Shi Tao'’s paintings were famous and popular when he was
alive. He traveled a lot and learned from the nature itself. Before
he began painting a sketch of scenes, he had seen thousands of
mountains (this is one of his famous opinions). His work has a freshness
inspired not by masters of the past but by an unfettered imagination,
with brush techniques that were free and unconventional, and with an
ingenious composition. Shitao’s independent spirit is also found within
his theoretical writings, such as the Kugua Heshang Yulu ( % IUFI &
iB3%) , “Comments on Painting by the Monk of Bitter Melon”).
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Gu Hongzhong (910-980, or 937-975)

Gu Hongzhong was a painter during the Five Dynasties and Ten
Kingdoms period. He was from southern China, and served as
painter-in-attendance in southern Tang during the reign of Li Jing and
Li Yu. He excelled at figure painting. “Han Xizai Ye Yan Tu” ( {#5&&
HZEEA) , Han Xizai Gives A Night Banquet) was his most famous
painting. It's a wide known work of high classical Chinese art. And it's
also the only work we can see today by Gu Hongzhong.

Lou Rui (6th century c.)

Lou Rui, a Xianbei native, was a relative of Emperor Shizu of Northern
Qi, whose wife’s brother Lou Zhuang was Lou Rui’s father. Lou Rui
was buried in 570 at Guo village in Taiyuan, Shanxi province. Since
its discovery and excavation from 1980 to 1982, the tomb, with its
underground structure decorated with mural paintings, has constituted
a corpus of the most reliable data for an accurate assessment of the art,
music, costume, court life and rites in the Northern Qi dynasty.

Zhao Mengfu (1254-1322)

A native of Huzhou, ZhedJiang province. His courtesy name was Zi
Ang and his pseudonyms was Taoist Xuesong (Pine Snow Taoist).
Zhao Mengfu was a descendent of Song imperial family, but he also
served the Yuan dynasty as one of the highest Han officials (regular
official, not a court painter). He was a famous calligraphist and adept
in many styles of calligraphy, such as seal character, official script,
running script and the cursive hand, and he also created his own style,
Zhaoti. He excelled at painting too, especially in ink bamboo, flowers
and birds. His wife, Guan Daosheng was also talented in painting and
calligraphy. The Xuesong Zhai Ji ( {(#AE#& &) , “Collected Essays
from Pine Snow Studio”) was written by Zhao.

Zhang Zhaohui (1965-)

Zhang Zhaohui is a noted arts scholar and curator from China. He
grew up in Beijing and received his Bachelor of Art Degree from the
esteemed Nankai University in Tianjin in 1988, before going on to earn
a Master of Art Degree in modern art history from China Art Academy
seven years later. In 1998 he graduated from Bard College in New
York with another Master of Art Degree in Curatorial Studies. He has
received numerous grants and fellowships, including a fellowship
from the Asian Cultural Council and Luce Foundation in 1997, and a
visiting scholarship at Asialink. During the years between 1988 and
1992 he served on the curatorial staff at the National Museum of Art
in Beijing, whereas he was the director of the Curatorial Section at
He Xiangning Art Museum in Shenzhen from 1999 until 2000. He
became the founding director of Beijing Xray Art Center in 2002, a
highly prestigious organization which is widely considered an important
contributor to contemporary art in China before the appearance of
the 798 art district. He is now director of Joey Art Consulting, an art
institution in the 798 art district.

Pop Art

The term first appeared in Britain during the 1950s and referred
to the interest of a number of artists in the images of mass media,
advertising, comics and consumer products. The 1950s were a
period of optimism in Britain following the end of war-time rationing,
and a consumer boom took place. Influenced by the art seen in
Eduardo Paolozzi's 1953 exhibition Parallel between Art and Life at
the Institute for Contemporary Arts, and by American artists such
as Jasper Johns and Robert Rauschenberg, British artists such as
Richard Hamilton and the Independent Group aimed at broadening
taste into more popular, less academic art. Hamilton helped organize
the “Man, Machine, and Motion” exhibition in 1955, and “This is
Tomorrow” with its landmark image Just What is it that makes today's
home so different, so appealing? (1956). Pop Art therefore coincided
with the youth and pop music phenomenon of the 1950s and '60s,
and became very much a part of the image of fashionable, 'swinging'
London. Peter Blake, for example, designed album covers for Elvis
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Presley and the Beatles and placed film stars such as Brigitte Bardot
in his pictures in the same way that Warhol was immortalizing Marilyn
Monroe in the USA. Pop art came in a number of waves, but all its
adherents - Joe Trilson, Richard Smith, Peter Phillips, David Hockney
and R.B. Kitaj - shared some interest in the urban, consumerist,
modern experience.

Cynicism

The Cynics were an influential school of ancient philosophers in
Greek. Their name is thought to be derived either from the building in
Athens called Cynosarges, the earliest home of the school, or from
the Greek word for a dog, cyon, in contemptuous allusion to the
uncouth, aggressive, mordant manners adopted by the members of
the school. Whichever of these explanations is correct, it is noticeable
that the Cynics agreed in taking a dog as their common badge or
symbol, as early as the tombstone of Diogenes of Sinope. A popular
conception of the intellectual characteristics is the modern sense of
"cynic," implying a sneering disposition to disbelieve in the goodness
of human motives and a contemptuous feeling of superiority. The
core attitude of modern cynicism is distrust and disbelief, especially a
general distrust of the integrity or professed motives of others. Being
lack of replacement, and being based on a nihilist values, the modern
cynics’ dissatisfaction with existing orders will probably transform into
an attitude of clever and disinterested acceptance.

The Heavenly Maiden Scattering Flowers

It’'s a Buddhist story in the Classics of Vimalakirti ( {#£EZ) ).
When the bodhisattvas gave lectures to arhats, the heavenly maiden
appeared. She scattered flower petals on them. The petals that
touched the bodies of the bodhisattvas merely brushed over them
and fell off onto the ground. Petals that touched the bodies of the
arhats however, stuck. Petals were sticking all over their bodies
and they tried to flick them off. They couldn’t do it. They were stuck
tight. The heavenly maiden explained, “The flower didn’t stick to
the bodhisattvas because they have seen through the false views in
the underworld. For example, if one is in fear, his lust will be more
important than everything else for him. The arhats fear death. Colour,
sound, smell, taste, and touch are still in their mind. Only one has no
fear anymore, lust can do nothing for him. The flowers will stick to you
like all your false views stick to you. ”

Tian Liming (1955-)

Born in Beijing in May 1955, Tian Liming is native of Hefei, Anhui
province. He joined the People’s Liberation Army in 1971, and was
an art editor in the army. He graduated as a graduate student of
professor Lu Chen in 1991. Now he is the director and a professor
of the Chinese Painting Department of the Central Academy of Fine
Arts, a member of the Artist Association and the Art Committee of the
Central Academy of Fine Arts, and a council member of the Beijing
Association of Painters. His works have been published in dozens of
collections. He has held personal as well as joint exhibits with other
artists and won many prizes.

Liu Qinghe (1961-)

Born in Tianjin in 1961, Liu Qinghe graduated from the folks art
department of the China Central Academy of Fine Art in 1981 and
got a masters degree in Chinese painting in 1989. Now he is the
vice professor in the Chinese painting department of China Central
Academy of Fine Art.

Liu Zijian (1956-)

As a representative of Chinese experimental ink painters, Liu Zijian
is adept at expressing city life by traditional Chinese ink and colour
techniques. He is a professor of the art academy and superintendent
of art institute in Shenzhen University.

Wang Tiande (1960-)

Born in Shanghai, Wang Tiande is considered an innovative artist,
using ink wash and calligraphy in a modern way. He lives and works in
Shanghai and teaches at Fudan University.

Xenia Piéch

Xenia Piéch is a Beijing based specialist in the field of contemporary
Chinese art. She is a Sinologist and art historian by training, having
received her education at the School of Oriental and African Studies
(SOAS), University of London and the Institute of Fine Arts, New
York University. Xenia Piéch has been writing for various international
publications such as Yishu Journal of Contemporary Chinese Art,
Asian Art News, Art on Paper, Passagen and Springerin. Currently,
she is writing her PhD dissertation under the supervision of Prof. Craig
Clunas at the Art & Archaeology Department of SOAS. At the same
time Xenia Piéch serves as China Desk Editor for the New York based
magazine Art Asia Pacific.

Hong Ying (1962-)

Hong Ying, born in 1962 in Chongaing, is @ modern Chinese author.
She studied at the Lu Xun writer's academy and at Fudan University. In
1991 she moved to London and settled there. Her most recent novel,
K: The Art of Love, has been the subject of a libel trial in China.

Geremie R. Barme

Geremie R. Barme is a senior fellow at the Institute of Advanced
Studies at the Australian National University. He is the author of
Shades of Mao: The Posthumous Career of a Great Leader and the
editor of several books, including (with Linda Jaivin) New Ghosts, Old
Dreams: Chinese Rebel Voices and (with John Minford) Seeds of Fire:
Chinese Voices of Conscience. He has also translated several works,
has published two volumes of essays in Chinese, and was a coauthor
of and advisor for the documentary film The Heavenly Gate of Peace.

Supreme Treatise on Moral Retribution (A_t & KY)

Tai Shang Gan Ying, English translation “Supreme Treatise on Morals”,
is a book on Daoist principles and morals. The author’s name is
unknown. This book is not long, including more than twelve hundreds
words. Moral retribution and karma was expounded in the name of
Lord Tai Shang.

Zhang Xuan (8th c.)

A native of Jingzhao (today’s Xi’an in Shanxi province) in the Tang
dynasty. In 723 AD during the reign of Emperor Xuanzong, he became
a court painter with Yang Sheng and Yang Ning. Zhang Xuan was
famous for his figure paintings, especially his paintings of noble lady,
noble child, baby, and horse. He and Zhou Fang were the most
outstanding figure painters in the Tang dynasty.

Jia Fangzhou (1940-)

Born in Huguan County in Shanxi, Xia Fangzhou graduated from
the Art Department of Inner Mongolia Normal University in 1964 and
worked for museums and newspapers for many years. He took part in
the National Art Exhibition in 1973, 1975, and 1979. In 1980 Jia joined
the China Artists Association. Two years later he turned to art theory
research. In 1988 he became the vice chairman of Inner Mongolia
Artists Association. Since 1995, Jia Fangzhou has lived and worked in
Beijing as an art critic and curator.

The Strange State of the World Witnessed Over Twenty Years

The Strange State of the World Witnessed Over Twenty Years is
Wu Jianren’s signature work. It was first published as a series from
1903-1905 in the magazine New Novel. In 1906, Shanghai Guangzhi
Press published individual volumes of the novel (each volume was
comprised of 12 chapters, and the 108 chapters were published as
a whole by 1910). The plot tracks the “adventurous” experiences of a
protagonist, from a hastened trip home to attend his father’s funeral

to his eventual failure in business. His experiences, seen and heard
in Strange State, widely reveal the grim realities of the semi-feudal
and semi-colonial period of the late-Qing Dynasty. A note found in the
book states, “As for the twenty years of my experience in society -
looking back, all that | encountered were three types of things: the first
includes insects, snakes, rats and ants; the second includes wolves,
tigers and leopards; and the third includes demons and malefactors
and scoundrels.”

Utopia

Utopia is a book written by Sir Thomas More (1478-1535, born on
Feb. 7th 1478 in London). Full name of this book is On the Best State
of a Republic and on the New Island of Utopia. It was published in
about 1516, and in the novel Utopia is the name of a fictional island
near the coast of the Atlantic ocean. The word Utopia came from
ancient Greek, which means “no place” or “good place”. It’s not a real
country, just a fictional country, an imaginary perfect place. It may be
used pejoratively, to refer to a society that is unrealistic and impossible
to realize. It has also been used to describe actual communities
founded in attempts to create an ideal society, or refer to some good
but unrealistic suggestions.

Channel [V]

Channel [V] is an international music channel whose parent company
is STAR Media. Channel [V] was produced in and operated from
Hong Kong from 1996 until 2002, after which operations were shifted
to Malaysia in order to save on costs, but some aspects are still
operating in Hong Kong. It is targeted at the youth market, and plays
both mainstream and alternative music.

Deng Xiaoping (1904-1997)

Deng Xiaoping was a prominent Chinese politician and reformer,
and the late leader of the Communist Party of China (CPC). Deng
never held office as the head of state or the head of government,
but served as the de facto leader of the People’s Republic of China
from 1978 to the early 1990s. He developed “Socialism with Chinese
characteristics” and Chinese economic reform, also known as the
“socialist market economy”, and opened China to the global market.
Inheriting a China wrought with social and institutional woes left over
from the Cultural Revolution and other mass political movements of the
Mao era, Deng was the core of the “second generation” Communist
Party leadership. Deng is generally credited with developing China into
one of the fastest growing economies in the world and vastly raising
the standard of living.

Jazz

Jazz is an original American musical art form which originated around
the beginning of the 20th century in African American communities
in New Orleans in the Southern United States out of a confluence of
African and European music traditions. The use of blue notes, call-
and-response, improvisation, polyrhythms, syncopation and the swing
note of ragtime are characteristics traceable back to jazz's West
African pedigree.

Wang Jing (1982-)

Graduated from the Art History Department of China Central Academy
of Fine Art in 2005, Wang Jing is the Executive Editor in Chief in Oriental
Art Master (an art monthly in China). She edited the book 20 Persons
Fond of Contemporary Art, published by Sichuan Publishing house in
2008.

PUNK

Punk rock is an anti-establishment rock music genre and movement
that emerged in the mid-1970s. Punk rock developed between 1974
and 1976 in the United States, the United Kingdom, and Australia,
where groups such as the Ramones, Sex Pistols, and The Clash were
recognized as the vanguard of a new musical movement. Punk rock
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bands, eschewing the perceived excesses of mainstream 1970s rock,
created fast, hard music, typically with short songs, stripped-down
instrumentation and often political or nihilistic lyrics. The associated
punk subculture expresses youthful rebellion and is characterized by
distinctive clothing styles, a variety of anti-authoritarian ideologies, and
a DIY (do it yourself) attitude.

Plum Blossoms Gallery

Plum Blossoms Gallery, established by American Stephen
McGuinness, has opened branches in Singapore and New York. They
collect museum standard antique textile and contemporary Asian art
while also representing outstanding ink painters such as C.C. Wang
and Wu Guanzhong, and also young contemporary ink painters like
Wei Dong and Zhu Wei in their later development. Plum Blossoms
still remains as an extraordinary international gallery that promotes
Chinese ink paintings in Hong Kong and even the world.

Existentialism

Existentialism is a philosophical movement that claims that individual
human beings have full responsibility for creating the meanings of their
own lives. It is a reaction against more traditional philosophies, such
as rationalism and empiricism, which sought to discover an ultimate
order in metaphysical principles or in the structure of the observed
world. The movement had its origins in the 19th century thought
of Kierkegaard and Nietzsche and was prevalent in Continental
philosophy. In the 1940s and 1950s, French philosophers such as
Jean-Paul Sartre, Simone de Beauvoir, and Albert Camus wrote
scholarly and fictional works that helped to popularize themes
associated with existentialism. Existentialists deny the existence of
God or any pre-defined rules. The most famous and specific saying
was from Sartre: “Existence precedes essence.” Which means, there
is no sacred ethics or soul beyond human beings’ existence itself.

Shougang

One of China’s oldest state-owned companies, Shougang (also known
as Capital Steel) built its reputation with construction steel. Shougang
is China’s fourth-largest steel company. After the Reform and Opening,
to be more effective, the steel maker had to relocate its employees.
The number of its employees reduced from 246.4 thousand in 1995
to 80 thousand at present, and will drop to 65 thousand before 2010.
Based in Beijing municipality, its operations are being moved out of the
city prior to the Olympics due to major pollution concerns.

Jiangsu Art Monthly Pictorial

Founded in 1974, this magazine was published by Jiangsu Art
Publications initially as a pictorial magazine for workers, farmers and
soldiers. It was one of the two magazines and one journal published
during the '85 New Wave Movement. It was published sporadically. In
1976, it became a bimonthly publication, and in 1984 transformed into
a monthly publication. After the mid-80s, its editorial was tied closely
to movements of Contemporary Chinese art. My View on Chinese
Painting, written by the Nanjing Academy of Art graduate student Li
Xiaoshan, was published in the July 1985 issue. The article led to a
wide discussion on the “Bleak fate of Chinese painting,” and was the
earliest incident to have caught the attention of the art world.

Confucius (551 BC-479 BC)

Confucius (Kong Zi) was the founder of Confucianism. His given name
was Qiu, and courtesy name was Zhongni. Confucius was alive during
the Spring and Autumn Period. He was born in the city of Qufu, in
the Chinese State of Lu (now part of Shandong Province). When
Confucius was young he worked as low-level official, but most of his
life was devoted to education. It’s said that he had more than thirty
hundred students and seventy-two disciples. Many of his students
were knowledgeable or talented. Because he disapproved of the
politics of his Duke, he and his students began a long journey around
the small kingdoms of north-central China. He espoused his political
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beliefs but did not see them implemented, finally he returned home
and spent his last years teaching disciples and transmitting the old
wisdom via a set of books called the Five Classics. Confucius was
famous when he was alive and was called “Saint chosen by god”,
“Hierophant chosen by god”, and “Saint of a thousand years”. He
edited The Book of Odes ( ) ), The Book of History ( () ), The
Book of Rites ( {#L) ), The Book of Music ( { &) ), The Book of
Change ( (&%) ), and The Spring and Autumn Annals ( (&) ).
His sayings and activites may be found in the Analects of Confucius
( €¥21E)Y ), a collection of "brief aphoristic fragments", which was
compiled many years after his death. The Analects indicate the core
value of Confucianism — Ren (benvolence). Confucius’ thoughts and
the Analects had deep and overwhelming influence on the whole
history of China.

Sun Zhongshan (1866-1925)

Sun Zhongshan’s given name was Wen, and courtesy name
was Yixian. He was one of the most prominent founders of the
Kuomintang. Being born in the town of Xiangshan in Guangdong
province, Sun had been a professional revolutionary in his entire life.
He led the Chinese "bourgeois" revolution. Sun exiled to Japan where
he changed his name to Zhongshan Qiao, that’s why people called
him Mr. Zhongshan. For a reason of respect, he was also called the
“father of the Republic of China”. The Kuomintang calls him “premier
forever”, and the Communist Party of China called him “prominent
leader of the revolution”.

Xie He (479-502)

Painter, art historian in the Southern Qi and the Liang of the Southern
dynasties. He excelled at genre painting and figure painting. His
most famous work was a book, the Gu Hua Pin Lu ( (& & E) ,
Classified Record of Ancient Painters), which is also the oldest painting
treatise in Chinese history. In this book Xie made comments on the
important painters during the 3rd to 4th centuries. Xie He is best
known for his Six Cannons of painting which became a central theory
in the history of Chinese painting. In this theory, Xie He deals with all
the major aspects of the art of painting according to importance.

Six Cannons

The Six Cannons were introduced by Xie He in his Gu Hua Pin Lu
({H@E&FY |, Classified Record of Ancient Painters). They may be
paraphrased as: first, vivid spiritual consonance; second, structural
use of the brush; third, proper representation and fidelity to object;
fourth, specific colouring of different objects; fifth, proper planning of
composition; and sixth transmission of the past and copying.

Theory of Relativity

The theory of relativity refers specifically to two theories: Albert
Einstein's special relativity and general relativity. Special relativity is a
theory of the structure of spacetime. General relativity is a theory of
gravitation. Relativity and quantum physics touch the very basis of
physical reality, altering our commonsense notions of space and time,
cause and effect. Classical Physics is convenient in studying bodies of
ordinary dimensions but not in other cases. For bodies of astronomical
dimensions, the use of Relativity is required just as that of Quantum
Mechanics is required for bodies of atomic dimensions. The theory of
relativity changed the “comment sense” toward space and time by its
new contents of “relativity of simultaneity”, “four-dimensional space-
time”, and “curve space”, etc.

Quantum Theory

The modern world of physics is notably founded on two tested
and demonstrably sound theories of general relativity and quantum
mechanics. Quantum mechanics is a fundamental branch of physics
with wide applications in both experimental and theoretical physics.
The effects of quantum mechanics are typically not observable on
macroscopic scales, but become evident at the atomic and subatomic

level. Quantum theory generalizes all classical theories, including
mechanics and electromagnetism, and provides accurate descriptions
for many previously unexplained phenomena such as black body
radiation and stable electron orbits. It is the underlying mathematical
framework of many fields of physics and chemistry, including
condensed matter physics, solid-state physics, atomic physics,
molecular physics, computational chemistry, quantum chemistry,
particle physics, and nuclear physics.

Heisenberg (1901-1976)

Werner Karl Heisenberg was a celebrated German physicist and
Nobel laureate, one of the founders of quantum mechanics, and
acknowledged to be one of the most important physicists of the
twentieth century. He was born in Wirzburg, Germany and died in
Munich. Heisenberg was the head of German nuclear energy project,
though the nature of this project, and his work in this capacity, has
been heavily debated. He is most well-known for discovering one of
the central principles of modern physics, the Heisenberg uncertainty
principle.

Ren Bonian (1840-1896)

Ren Bonian (Ren Yi) was an outstanding painting in modern China.
Born in Zhejiang and based in Shanghai, he was active in the
Haishang Painting School (& L& k) which fused popular and
traditional styles. He is also sometimes referred to as one of and the
best of the "Four Rens" (four modern painters in Shanghai who shared
a same family name Ren).

Wu Changshuo (1844-1927)

Wu Changshuo was born in Anji, Zhejiang Province, and died in
Shanghai. He settled in Suzhou in his twenties, where he founded the
Xiling Seal Engravers Society, an artists' association with a focus on
the craft of seal carving. As a leading figure in the Haishang Painting
School during the early 20th century, he was largely responsible for
rejuvenating the genre of bird-and-flower painting by introducing an
expressive, individualistic style more generally associated with literati
painting. He began his artistic career with the traditional study of
literature and ancient inscriptions before moving to calligraphy. He
wrote Fou Lu Ji ( {fE/E%) , “Works from My Cottage Fou Lu”) and
Fou Lu Yin Cun ( {{FJSED7E) , “Seals Collected in My Cottage Fou
Lu") , etc. His famous paintings include “Tianzhu Huahui” (K7,
Geranium Flower), “Zi Teng Tu” (%8 &, Purple Bine), “Mo He Tu”( £
f7&, Water Lily of Ink), and “Xin Hua Tu” (Z5#£ &, Apricot Blossom),
etc.

Huang Binhong (1865-1955)

Modern art historian and literati painter. He used to edit literary and
art journals and taught at fine arts colleges in Shanghai for nearly 30
years. Huang experimented with traditional techniques for the use of
ink, including shading and layering. He achieved an effect of “dark,
dense, thick, and heavy” in his landscapes. Huang was the author
of Huangshan Huajia Yuanliu Kao ( {#E LB ZRFR*) , “Research
the Headstream of Paintings in Yellow Mountain”), Hong Lu Hua Tan
( (ELJEE Y , “Essays of Paintings from My Cottage of Hong”), Gu
Hua Wei ( {HE#) , “About Ancient Paintings”), Jinshi Shuhua Bian
(€EHBPBESHY , “Knowledge of Painting, Inscription Painting and
Calligraphy”), and Hua Fa Yao Zhi ( {E;%E &) , “Principles and
Methods of Paintings”), etc.

Liu Haisu (1896-1994)

Painter and art educator Li Haisu was born in Wuijin, Jiangsu province.
He founded Shanghai Art Academy in 1912, which is the first modern
art academy, the first coeducation school and the first art school to
allow nude models in China. He traveled to Japan and Europe many
times to study western art. His works can be found in a number of
albums, including Huangshan ( {&LLY , “Yelow Mountain”), Haisu
Guo Hua ( {/#EE) , “Chinese Paintings by Haisu”), Haisu Laoren

Shuhua Ji ( (ERZABEE) , “Old Man Haisu's Calligraphy and
Painting”). His theoretical writings include Biography of Millet, and The
Six Cannons in Chinese Painting, etc.

Shi Lu (1919-1982)

Originally known as Feng Ya-heng, Shi created his artistic pseudonym
by combining those of two heroes of cultural iconoclasm, the
seventeenth century individualist painter Shitao and the twentieth
century writer Lu Xun. Adept in Chinese painting and plate drawing, he
was the representative of the Chang’an School of Painting.

Zhu Qizhan (1892-1996)

Born in Taicang in Jiangsu province, Zhu Qizhan started to copy
ancient Chinese painting at the age of eight. During middle age, he
traveled to Japan twice where he studied western-style oil, but after
the 1950s, he turned his interest to Chinese paintings. He excelled at
landscape, flower, but especially at orchid, bamboo and stone.

Lin Fengmian (1900-1991)

Lin Fengmian is a famous modern painter and art educator who
successfully combined Chinese and Western painting skills. He was
born in Meixian County, Guangdong Province. At the age of 19, he
went to France to learn oil painting, doing part-time work to support
his study. In 1925 he came back to China to work as principal of the
Beiping State Vocational Art School. In the late 1920s, invited by Cai
Yuanpei, he became principal of the Hangzhou Vocational Art School
(now the China Academy of Art). In 1978, he settled in Hong Kong. His
solo exhibition was successfully held in Paris in 1979. Lin was good
at the painting of noble ladies, characters of Beijing opera, scenery of
fishing villages, the female form, still lifes and landscapes.

Pan Tianshou (1897-1971)

Chinese painter, fine arts educationist, theorist of fine arts, calligraphist
and seal cutting artist. From 1923, Pan started to teach in Shanghai
Art School, New China Art School, Xihu Art School. The next year
he went to Japan with Lin Fengmian to investigate Japanese art
education. In 1944 he became the principal of the National Arts
Vocational School. After the foundation of People’s Republic of China,
Pan took the position of president of Zhejiang Fine Arts Academy and
vice president of China Federation of Literary and Art Circles. Books
written by Pan Tianshou include The History of Chinese Painting,
Tingtiange Huatan Suibi ( (M REEKBEEY , and “Essays of
Painting from Tingtian Attic” (Tingtiange was the name of his studio).

Li Keran (1907-1989)

Li Keran was born in Xuzhou, Jiangsu Province. He was a famous
painter and art educator in modern China. He developed a personal
style of landscape painting that was based upon the western
technique of light and shade. His famous paintings include “Apricot
Blossom with Spring Rain in South China” (&M L#), “Morning
Fog in Mountain Town” (LLI##A%) and “Watching Mountains” (& LLI ).

Fu Baoshi (1904-1964)

Chinese painter. Having studied in Japan, he travelled all over China
to paint landscape, forming his own style based on traditional artistry.
He also wrote Research on the History of Chinese Ancient Landscape
Paintings, Techniques of Chinese Landscape Painting and Figure
Painting, as well as Theories of Chinese Painting.

Li Kuchan (1898-1983)

Li Kuchan’s given name was Ying, and his courtesy name was Kuchan
(which means bitter Zen). He combined western techniques and
spirituality in sculpture and painting into his Chinese painting teaching,
and he himself excelled at great freehand style in flower-and-bird
painting. His representative works include “Orchid and Bamboo” (=
), “Eagle's Eyes Guarding China” (B[, “Perching” and “Fully
Blossoming Water Lily” (Z5%5).
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Huang Zhou (1925-1997)

Artist, collector of traditional Chinese paintings, and a social activist.
Entrusted by the Ministry of Culture, Huang founded the Research
Institute of Traditional Chinese Painting and became its deputy director.
He was also successively in the positions of director of Chinese Artists
Association, member of the standing committee of CPPCC, and
curator of Yanhuang Art Gallery.

Cheng Shifa (1921-2006)

Born in Songjiang, Shanghai, Cheng was good at comic works,
illustration drawing, New-Year's pictures, landscapes painting, flower-
and-bird painting, and figure painting.

Marx (1818-1883)

Karl Marx was the founder of Marxism, the organizer and leader of
the First International, and the Great Teacher of the proletariat and
working people in the world.

Romain Rolland (1866-1944)
French writer. Romain Rolland's most famous work is Jean Christophe, a
partly autobiographical novel, which also won him the 1915 Nobel Prize.

Gu Wenda (1955-)

Gu Wenda was born in 1955 in Shanghai He studied at the Shanghai
School of Arts and Crafts and Zhejiang Academy of Fine Arts in
Hangzhou. Gu was one of the leaders of the '85 New Wave Art
Movement in China. In 1987 he left his homeland for the Unites States
of America. Now Gu is an internationally recognized Chinese artist.

Shen Qin (1958-)

A native of Nanjing, Shen Qing was born on November 17, 1958,
and currently works as a professional painter for the Chinese Painting
Institute of Jiangsu Province. During the ‘85 New Wave Movement,
Shen was considered one of the representative artists reforming
Chinese painting among others such as Gu Wenda.

The Sword of Damocles

In Greek mythology, Damocles was courtier at the court of Dionysius
I. He so persistently praised the power and happiness of Dionysius
that the tyrant, in order to show the precariousness of rank and
power, gave a banquet and had a sword suspended above the head
of Damocles by a single hair. Hence the expression “the sword of
Damocles” to mean an ever-present peril.

Zhong Yong (or Doctrine of the Mean)

The essence of Zhong Yong rooted in the Doctrine of the Mean in
Confucianism. Doctrine of the Mean was one of the Four Books,
and it also refers to a way of living. Not like most people understand
it today, Zhong Yong does not equal to indifference or mediocrity.
It’s about cultivation of human nature, including the way of learning,
“To this attainment there are requisite the extensive study of what
is good, accurate inquiry about it, careful reflection on it, the clear
discrimination of it, and the earnest practice of it. Moderation is the
process of eliminating or lessening extremes”; and the duties of
universal obligation are five, “the duties are those between sovereign
and minister, between father and son, between husband and wife,
between elder brother and younger, and those belonging to the
intercourse of friends”; and the virtues wherewith they are practiced
are three, “Knowledge, magnanimity, and energy” (the quotations
follow James Legge’s translation in 1893). The highest goal of
cultivation of Zhong Yong is the most complete sincerity.

Gao Minglu (1949-)

Gao Minglu, art critic and curator, received his Ph.D. from Harvard
University and now is art history professor of the University of
Pittsburgh. A leading explorer of important Chinese Avant-Garde
works, Gao has curated a number of significant exhibitions of Chinese
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contemporary art, including the 85 New Wave Art Transparency
Exhibition (1986), the China Qing Dynasty Art Seminar (1988), and
the Chinese Contemporary Art Exhibition (1989). From 1995 to
1998, he organized Inside Out: New Chinese Art, which became the
largest China Avant-Garde art exhibition in the West. As the curator
representing Mainland China, Taiwan, and Hong Kong, Gao was
associated with the exhibition Global Conceptualism; Points of Origin,
1950s-1980s in USA and Five Continents and One City (1999) in
Mexico.

Chang’e

Chang’e is the subject of several legends in Chinese mythology. She
was Hou Yi's wife. Chang’e stole and ate Hou Yi’s elixir, then flew to the
moon. She has to live on Moon forever.

Nv Wa

A goddess in Chinese mythology. In some legends, Nv Wa created
human beings from mud. In some other legends Nv Wa married to Fu
Xi, her brother, and gave birth to human beings. Another legend tells
how she repaired the sky. One day, there was a hole in the sky and
it caused a flood. Nv Wa melted together various kinds of coloured
stones and with the molten mixture she patched up the sky. Human
beings were protected. There are many legends about Nv Wa, which
are well known until today.

Mawangdui

Located in the eastern suburbs of Changsha, Hunan Province,
the Mawangdui Han Dynasty Tombs were uncovered in 1972 and
excavated from 1972 to 1974. Mawangdui is the tombs of a man
named Li Cang and his wife and son, who lived in the State of
Changsha, Western Han Dynasty (206BC-8AD). The three tombs
contained the remains of the Marquis Dai (tomb no.2), his wife (tomb
no.1) and his son (tomb no.3), and their most prized possessions.
The articles excavated from the tombs have been highly important in
researching this very wealthy and sophisticated Western Han culture.

Gu Kaizhi (346-407)

Gu Kaizhi was a celebrated painter and art theorist in Eastern Jin
dynasty. According to historical records he was born in Wuxi, Jiangsu
province and first painted at Nanjing in 364. In 366 he became an
officer (Da Sima Canjun). Later he was promoted to royal officer
(Sanji Changshi). He was also a talented poet and calligrapher. He
wrote three books about painting theory: On Painting ( (&) ),
Introduction of Famous Paintings of Wei and Jin Dynasties ( 325 Bt
SREH) ) and Painting Yuntai Mountain ( (@ z & WWAEY ). He wrote:
"In figure paintings the clothes and the appearances were not very
important. The eyes were the spirit and the decisive factor." Gu's
art is known today through copies of three silk handscroll paintings
attributed to him: “Nv Shi Zhen Tu” (%52 & B, Admonitions of the
Instructress to the Court Ladies), “Luo Shen Fu Tu” (&3 Mt E , Nymph
of the Luo River) , and “Lienv Renzhi Tu” (3 &{-& & , Wise and
Benevolent Women).

Zong Bing (375-443)

Zong Bing, painter and art theorist made important contributions
to Chinese art theory especially in developing Gu Kaizhi's theory of
spirit and form and clarifying and tackling issues of perspective and
composition. In the field of theory Zong Bing promoted a view that
saw landscape painting as a spiritual domain that enables humans to
dwell in. His theory can be found in his essay Introduction to Painting
Landscapes. Zong Bing was famous for his landscape paintings.
Xie He, an art theorist in Southern Qi, said Zong's painting was “not
accurate but its atmosphere worth recommending”. His famous
paintings include “Kongzi Dizi Xiang” (fLF % F1% , Portraits of
Confucius’ Students), “Yingchuan Xianxian Tu” (#J!1%E % & , Saints in
Ying Chuan), “Zhou Li Tu” (B1*LE, Rites of the Zhou), “Qiu Shan Tu”
(FK WA, Autumn Mountains), and “Lijia Yiwu Tu” ((}LEEEHE , Liia

Cottage), etc. He was also a wonderful gin player, finishing the editing
of an ancient music book Jin Shi Nong ( (&R F) ).

Jing Hao (9th century-early 10th century c.)

Jing Hao was an important landscape painter and essayist of the Five
Dynasties (907-960) period. Jing spent much of his life in retirement
as a farmer in the Taihang Mountains of Shanxi province. In his art,
Jing followed the court painters of the Tang dynasty in emphasizing
the singular grandeur of the landscape. According to his essay Bifa Ji
( {£35%12) , “On Brushstrokes”), Taihang Mountain was so beautiful
that he brought papers and ink brushes into it and painted day after
day. Not until he painted thousands of landscapes, could he grasp
the mountain’s spirit. Jing Hao was the first great figure to adequately
depict the characteristic landscape of the north, because he always
observed and learnt from nature.

Mi Fu (1051-1107)

Mi Fu was a Chinese painter, poet, and calligrapher born in Taiyuan,
Shanxi during the Song Dynasty. In painting he gained renown for his
style of painting misty landscapes. This style would be deemed the
“Mi Fu Style” and involved the use of large wet dots of ink applied
with a flat brush. He is best known for his calligraphy, and he was
regarded as one of the four greatest calligraphers in Song Dynasty.
As a personality Mi Fu was noted as an eccentric. At times they even
deemed him “Madman Mi”. He also was known as a heavy drinker.

Su Shi (1037-1101)

Su Shi was a writer, poet, artist, calligrapher, pharmacologist, and
statesman of the Northern Song Dynasty. His courtesy name was
Zizhan and his pseudonym was Dongpo Jushi (Resident of Dongpo),
and he is often referred to as Su Dongpo. Su Shi was born in Meishan,
near Mount Emei in what is now Sichuan province. His brother Su Zhe
and his father Su Xun were both famous literati and they were called
The Three Sus. Su was among the earliest to advocate the scholar
painting and later founded Huzhou School. Su's poem was teeming
with exaggerated metaphors. A small group of them represented
the sufferings of the people, scolding governors' dissipation and
debauchery. His poems exerted great influence on the literature of later
generations. As to ci (lyrics), Su Shi and Xin Qiji were called Su-Xin
for their ci were both powerful and spontaneous. They brought new
atmosphere to the circle of ¢i and broke the monopoly of a restrained
style. Another of his contribution to ci was that he liberated ci from
music. From then on, ¢i became an independent lyric.

Wang Wei (701-761)

Wang Wei, sometimes titled the Poet Buddha, was a Tang Dynasty
Chinese poet, musician, painter and statesman. His courtesy name was
Mojie, and was from Hedong, the Yellow River area in southwestern
Shanxi. He is best known for his poems, which addressed the illusory
nature of beauty and the physical world. As well as being a poet,
Wang Wei was a painter of some note and the delicate, atmospheric
nature of his art is reflected in his poetry. None of his original paintings
survive, but copies of works attributed to him are also landscapes with
similar qualities. He influenced what became known as the Southern
school of Chinese landscape art, which was characterised by strong
brushstrokes contrasted with light ink washes. In his later years, he
lived at Wangchuan at Lantian, southeast of Chang'an.

Guo Xi (1020-1109)

Born in Wen county in present day Henan province, Guo Xi is not
only one of the greatest landscape artists, but also one of the most
influential art theorists in the Northern Song dynasty. Although his
style can be traced back to the Tang dynasty’s famous Li Cheng,
he experimented with a variety of different styles. Being a prominent
member of the Imperial Academy of Painting, Guo Xi's art ornamented
large parts of the imperial palace' especially during the reign of
emperor Shenzong who admired his work. Lin Quan Gao Zhi ( {#k

REEY , Collection of Hermit in Woods and Spring), written by Guo
Xi, is an important work of aesthetic ideology in Chinese painting.
It provides a deep analysis and research on Guo Xi's key aesthetic
ideology “Beyond Nature”. Guo Xi developed a strategy of depicting
multiple perspectives called “the angle of totality.” And his theory of
“Three Distances” shows that Chinese landscape painting had entered
a more mature stage. His important masterpieces include “Zao Chun”
(F%, Early Spring), “Keshi Pingyuan Tu” (£ &z, Old Trees, Level
Distance), “Guanshan Chunxue Tu” (%L#&E &), Spring Snow in
Guan Mountain) and “Yougu” (8%, Quiet Valley).

Qian Xuan (1235-1301)

Qian Xuan was a Song loyalist painter from Zhejiang and most of his
life was lived in early Yuan Dynasty. He started as an aspiring scholar-
official during the Southern Song. When the Mongol Yuan took over
China in 1276 he effectively gave up the idea of officialdom. Like many
of his compatriots, he turned to artistic pursuits to support himself.
He was accomplished in painting of ancient figure, landscape, fur-
and-feather, calligraphy, and flower-and-bird. In the field of landscape
painting, his theory and practice of returning the old tradition and
innovation in visual structure inspired many literati painters of the Yuan,
Ming and Qing dynasties.

Ni Zan (1301-1374)

Ni Zan is considered to be one of the four "Late Yuan" masters. He
was born into a wealthy family in Wuxi, which could afford him to be
educated despite the unavailability of high-paying governmental jobs
that traditionally were the reward for a rigorous Confucian education.
So he can choose not to serve the foreign Mongol dynasty of the
Yuan and lived a life of retirement and scholarship his whole life. He
called himself “Lazy Zan”, or “Pedantic Ni”. As a sticker of cleanliness,
Ni washed and cleaned his clothes several times a day, and even
washed the trees around his house. He was part of a movement
that radically altered the traditional conceptions of Chinese painting.
Their paintings depicted representations of natural settings that were
highly localized, portraying personally valued vistas that reflected their
individual feelings. His works include “Yuhou Konglin” (/g =#k , The
Empty Woods after Rain) and “Wuzhu Xiaoshi” (1% & , Bamboo
and Rocks).

Dong Qichang (1555-1636)

Chinese painter, calligrapher, connoisseur, theoretician, collector and
high official in late Ming Dynasty. Born in Huating (today’s Songjiang
in Shanghai), Dong’s courtesy name was Xuanzai or Yuanzai, and
his pseudonym was Si Bai and Xiangguang Jushi. He was the main
representative of the Huating School.

Eight Eccentrics of Yangzhou

Eight Eccentrics of Yangzhou is the name for a group of eight Chinese
painters in the Qing dynasty known for rejecting the orthodox ideas
about painting in favor of a style deemed expressive and individualist.
They all gathered in Yangzhou, a business center in China at that
time. The term was also used not only for geographic reason, but
also because they each had strong personalities at variance with the
conventions of their own time. Most of them were from impoverished
or troubled backgrounds. Still the term is, generally, more a statement
about their style rather than being a judgment of them as personally
being among history's noted eccentrics. The group includes Jin Nong,
Huang Shen, Gao Xiang, Li Fangying, Li Shan, Luo Ping, and Wang
Shishen. Other artists, such as Gao Fenghan, Bian Shoumin, Min Zhen,
and Hua Yan, are sometimes included. Their style was influenced by
Chen Chun, Xu Wei, Zhu Da, Shi Tao, and Gao Qipei.

Eight Masters from Nanjing

The Eight Masters of Nanjing (Nanjing’s old name was Jinling) were
a group of 17th century Chinese painters living in Nanjing. The most
prominent of them was Gong Xian. The famous painters in this group
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included Gong Xian, Fan Qi, Ye Xin, Zou Che, Gao Cen, Hu Cao, Wu
Hong, and Xie Sun. The style of their paintings was different.

Wilhelm Worringer (1881-1965)

Wilhelm Worringer was a German art historian. He is known for his
connection with expressionism. His best-known works are Abstraction
and Empathy in 1908, which was his doctoral thesis, and Form in
Gothic published in 1911. After World War |, Worringer became
a professor in Bonn University, where he wrote Egyptian Art and
Greek and Gothic Art. He moved to Konigsberg in 1928 and to East
Germany in 1945. He was a professor in Halle University when this
country was under the control of Soviet Union. In 1950 he settled
in Munich and lived there until his death. Worringer was influential
because he saw abstract as being in no way inferior to “realist” art,
and worthy of respect in its own right. This was critical justification for
the increased use of abstraction in pre-war European art.

Kang Youwei (1858-1927)

Kang Youwei, born in Foshan, Guangdong, was a famous scholar,
noted calligrapher and political reformist in Chinese modern history.
Kang came from a wealthy family of scholar-officials. He was a strong
believer in constitutional monarchy and wanted to remodel the country
after Meiji Japan. He was an important leader of a campaign to
modernize China now known as the Reform Movement of 1898 (or
Hundred Days' Reform). After the reform failed Kang fled to Japan,
where with his student Liang he organized the Protect the Emperor
Society. He returned China in 1914, after the Qing Dynasty fell and the
Republic of China was established.

Gong Xian (1618-1689)

A painter in Qing dynasty. His courtesy names included Bian Qian, Ye Yi,
Qi Xian, and his pseudonyms were Ban Mu (half acre) and Chai Zhangren
(old man of firewood). He was born in Kunshan in Jiangsu province and
later moved to Nanjing. One of the Eight Masters from Nanjing.

Chen Duxiu (1879-1942)

A founder of the Chinese Communist Party and a major leader in
developing the cultural basis of revolution in China. Chen Duxiu was
born in the city of Anging in Anhui province. He moved to Shanghai
in 1900 and Japan in 1901. It was in Japan where Chen became
influenced by western socialism and the growing Chinese dissident
movement. During this time, Chen became an increasingly influential
activist in the revolutionary movement against foreign imperialism,
the Qing government, and Yuan Shikai. In 1915, he chiefly edited the
magazine Youth (renamed as New Youth the next year), which started
the prelude of New Culture Campaign. In 1916, he was employed
to take charge of the science of arts in Peking University, where he
initiated the magazine of Weekly Review with Li Dazhao two years
later. Since then, he directly devoted himself into the struggle of
patriotic movement. He was one of the prominent leaders of the May
Fourth Movement of 1919. In the summer of 1920, he set up the
first communism group in Shanghai with the help of the Communist
International. From the first session to the fifth session of the national
congress of CPC, he was elected the head of communist party.

Lv Zheng (1896-1989)

Lv Zheng went to Japan to study art at twenty. Angry at Japanese
invasion in China, he soon returned to China. In 1918, Lv went to
Nanijing to assist Ouyang Jingwu to found the Cheen Institute of Inner
Learning (X 3R ZPR), an institute of Chinese Buddhism. Lv Zheng
was proficient in languages associated with Buddhism, including
Japanese, Sanskrit, Pali and Tibetan, and was one of the most
accomplished Buddhism researchers in China.

Lu Xun (1881-1936)
Lu Xun is a famous writer, thinker, and revolutionist of the 20th
century in China. Born in Shaoxing, Zhejiang province, Lu Xun was
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first named Zhou Zhangshu and later renamed Shuren, literally, “to
nurture a person”. In 1904, he went to Japan to pursue a Western
medical degree at Sendai Medical School, where, however, he found
it was more important to cure his compatriots' spiritual ills rather their
physical diseases. He decided to be a wrtier. In 1918, Lu Xun used his
pen name for the first time and published the first major baihua short
story, “A Madman's Diary”, in the magazine New Youth. It immediately
established him as one of the most influential writers of his day. Both
his first short story collection Call to Arms (published in 1923) and the
second collection Wandering (published in 1926) won him a reputation
as one of the founders of Chinese Modern Literature. Although highly
sympathetic of the Chinese Communist movement, Lu Xun himself
never joined the Chinese Communist Party despite being a staunch
socialist as he professed in his works.

Xu Beihong (1895-1953)

Xu Beihong (born in Yixing, Jiangsu) was a modern Chinese painter,
art educator and art theorist. Considered a modern master in China,
he merged Western techniques with classic Chinese approaches.
From the beginning of 1919, Xu studied western art overseas in Paris,
Berlin and Belgium. In 1927 he came back to China and taught art
in several academies. After the foundation of the People’s Republic
of China, he became president of the Central Academy of Fine Arts
and chairman of the Chinese Artists Association. Xu stuck to a way of
realism, and his famous paintings include “Tianheng Wubaishi” (FH &
A E T, Tianheng and Five Hundred Brave Men), and “Yugong Yishan”
(/A% 1L, Foolish Old Man Removing a Mountain).

“Refugees”

“Refugees” (ink and colour on paper, 200x2600cm) is the
representative work painted by Jiang Zhaohe, who started the creation
of “Refugees” at the Japanese occupied areas in Beiping in 1941.
It vividly describes a hundred refugees trying to escape from the
bombing in the war.

Qi Baishi (1864-1957)

Qi Baishi was a Chinese ink painter. Born to a peasant from Xiangtan,
Hunan, Qi became a carpenter at fourteen. He first learned to paint by
himself, then studied literature, seal carving, calligraphy and painting
from local literati Chen Shaoran and Hu Qinyuan. In the following years
he could make a living by selling paintings and seal carving. After he
turned 40, he traveled five times to visit famous scenic spots in China.
He is most noted for his whimsical, often playful style of ink and wash
works. All of his works show no western influences, which was unique
and different from most artists at his time. At the age of 90, he was
honored as "People's Artist" by the Chinese Ministry of Culture, and
was selected chairman of the Chinese Artists' Association. In 1956 he
was awarded the Nobel Peace Prize by the United Nations and later,
after his death, was listed as a world cultural celebrity.

Hui Shouping (1633-1690)

Born in Wujing in Jiangsu province, painter Hui Shouping was one
of the Six Masters in Early Qing dynasty, which included Wu Li and
the Four Wangs too. Among the Six, only Hui Shouping excelled at
both landscape and flower-and-bird. His renovation in flower-and-bird
painting won him the reputation of important flower-and-bird painter in
early the Qing dynasty.

Shui Tianzhong (1935-)

Shui Tianzhong was born in 1935, in Lanzhou, Gansu province with
Han ethnicity. He graduated from the Xian Northwest Academy of
Art (renamed the China Xian Academy of Fine Arts) in 1955. Shui
has lived and worked in Lanzhou, Pingliang and other places as an
artist, art editor, art critic and teacher. In 1991 Shui graduated from
the Graduate School of China Art Academy, and he is currently a
researcher at the Graduate School of the China Art Academy. He
was head of the fine arts department at the Graduate School of the

China Art Academy, in charge of graduate students, deputy head
of academic committee at Graduate School of China Art Academy,
member of board of academic juror committee; chief editor at
History and Theory of Fine Arts, Journal of Fine Arts; Juror member
of People Republic of China’s Ministry of Culture Researcher Series.
He was rewarded Outstanding Specialist along with funding from the
State Council. For a long time Shui has participated in the research
of Chinese contemporary art history and contemporary art criticism
writing. He published Conversation on Chinese Contemporary
Painting, Tracing Twentieth Century Chinese Painters, Passing Through
The Seasons and other works. In the past few years Shui curated and
organized several national art exhibitions. He participated in numerous
national and international forums; he edited Twentieth Century Art in
China, Twentieth Century Chinese Oil Painting, Chinese Contemporary
Art Criticism Series, now in its twenty-fourth edition; edited Chinese
Calligraphy Connoisseurship Dictionary, A Century of Chinese Art
Reader, Chinese Art Glossary, Chinese Museum Collection Series —
Twentieth Century Art in China. Shui is currently deputy director of the
Chinese Artist Association theory committee, head of the Yanhuang
Museum of Art academic committee, director of the Chinese Ol
Painting Association, secretary general of the Chinese Studies
Association; as well as a visiting professor in the fine art department at
Shanghai University, and the China Xian Academy of Fine Arts.

Yi Yuan Lun Hua (On Paintings by Yi Yuan)

Yi Yuan Lun Hua (BiEEi£®& , On Paintings by Yi Yuan) is an essay
collection written by Song Nian. Song Nian’s courtesy name was Xiao
Meng, and his pseudonym was Yi Yuan. He founded the Painting
Association of Zhenliu in Ji'nan during the reign of emperor Guangxu.
The lectures he wrote for the association was collected, named Yi
Yuan Lun Hua.

Xinhai Revolution

The Xinhai Revolution, named for the Chinese year of Xinhai (1911), was
the overthrow of China’s ruling Qing Dynasty and the establishment of
the Republic of China. The revolution began with the armed Wuchang
Uprising and the spread of republican insurrection through the southern
provinces, and culminated in the abdication of the Xuantong Emperor
after lengthy negotiations between rival Imperial and Republican regimes
based in Beijing and Nanjing respectively. Led by Sun Zhongshan,
the Revolution inaugurated a period of struggle over China’s eventual
constitutional form, which saw two brief monarchical restorations and
successive periods of political fragmentation before the Republic’s final
establishment. Leaving the brilliant impression on China modern history,
the Xinhai Revolution is a great piece of poalitical affairs, which is the first
time a Democracy republic had been established China. It overthrew the
Qing dynasty and founded the Republic of China. This emancipated the
people from the rule of the feudal system.

May Fourth Movement

The May Fourth Movement takes its name from the massive popular
protest that took place on May 4th, 1919 in Beijing, China. It was an
anti-imperialist, cultural, and political movement in early modern China,
and it marked the upsurge of Chinese nationalism, and a re-evaluation
of Chinese culture. Science and democracy became the code words
of the movement. The May Fourth Movement came out from the New
Culture Movement.

Taiji

First mentioned in the Book of Change, Taiji (or Taichi) is an important
concept in Chinese history of thought. It was a state of primeval
chaos before the birth of the world and before the world split into Yin
and Yang (Two Aspects). Taiji was said to be the primary stuff of the
universe.

The Book of Change
The Book of Change ( {E %) ) is a Chinese classical book from the

Zhou dynasty. Its Chinese name is Zhou Yi ( {EIZ) ), or Yi ({5 ),
or Yi Jing ( {H£) ). “Yi” means change. As the result of ancient
Chinese intelligence, the book was about the essence and laws of
the universe. lts influence on Chinese culture lasted for thousands of
years.

Heidegger (1889-1976)

Martin Heidegger was a German philosopher. His thinking has
contributed to such diverse fields as phenomenology, existentialism,
hermeneutics, political theory, psychology, theology, and
postmodernism. His main concern was ontology or the study of being.
His best-known work is Being and Time.

Lang Shaojun (1939-)

Art historian, critic, and Director of the Modern Art Research Center
at the Art Research Bureau in China Art Research Institute, Liang was
invited to lecture in many universities, art academies, and museums in
Japan, the United States, Singapore, Taiwan, Hong Kong and China.
His publications include On Modern Chinese Art, Reconstructing
Chinese Outstanding Art, and A Compendium of Contemporary
Chinese Art Theory.

Liu Xilin (1942-)

Liu Xilin is the dean of the Research Department in the National Art
Museum of China, a member of the theory committee of the China
Artists Association, editor of the magazine Fine Art, researcher
in China Central Academy of Fine Art, and emeritus professor of
Shangdong College of Art. He is the author of Chinese Painting and
Modern China.

Wan Qingli (1945-)

Born in Beijing, Wan Qingli is a teacher, scholar and art connoisseur
in China. He learned painting from professor Xiao Shufang and Wu
Zuoren. He was also a student of the great artists Li Keran and Lu
Yanshao. He studied under Dr. Chu-tsing Lee and received his Ph.D.
from Kansas University. From 1989 he tood the position of professor
of Chinese Art at Hong Kong University.

Chen Shizeng (1876 -1923)

Courtesy name Chengke. A critic, painter, and educator of early 20th-
century China. His brother is famous Chinese historian Chen Yinke.
In 1902 Chen went to Japan to study natural history. In 1913 Chen
went to Beijing and became an editor in the Ministry of Education the
next year. He published a very inspiring essay called “The Value of
Literati Paintings” in 1921, pointing out the relationship between literati
paintings and traditional Chinese philosophy. He said that each scholar
painting had a special meaning behind it.

Hong Huizhen (1946-)

Art theorist. He taught art history in Zhejiang Art Academy until he was
transferred to Art Education Academy in Xiamen University, where
he taught landscape painting. Hong is a member of the China Artists
Association.

Li Bai (701-762)

Li Bai was a Chinese poet. Li Bai is often regarded, along with
Du Fu, as one of the two greatest poets in China’s literary history.
Approximately 1,100 of his poems remain today. Li Bai is best known
for the extravagant imagination and striking imagery in his poetry, as
well as for his great love for liquor. Li Bai is considered as the foremost
romantic poet after Qu Yuan. And he is one of the most renowned and
admired poets in China.

Li Gonglin (1049-1106)

Gonglin, courtesy name Li Boshi, pseudonym Longmian Jushi
(Resident of Sleeping Dragon), was a Chinese painter, civil officer and
archaeologist in the Northern Song Dynasty. He became famous for
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his paintings of horses, then he turned to Buddhist and Taoist religious
painting, as well as portrait and landscape painting. His painting style
was attributed to the style of Gu Kaizhi and Wu Taozi, developing their
technique of line drawing. “Lin Weiyan Mufang Tu” (If5 5 EHURE ,
Painting after Wei Yan's Pasturing Horses) is his most famous painting.

Liang Kai (early 13th century c.)

Liang Kai was a Chinese artist who studied with, and then excelled,
his master, Jia Shigu. In 1210, he was awarded the rank of Painter-
in-Attendance at court, but he refused it. Instead, calling himself
“Madman Liang”, he spent his life drinking and painting. Eventually, he
retired and became a Zen monk. Famous for his figure painting, Liang
is credited with inventing the Zen school of Chinese art. He managed
to capture figures’ essences by simplicity and understatement of the
work. Simplicity means the fundamental lines of a figure. His style
influenced many painters in Ming and Qing dynasties even modern
China. His famous paintings include “Liuzu Zhuozhu Tu”, (BRI,
The Sixth Patriarch (Hui Neng) Chopping the Bamboo), “Bagaoseng
Gushi Tu” (/\E{E#ZER , Painting of the Eight Monks), and “Pomo
Xianren Tu” (& 2&/LAE , Immortal in Splashed Ink).

Mu Xi (13th century c.)

Surname Li, Buddhist name Fachang, and Hao, Mu Xi was a native of
Sichuan Province. His year of birth is unknown. He was a monk and
a painter from the late-Song to early-Yuan periods. He was skilled at
painting Bodhisattvas, figures, birds and flowers, wild beasts (dragons,
tigers, monkeys and cranes), landscapes and vegetation. His brush
stroke was executed freely with both meticulous brushwork and free
sketch painting, which resulted in mixed reviews from his successors.
The aura rendered by his brush invokes the realm of Zen. Most of his
works are now found in Japan and are widely appreciated.

Chen Banding (1877-1970)

Real name Chen Nian, courtesy name Banding, Chen was adept in
idea-sketch painting of flowers, landscapes and human figures. His
technique was influenced by Wu Changshuo.

Liu Xiaochun (1941-)

Liu Xiaochun was born in 1941 in Luoyang, Henan province and of
Han ethnicity. He graduated from the China Central Academy of Fine
Arts in 1966, and in 1979 he entered the Fine Art Study Department
at the Graduate School of China Art Academy. There he received his
Graduate and PhD degrees in 1981 and 1985, respectively. Liu was
the chief editor at Fine Arts In China, and he was deputy director
of the Graduate School Committee at the China Art Academy.
He has published over two hundred books, essays and reviews,
including: his graduate thesis Theory on Qing Terracotta Warriors,
which later became part of the Chinese New Literary Art Annals; his
PhD Dissertation From Animal Pleasure to Human Aesthetics was
the first to be honored with a Research Award by the Chinese Art
Research Institute in 1988; and he produced an art criticism anthology
Dissemination and Reconstruction — Theorize Chinese Contemporary
Art. Liu is a member of the Chinese Art Research Institute’s Fine Arts
Division. He is also a part-time contributor to the Theory Committee at
the Chinese Fine Arts Association.

Li Yu (1611-1679)

Li Yu was born in Lanxi in Jiangsu province. Courtesy names Lihong
and Zefan, Pseudonym Li Wong. Li Yu's plays and dramatic theory
are his biggest accomplishments. Ten of his plays remain, including
Bi Mu Yu ( {tt B &) , "Flatfish”) and Feng Zheng Wu ( { X&iR) ,
“Errors Caused by the Kite”). In his book Xian Qing Ou Ji ( {1518
2 , “Occasional Notes with Leisure Motions”), he divulges useful
information pertaining to cooking, architecture, collections and
planting. He also wrote a book of short stories called Shi'er Lou ( {+=
#£) , “Twelve Towers”).
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Aoki Masaru (1887-1964)

Famous Japanese Sinologist. Doctor Aoki Masaru was professor in
Yamaguchi University in Japan, a member of The Japan Academy,
and a member of The Sinological Society of Japan. He specialized in
the research of Chinese literature and drama.

Li Tang (1050-1130 c.)

Li Tang was born in Henan province in the town of Sancheng. He lived
in the latter part of the eleventh century and into the first half of the
twelfth, flourishing as a painter principally between the years 1100 and
1130. Li Tang spent most of his life in the capital at Kaifeng, where he
was an important member of the Imperial Painting Academy and a
friend of Emperor Huizong. Li Tang painted traditional Song landscapes,
but is best known for his droll, rustic genre scenes, and for his precise
paintings of water buffaloes, executed in fine line and showing both
movement and character. When the Mongols invaded northern China in
1122, and the Emperor was taken prisoner, Li Tang, then over seventy-
five years old, moved south to Hangzhou to teach in the New Academy
there. He brought with him the disciplined Song style of brushwork.
“Ru Niu Tu” (FL4 &, Child on Buffalo), “Cai Wei Tu” (X7, Pick the
Rosebush), and “Wanhe Songfeng Tu” (F7 8 A K&, Whispering Pines
in the Mountains) are some of his most famous works.

Jian Jiang (1610-1664)

Jian Jiang was from She county of Anhui province and a member of
the Anhui or Xin'an school of painting in Qing dynasty. His original
name was Jiang Tao. He is noted for painting Mount Huangshan. After
the fall of the Ming dynasty he became a monk, Budhhistic monastic
name Hong Ren. This makes him one of the "Four Monks" along with
Zhu Da, Shi Tao, and Kun Can.

Four Wangs

The Four Wangs were four Chinese landscape painters in the 17th
century, all called Wang. They were Wang Shimin (1592-1680),
Wang Jian (1598-1677), Wang Hui (1632-1717) and Wang Yuanqi
(1642-1715). They were fervent followers of Dong Qichang of the late
Ming. The Four Wangs are grouped together for two main reasons.
They were all related by blood or in student-teacher relations, working
in the same period at the end of the Ming and beginning of the
Qing. The second reason is their artistic tendencies and the fact that
they belonged to the same tradition and shared the same beliefs
concerning art. It can be said that the Four Wangs stressed the
importance of technique of brush and ink application and meticulous
copying of ancient forms.

Zhang Yanyuan (c. 815-7)

Zhang Yanyuan, courtesy name Aibin, was a Chinese art historian,
scholar, calligrapher and painter of the late Tang Dynasty. He was born
to a high ranking family in present-day Yuncheng, Shanxi. Zhang wrote
several works about art and calligraphy, among them Fashu Yaolu
( CGEPER) , "Compendium of Calligraphy"), a collection of poems
on colour paper, and Lidai Minghua Ji ( { FRB&iZ) , "Famous
Paintings through History") - a general arts book, about the famous
historical paintings. Zhang created his own style of art history writing,
combining historical facts and art critic. His book also described the
painter's lives thoroughly, including biography and works.

Fang Xun (1736-1799)

Courtesy name Landi or Lanru, pseudonym Lanshi, Lanru, Lansheng,
Changging and Yu’er Nongxiang, Fang Xun was born in Shimen,
Zhejiang province. He was said to be an impetuous and upright
person, as unsophisticated as a monk. Fang was good at poems,
calligraphy and painting. As a painter he was on a par with Xi Gang,
called Fang and Xi by their contemporaries.

Zou Yigui (1686-1772)
Chinese poet, literati, calligrapher and painter from Qing dynasty in the

18th century. He was a student of Hui Shouping, and as his teacher,
Zou also excelled at flower painting in bright colours. In his book
Xiaoshan Huapu ( {/NLU##EY , “Painting Manual of Xiaoshan”), Zou
elaborated on techniques of flower painting, composition, colouring,
staining, methods to paint trees and rocks, shading, painters, schools
of painters, pigments, framing, and papers, in which he said: “Western
painters are good at delineating, so their paintings, regardless of
distance and light, faithfully represent the real objects. All the figures,
houses and trees that are drawn have shadows. The colours and
techniques of painting used by them are completely different from
those in Chinese painting. The compositions range from wide to
narrow, and can be measured by triangle. Palaces, rooms and walls
in the paintings are so vivid that the audience may wish to enter
them. If learners learn from their craft, they can get some inspiration.
But western paintings have no brushwork at all, so in spite of their
technical dexterity, they cannot be classified as artworks as such.”

Shao Dazhen (1934-)

Shao Dazhen was born in 1934. In 1960 he graduated from the
Leningrad Arts Academy in Russia. Shao is the director of China
Artists Association, a professor at the China Central Academy of Arts,
chief editor at Journal of Fine Arts, World Art; a teacher of graduate
students at Leningrad Arts Academy. His publications include:
Modernist Art Conversation, Traditional Art and Modernist Art, Western
Modern Art Ideology, Ambiguous Sensitivity — Chinese Contemporary
Art Thesis Collection. He has given lectures in Russia, Australia, ltaly,
France, Germany, The United States, Singapore, Malaysia, Hong Kong
and Taiwan. He regularly contributes contemporary art criticism writing
to Chinese and international magazines.

Wang Xun (1915-1969)

Historian of Chinese Modern Art. Wang Xun studied Civil Engineering,
Chinese Literature, and Philosophy in Tsinghua University in Beijing.
Wang became a professor in China Central Academy of Fine Art
(CAFA), and member of the editorial board of periodicals Fine Art and
Art Research. In 1957 he founded the first Art History Department in
CAFA, which was also the first in China.

Wanmu Caotang Canghua Mu (Catalogue of Painting Collection in
Ten Thousand Vegetation Pavilion)

Wanmu Caotang Canghua Mu ( { FREZ#E H) , Catalogue of
Painting Collection in Ten Thousand Vegetation Pavilion), accomplished
in 1917, was one of Kang Youwei (1858-1927)’s signature works. It
consists of a foreword and afterword, and discusses art from different
historical periods. Kang Youwei clearly states his view of reforming
Chinese painting in the foreword. Even though this compilation is titled
as a list of paintings, its critical writings make up most of the volume.
It is a work of art theory by Kang Youwei, coupled with his theories
on calligraphy compiled in Guangyizhou Shuangiji ( {7~ Z /W) ).
An acclaimed calligrapher and art collector; Kang Youwei was deeply
perplexed by the fate of Chinese panting in the modern period and
showed deep concern for its fate. In compiling this collection, he was
motivated by his study and reflections on the history of Chinese art in
order to refresh the waning of art theory from the late-Ming to Qing
period.

Cai Yuanpei (1868-1940)

Cai Yuanpei was a Chinese educator and the chancellor of the Peking
University, known for his critical evaluation of Chinese culture that led
to the influential May Fourth Movement. Born in Shaoxing, Zhejiang
Province, Cai was appointed to the Hanlin Imperial Academy at 26.
In 1898, he became involved in administering institutes and became:
Superintendent of Shaoxing Chinese-Western School, Head of Sheng
District Shanshan College, Director-Teacher of the Special Class of
Nanyang Public School. He established Guangfuhui in 1904 and joined
Tongmenghui the next year. After studying philosophy, psychology, and
art history in the University Leipzig of Germany in 1907, he became

the provisional Republic's Minister of Education in January 1912,
but later resigned during Yuan Shikai's presidency. Subsequently, he
returned to Germany, and then went to France. Cai came back to
China in 1916 to became the Chancellor of Peking University the next
year. It was during his tenure at Peking University that he recruited
such famous thinkers (and future CCP leaders) to the school as Chen
Duxiu and Li Dazhao. In 1927, he co-founded the National College of
Music, which later became the Shanghai Conservatory of Music. In
April 1928, he became the first president of the Academia Sinica. Cai
proposed the equal importance of five ways of life — "Virtue, Wisdom,
Health, Collective, and Beauty". He was also an opponent of women’s
foot binding, as well as being a proponent of women's right to divorce
and remarriage.

Russian Realism

Russian Realist literature came into being during the 1830s and
was primarily characterized by portrayals of grim reality under the
Czar’s autocracy and serf system. Moreover, it was closely related
to the Russian Liberation Movement. Writers of different styles, such
as Pushkin, Gogol, Herzen, Turgenev, Dostoevsky, Alekseevich,
Goncharov, Shchedrin and Ostrovskij reflected upon many crucial
issues during the development of Russian society. They ruthlessly
revealed and offered poignant criticisms and simultaneously took on
roles as “new members” amongst common intellectuals to offer the
“silver lining for a grim monarch.” As the critical strength of Western
Realism waned in the ‘70s and ‘80s, the works of Tolstoy, Chekhov
and Kirilenko continued to develop and expand on Realism.

Socialist Realism in Soviet Union

Socialist realism became state policy in 1932 when Stalin promulgated
the decree "On the Reconstruction of Literary and Art Organizations".
The Union of Soviet Writers was founded to lead the output of authors,
and the new policy was rubber-stamped at the Congress of Socialist
Writers in 1934. The Statute of the Union of Soviet Writers in 1934
stated that “socialist realism is the basic method of Soviet literature
and literary criticism. It demands of the artist the truthful, historically
concrete representation of reality in its revolutionary development.
Moreover, the truthfulness and historical concreteness of the artistic
representation of reality must be linked with the task of ideological
transformation and education of workers in the spirit of socialism.”
It became a standard definition of Socialist Realism since then. The
Soviet Union exported socialist realism to China after 1949. It became
the predominant art form during the early stage of PRC.

Jiang Zhaohe (1904-1986)

Chinese painter. He was influenced by Xu Beihong’s theory of realism
and assertion of Chinese painting reforming. In 1930s, he was
impelled by the left-wing literary and art movement, starting to create
works of their style. During the Japanese invasion, he created his most
famous painting “Refugees”.

Ye Qianyu (1907-1995)

Ye Qianyu was a famous cartoonist in the 1930s. He is presumably
the first Chinese comic artist to use speech balloons, in a strip created
in 1929. Shanghai Magazine Co. published his cartoon collections of
Mr. Wang ( {E%4) ) and Anecdotes of Xiao Chen in Beijing ( €/)\B&
BRIPEY ) in the late 1930s.

Guan Liang (1900-1986)

Courtesy name Liang Gong. He studied western style painting at the
Pacific Arts School in Tokyo, Japan. In 1922 he returned to China
and began to teach art at various arts schools in Shanghai. In the
Northern Expedition War he quit his job and went to the war. Guan
Liang was famous in drawing traditional opera figures. His published
books include Drama Characters ( % R EIA47) ) and Guan Liang
Catalogue ( < REE) ).

517



Zhou Sicong (1939-1996)

Zhou Sicong was known for her figurative paintings. Her works include
“A Corner of Yihe Garden”, “The People and the Prime Minister”,
“Miner”, etc. Zhou was ranked as first grade artist in the Beijing
Chinese Painting Academy and vice-chairman of the China Artists
Association.

Lu Chen (1935-)

Lu Chen is good at ink painting of figures and calligraphy. He learned
painting at Suzhou Art School, and graduated from the China Central
Academy of Fine Art (CAFA) in 1958, majored in Chinese painting. Lu
was a student of Ye Qianyu, Jiang Zhaohe, Li Keran and Liu Lingcang.
Now he’s a professor at CAFA.

Ni Yide (1901-1970)

QOil painter, art critic and writer in China. He joined the Creative Society
(B354, a group of left-wing literati active in the 1920s in China, most
of its members had returned from Japan) in 19283, and published
novels, new poems, essays and plays on many publications such as
Literature Paper and Creation Monthly. Ni Yide excelled at oil painting,
especially at figure, still life and scenery.

Huang Zhuan

Huang Zhuan, graduated from the History Department at Hua Zhong
Normal University in 1982 and obtained a Literature Master degree in
Chinese Art History at Hubei Institute of Fine Arts. Having received Wu
Zuoren Art Foundation for his master degree dissertation, Huang now
teaches at Guangzhou Academy of Fine Art as Associate Professor
and supervisor of master students. He has edited MeiShu Sichao
(The Trend of Art Thought) and Hualang (Art Gallery) and organized/
curated Returning Home: Chinese Experimental ink painting exhibition
(San Francisco, 1995), The First Academic Exhibition of Chinese
Contemporary Art (China Beijing / Hong Kong, 1996), Beyond the
Future: Third Asia-Pacific Triennial of Contemporary Art (China)
(Queensland, 1999) and Image is Power (2000). Huang is now the
art director of OCT Contemporary Art Terminal at He Xiangning Art
Museum.

Conceptual Ink Painting

Art Critic Huang Zhuan conceptualized the term Conceptual ink
painting. Based on the essay he written on the topic, he emphasizes
identity and difference in a period of post-colonialism. As the symbol
of national identity, ink painting should find its position in the context
of Contemporary art at a global level and find its voice on issues of
Contemporary culture and society.

Pierson (1925-)

Frank R. Pierson is an American screenwriter and film director. He
helped write Dog Day Afternoon, which won Pierson his only Oscar
statuette. He was President of the Academy of Motion Picture Arts
and Sciences (AMPAS) from 2001.

Joseph Beuys (1921-1986)

Joseph Beuys was an influential German artist who came to
prominence in the 1960s. He is most famous for his ritualistic public
performances and his energetic championing of the healing potential
of art and the power of a universal human creativity. A charismatic and
controversial figure, the nature and value of Beuys’s contribution to
Western art has elicited a hotly contested and often polarised debate.

Minimalism

Minimalism describes movements in various forms of art and design,
especially visual art and music, where the work is stripped down to
its most fundamental features. As a specific movement in the arts it is
identified with developments in post-World War Il Western Art, most
strongly with American visual arts in the late 1960s and early 1970s. It
is rooted in the reductive aspects of Modernism.

518

Wang Nanming (1962- )

Chinese artist, critic and independent curator. He studied and
practiced traditional calligraphy for a long period, and since the 1990s
has became a critic and curator in the field of modern calligraphy and
contemporary art.

Achille Bonito Oliva (1939- )

Achille Bonito Oliva is a highly recognized and respected ltalian
contemporary art critic, author of essays on mannerism, and a teacher
of History of Contemporary Art at La Sapienza University in Rome.
Oliva has curated thematic and interdisciplinary exhibitions both in Italy
and abroad. He directed the 45th Venice Biennale, and was awarded
several prizes and recognitions, such as the Valentino d’Oro, an
international prize for art critics.

Popper (1902-1994)

Sir Karl Raimund Popper was an Austrian and British philosopher.
He is counted among the most influential philosophers of science
of the 20th century, and also wrote extensively on social and
political philosophy. Popper is known for repudiating the classical
observationalist / inductivist account of scientific method by advancing
empirical falsification instead; for his opposition to the classical
justificationist account of knowledge which he replaced with critical
rationalism, “the first non justificational philosophy of criticism in
the history of philosophy” and for his vigorous defense of liberal
democracy and the principles of social criticism which he took to
make the flourishing of the “open society” possible. His The Poverty of
Historicism and The Open Society and its Enemies are two important
masterpieces in the history of thoughts.

Fan Jingzhong (1951-)

Fan Jingzhong, art historian. Fan is a professor of China Academy
of Art in Hangzhou, Zhejiang province, and he used to teach in Inner
Mongolia normal university. He was also the chief editor of New Art
( €FZEARY ) and Translations of Work on Art ( {ZEARZFMY ).

Cao Yigiang (1957-)

Cao Yigiang, a student of Francis Haskell, Ernst Gombrich and
Michael Baxandall, is professor of art at the National Academy of Art,
Hangzhou, and specially appointed professor of the history of ideas
at Nanjing Normal University. A propelling force among Chinese art
historians working to translate English-language art history, Cao has
committed his scholarship to advancing and enriching the techniques
of Chinese art history.

Yan Shanchun (1957-)

Born in 1957 in Hangzhou and graduated from Zhejiang Academy of
Fine Arts (now the China Academy of Art) in 1982, Yan Shanchun is
the first grade artist in the Shenzhen Chinese Painting Academy. Co-
authoring with Huang Zhuan, Yan Shanchun wrote The Taste, Pattern
and Value of Literati Painting and A Study Series of Chinese Painters
in Twenty Century — Pan Tianshou.

Wang Lin

Wang Lin, whose parents were originally from Liaoning, was born
in Xi’an and grew up in Chongaing. In 1977 he enrolled in the
Department of Chinese Language and Literature at Chongging Normal
College; in 1985 he enrolled in the Art History Department at the China
Central Academy of Fine Arts; and he currently teaches at the Sichuan
Fine Arts Institute. He has published many works, including Fine Arts
Morphology, The Appearance of Chinese Contemporary Art, and over
two hundred articles. He organized several exhibitions, including
Contemporary Chinese Art Research Document Exhibition.

New Literati Painting
It’s a culture phenomenon arose at the end of the 1980s, which is also
known as “Chinese New Literati Painting”. It isn’t an art organization

with a defined manifesto. Nor is it a regional school with a distinctive
style. Most artists of this school were trained as socialist realist figure
painters and educated during a period when traditional painting
techniques and principles were largely prohibited in the schools, but
they have now rejected both the subject matter and styles of that era
and named themselves New Literati Painters. However, their paintings,
even at its most traditional, are employing unprecedented techniques
to create novel images, betraying the past by a sense of ironic pathos
or even cynicism.

Zhu Xinjian (1952-)

On of the representative artists of the “New Literati Painters”. He
designed many famous cartoon characters, which were nominated for
several film festivals such as Golden Rooster Awards.

Feng Zikai (1898-1975)

Chinese modern painter, cartoonist, translator, writer, and art and
music educator. He was a student of Li Shutong, After graduation
he went to Tokyo to study music and art, where he was influenced
by Japanese painter Takehisa Yumeji's style, and started to portray
children’s life to cartoons after he came back to China. He published a
number of albums, including Zikai’s Cartoons.

Wu Guanzhong (1919-)

Chinese painter. Wu Guanzhong’s paintings have the colour sense and
formal principles of Western paintings, but a spirit and tonal variations
of ink that are typically Chinese. Natural scenery is reduced to its
essentials - simple but powerful abstract forms. Wu Guangzhong has
had solo exhibitions in major art galleries and museums around the
world. His paintings were exhibited at the British Museum in 1992,
which was a first for a living Chinese artist.

Ding Shaoguang (1939- )
Born in Shanxi, Ding Shaoguang is a Chinese artist. He is the founder
and representative painter of Yunnan Painting School.

Shi Guo (1953-)

Chinese experimental ink painter. Shi Guo learned art from his father
Shi Lu, and now he is the dean of the Design and Art Department of
Zhuhai Campus of Beijing Institute of Technology.

Li Xiaoxuan (1959- )
Chinese painter. He is adept in modern figures of ink and wash. Now
he works as the vice professor at the Tianjin Academy of Fine Art.

Dong Kejun (1939-)
Painter, art critic. His works focus on the life and culture in mountain
areas, and he's an important painter of “Guizhou Art Phenomenon”.

Dai Guangyu (1955-)
Independent artist. Dai Guangyu was born in Chengdu in 1955 and
now resides in Chengdu.

Harmony Between Man and Nature

Harmony between man and nature is one of the fundamental
concepts in classical philosophy. There are two tiers of meaning within
this concept. The first tier is the coherence between man and nature;
the universe is the world at large and people form the smaller one. The
second tier is the similarity between man and nature, or the connection
between them, which implies that man and nature are in essence
connected and therefore, all matters of man should follow their natural
course to attain harmony between the two. Laozi said, “Man rules the
earth, earth rules heaven, heaven rules the way, and the way of ruling
is as is.” This demonstrates the similarity and connection between
man and nature. The Confucian school in the pre-Qin period promoted
harmony between man and nature and became one of the key views
of Confucianism for two thousand years.

Lu Shengfu (1949-)

Lu Fusheng was born in November, 1949, in Dongyang, Zhejiang
province. Lu specializes in traditional Chinese painting and fine arts
theory. He graduated from the Chinese Painting Department at the
China Academy of Art in 1981. Currently Lu is chief editor and copy
editor at Shanghai Calligraphy and Painting Publishing House; editor
of Cloud and Calligraphy magazines; an artist at the Shanghai Chinese
Painting Academy; and a professor at Shanghai University’s Fine Art
Department. His work Ornamental Phoenix Hairpin received a silver
prize from the 6th National Art Competition, and entered the National
Art Museum of China collection. His publications include Lu Fusheng:
Portrait Paintings Series, Contemporary Chinese Painting Selected Set
— Lu Fusheng, Discussion on Harmony, The Way of Life in Calligraphy,
as well as other works.

Four Masters of the Yuan Dynasty

The Four Masters of the Yuan Dynasty is a name used to collectively
describe the four Chinese painters Huang Gongwang, Wu Zhen, Ni
Zan, Wang Meng active in the Yuan Dynasty. Wang Shizhen said in
his Yiyuan Zhiyan ( {Z%EE=) , Comments On Art), that the Four
Masteres were Zhao Mengfu, Wuzhen, Huang Gongwang and Wang
Meng, but it was not widely accepted. They worked during the Yuan
period and were revered during the Ming Dynasty and later periods
as major exponents of the tradition of literati painting, which was
concerned more with individual expression and learning than with
outward representation and immediate visual appeal. They were
all natives in Southern China, all were good at ink landscapes, and
all were influenced by Zhao Mengfu. The Four Masters were noted
for their lofty personal and aesthetic ideals, the art of landscape
painting shifted from an emphasis on close representation of
nature to a personal expression of nature's qualities. They spurred
experimentation with novel brushstroke techniques, with a new
attention to the vocabulary of brush manipulation.

Xu Wei (1521-1593)

Xu Wei was a Ming Chinese painter, poet and dramatist famed for
his artistic expressiveness. His courtesy names were Wenging and
then Wenchang. His various pseudonyms were Tianchi Shanren (The
Mountain-man of the Heavenly Pond), Qingteng Jushi (Resident of the
Green Vine House) and Shutian Shuiyue (The Water and Moon of the
Bureau’s Farm). Revolutionary for its time, his painting style influenced
and inspired countless subsequent painters, such as Zhu Da, the Eight
Eccentrics of Yangzhou, and the modern masters Wu Changshuo
and Qi Baishi. Xu Wei can be considered as the founder of modern
painting in China. In addition Xu was a relatively unknown playwright,
authoring four plays. Xu Wei was also a poet of considerable note.
His works available today are Xu Wenchang Quaniji ( {2 X£ %) ,
“Xu Wenchang’s Collected Works); Xu Wenchang Yicao ( {30k
) , “Xu Wenchang’s Cursive Scripts); and Si Sheng Yuan ( T 7=
3=) , “The Four Shrieks of the Ape”), a poetic drama of Yuan style;
Nanci Xulu ( B8R |, “Account of the Southern Style of Drama”),
a book of drama theory. Xu Wei's influence continues to exert itself.

Four Monks

The Four Monks were four famous monk painters in early Qing
dynasty. They are Bada Shanren (Zhu Da), Shi Tao (Zhu Ruoji), Hong
Ren (Jian Jiang) and Kun Can (Shi Xi), who lived in late Ming dynasty
and early Qing dynasty. Out of them, Bada Shanren and Shi Tao
were from royal family of Ming dynasty. The four monks painted in
reaction to conservative trends where artists were preoccupied with
reproducing landscapes of old masters in highly ornamental and
somewhat rigid styles. The attack against conventions is at the same
time a political protest against the occupation of China by the foreign
Manchu rulers and the dissatisfaction with a new reality imposed on
the locals. This explains why the Four Monks preferred to turn their
back on society and avoid collaborating with the aggressive Qing
rulers. Their interests in painting came partly from a desire to escape
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from the mundane world by inosculating themselves with nature. Their
love for landscapes and flower-and-bird paintings also suggests the
bittersweet nostalgia underlying their mutual resentment of the political
situation of the time.

Rock Painting

Rock painting is the general term including coloured drawing, line
carving and relief sculpture on the wall of caves, cliffs or isolated
rocks. Rock Painting was found in many places around the world.
China is the earliest country that found and recorded Rock Painting.
Wide in distribution and large in number, China became an important
component of the world’s Rock Painting. Rock paintings are located in
eighteen provinces and more than one hundred cities in China. Among
them nearly 30 locations, including the Yin Mountain (FALL) in the Inner
Mongolia Autonomous Region, Helan Mountain (332 L) in Ningxia
Hui Autonomous Region, Hei Mountain (R&LL) in Gansu province, Altai
Mountain (F]/RZ&LL) in Xinjiang Uygur Autonomous Region, Jiangjun
Cliff (¥ Z ) in Jiangsu province, Cangyuan (32 3g) in Yunnan province
and Zuoyou River in Guangxi province are the most important.
According to its area, content and style, Chinese rock painting falls
into three schools - the northeast, the southwest, and the southeast.
Northern Chinese Rock Paintings are about grazing, hunting and
animals and executed in a realistic style. Rock Paintings of southwest
school are often representing religious activities and painted in red. As
to Rock Paintings found in the coastal area of southeast China, most
are about sailing and represented in abstract designs by chiseling and
carving.

Totem

A totem is any entity which watches over or assists a group of people,
such as a family, clan or tribe. It derived from the root-word in the
Ojibwe language, which referred to something kinship-related, c.f.
odoodem, “his totem”. The word root “odoo” represents the blood
relation between brothers and sisters of a same mother, who are
forbidden to marry each other. In 1971, a British merchant translated
“odoodem” into “totem”. Although the term is of Ojibwa origin,
“totemism”, which was derived from totem, is not limited to Native
American Indians. Similar totemism-like beliefs have been historically
found throughout much of the world. Yan Fu, a scholar in modern
China, was the first person to introduce this word to China. He said:
“Totem, a religious belief of foreign groups, is usually used to differ one
group from others”. That is, the totem is usually an animal or other
naturalistic figure that spiritually represents a group of related people
such as a clan.

Qu Yuan (ca. 339 BC-278 BC)

Qu Yuan was a loyal minister in the government of the state of Chu.
The Chu king, however, fell under the influence of other corrupt,
jealous ministers who slandered Qu Yuan, and then banished him.
In Qu Yuan’s exile, he collected many legends and folk odes, and
produced some of the greatest poetry in Chinese literature while
expressing his fervent love for his state and his deepest concern for
its future. In 278 BC, after learning of the capture of his country's
capital, Ying, by the state of Qin, Qu Yuan waded into the Miluo river.
holding a great rock in order to commit ritual suicide as a form of
protest against the corruption of the era. Popular legend has it that
villagers carried Zongzi (glutinous rice dumpling) and put them into the
river in order to keep fish and evil spirits away from his body. The act
gradually became the cultural tradition of dragon boat racing, which
is held on the anniversary of his death every year (the fifth day of the
fifth month of the Chinese lunar calendar), called Duan Wu festival.
Qu Yuan is generally recognised as the first great Chinese poet with
record. He initiated the style of Sao, which is named after his work
Li Sao ( (&) ), in which he abandoned the classic four-character
verses used in poems and adopted verses with varying lengths, which
gives the poem more rhythm and latitude in expression. Qu Yuan’s
most important works include Li Sao, Jiu Zhang ( (1) ), Jiu Ge
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( €73 ), and Tian Wen ( ¢ XY ). Qu Yuan is also regarded as one
of the most prominent figures of Romanticism in Chinese literature,
and his masterpieces influenced some of the greatest Romanticist
poets in Tang Dynasty such as Li Bai and Du Fu. Other than his literary
influence, Qu Yuan is also held as the earliest patriotic poet in Chinese
history. His political idealism and patriotism have served as the model
for Chinese intellectuals to this day.

Dragon and Phoenix Human Figure Painting on Silk

In February1949 the painting was unearthed in a tomb of the Chu
Kingdom near Changsha in Hunan Province. It’s the earliest traditional
Chinese painting found so far. The painting was executed about 2,300
years ago on a piece of white silk used as a banner in traditional
Chinese funerals. It is the profile of a noble woman dressed in a
garment with full sleeves and a long skirt. She has her palms together,
as if praying. On her top and her right side are a phoenix and a
dragon. It's said that the woman in the picture was a portrayal of the
one buried in the tomb, and the phoenix and dragon are leading her
up to heaven. In 1973 another silk painting was found in the tomb
of the Chu Kingdom, called “Driving Dragon Painting”. “The Dragon
and Phoenix Human Figure Painting on Silk” and the “Driving Dragon
Painting” show us the painting styles in the Warring States Period.

Kongzi Jiayu

Kongzi Jiayu ( {FLFZRiE) , The School Sayings of Confucius), or
Jiayu, is an early Han period collection of parables centering around
Confucius and his disciples, laying stress upon his teachings about ethical
human conduct. Annotated by the late Han scholar Wang Su, it's one of
Confucian classical books. Ma Duanlin, a scholar in Yuan dynasty, quoted
Wang Su’s note in his Wenxian Tongkao — Section Jingji Kao ( {>CikiE %+
2452 | Critical Examinations of Documents-Study of Classics), “Kongzi
Jiayu is the dialogues between the nobles, Confucius and his seventy-two
disciples. The disciples wrote down what they discussed. The important
sayings were collected and named as Lunyu ( {i£iE) , Analects), and
the rest were collected and named as Kongzi Jiayu.” It means this book is
a complement of the Confucian Analects.

Qin Shihuang (259 BC-210 BC)

Qin Shihuang (54 £), personal name Ying Zheng, was the king of the
Chinese State of Qin from 247 BCE to 221 BCE. He absorbed States
Han, Zhao, Wei, Chu, Yan, and Qi, and then became the first emperor
of a unified China, known as Qin Dynasty, from 221 BCE to 210 BCE,
ruling under the name Shihuang (the First Emperor).

Emperor Wu of Han (156 BC-87 BC)

Emperor Wu of Han, personal name Liu Che, was the seventh
emperor of the Han Dynasty in China, ruling from 141 BC to 87 BC.
Emperor Wu is best remembered for the vast territorial expansion
that occurred under his reign, as well as the strong and centralized
Confucian state he organized. He is cited in Chinese history as one
of the greatest emperors. As a military campaigner, Emperor Wu led
Han China through its greatest expansion — at its height, the Empire's
borders spanned from the modern Kyrgyzstan in the west, to the
northern Korea in the northeast, and to northern Vietnam in the south.
While establishing an autocratic and centralized state, Emperor Wu
adopted the principles of Confucianism as the state philosophy and
code of ethics for his empire and started a school to teach future
administrators the Confucian classics. These reforms would have an
enduring effect throughout the existence of imperial China and an
enormous influence on neighbouring civilizations. The “Han” in “The
Prosperous Han and Tang Dynasties (X &2 tt)” just means the period
during Emperor Wu of Han’s reign.

Huo Qubing (140 BC-117 BC)

Huo Qubing was a famous general of the western Han dynasty under
Emperor Wu. A nephew of another famous Han general Wei Qing, Huo
Qubing exhibited outstanding military talent as a teenager. He defeats

the Xiongnu troops four times in his life. As a result, he gained great
favour with the Emperor. Huo Qubing died at the early age of 24 due to
a plague.

Cao’s Clothing as Water

It’s a saying to describe Cao Zhongda’s outlining method of the drapes
of ancient clothes. Cao Zhongda, a Northern Qi painter from the
Central Asian kingdom of Cao, was famous for his Buddhist paintings
as the “Cao style”, characterized by closely pleated garments clinging
to the body as though they had just emerged from water. It's the “Cao’s
Clothing of Water”. “Cao’s Style” is the style of the centuries during
which Buddhism art reached China and mixed with Chinese art.

Wang Wei (415-453)

Wang Wei, a landscape painter in Liu Song of Southern Dynasty.
In his essay On Paintings ( {#X&) ), Wang Wei pointed out the
difference between landscape painting and map, and emphasized
the importance of concinnity and emotion in landscape painting. His
theory of “please one’s spirit” showed that he realized how nature and
landscapes could cultivate mankind.

“Luo Shen Fu Tu” (& El , Nymph of the Luo River)

“The Nymph of the Luo River” was painted by Gu Kaizhi, an
established painter during the Eastern Jin Dynasty. Painting “Nymph
of the Luo River” survives in three copies dating to the Song dynasty.
It ilustrates a poem Ode to The Nymph of the Luo River ( ;&) )
written by Cao Zhi. The painting depicts the meeting between Cao Zhi
and the Nymph of the Luo River, vividly capturing the mood of their
first meeting and eventual separation. The painter emphasized the
tension between figures not by their expressions, but mainly by the
composition of figures, stones, mountains and trees.

The Emperor Taizong of Tang (599-649)

Emperor Taizong of Tang, personal name Li Shimin, was the second
emperor of the Tang Dynasty of China, ruling from 626 to 649. As he
encouraged his father, Li Yuan (later Emperor Gaozu) to rise against
Sui Dynasty rule at Taiyuan in 617 and subsequently defeated several
of his most important rivals, he was ceremonially regarded as a
cofounder of the dynasty along with Emperor Gaozu. He is typically
considered one of the greatest, if not the greatest, emperor in all of
Chinese history. Throughout the rest of Chinese history, Emperor
Taizong's reign was regarded as the exemplary model against which
all other emperors were measured, and his "Reign of Zhen'guan" (53
Mz 38) was considered a golden age of Chinese history and required
study for future crown princes. During his reign, Tang China flourished
economically and militarily, and after his death, Tang China still enjoyed
peace and prosperity for more than a hundred years.

Yan Liben (c.600-673)

Yan Liben was a Chinese painter and government official (the Prime
Minister of the Right) of the early Tang Dynasty. He excelled at figure
painting, especially nobles, officials and court figures deprived from
history. His notable works include the “Eighteen Scholars Served
in Qin” ( {EF+/\F¥=+) ), “Portraits at Lingyan Pavilion” ( {i&
MBI =+ IR ), “Duty Tribute” ( (ERFA) ), and “Officials
of Yonghui” ( €k #EBEE) ). The copy of his “Emperor Taizong
Receiving the Tibetan Envoy” ( 5% E) ) and “Portraits of Chinese
Emperors” ( { G FHEE) ) are survived. His works were highly
regarded in Chinese art history.

Wu Daozi (c. 690-758)

Wu Daozi was a Chinese artist of the Tang Dynasty, famous for
initiating a new style of religious painting, which was called “Wu Style”.
“Wu Style” by Wu Daozi and “Cao Style” by Cao Zhongda were both
very influential in early Chinese figure painting, whose difference were
often described as “Wu’s Belt as Wind, Cao’s Clothing as Water”. The
influence of his religious painting style can be seen even after the Yuan

and Ming dynasty, and the modern artisan painters regarded him as
their ancestor. Wu Daozi was called The Sage of Chinese Painting.

Li Zhaodao (c. 670-730)

Li Zhaodao, as his father Li Sixun, was also famous for his landscape
paintings. The “Emperor Ming Huang’s Journey to Shu”, attributed
to Li Zhaodao, possibly a 10th to 11th-century copy, described the
journey of the Emperor Xuanzong of Tang to Sichuan escaping from
The An Shi Rebellion. It is a representative work of Chinese early blue
and green landscape painting.

Han Gan (c. 706-783)

Chinese famous painter in the Tang dynasty. Coming from a poor
family, Han Gan was recognized by Wang Wei, a prominent poet, who
sponsored Han in learning arts. Chen Hong and Cao Ba were both
his teachers. Han became a painter-in-attendance during the Emperor
Xuanzong of Tang’s reign. Han painted many portraits and Buddhist
themed paintings, but he is most widely remembered for his paintings
of horses. He was reputed to be able to not only portray the physical
body of the horse, but also its spirit. Han Gan’s works include the
famous painting “Night-Shining White”, the portrait of one of Emperor
Xuanzong's

Mo Gao Ku

Located near the historic junction of the Northern and Southern Silk
Roads, Dunhuang was a town of military importance from China to
western world in ancient days. In 366 A.D. a monk named Yuezun had
a vision of the Buddhas over the Sanwei Mountain opposite the cliff of
the Mingsha Mountain, so the devout believer set to build the first cave
on the cliff. Since then more and more caves have been excavated
over a thousand years. Now there are 492 caves kept, in which there
are more than 2400 sculptures and 450 thousands square meters
of mural paintings. Mo Gao Ku is the most important cave temple in
China. The caves show an uninterrupted history of Chinese painting,
over a period of nearly a thousand years from Northern dynasties.

An Shi Rebellion

The An Shi Rebellion took place in China during the Tang Dynasty,
from 755 to 763. An Lushan was a general of Sodgian-Turkic ancestry
(i.e., non-Han). He was appointed by the Xuanzong emperor to be
commander (5 B{#) of three garrisons in the north—Pinglu, Fanyang
and Hedong. In effect, An was given control over the entire area north
of the lower reaches of the Yellow River. With such power and land in
his control, An Lushan committed a revolt. When An Lushan’s forces
went near Chang’an, seeing the imminent threat to the capital, Emperor
Xuanzong fled to Sichuan with his household. On the way, at Mawei
Inn in Shaanxi, Xuanzong's bodyguard troops demanded the death
of Yang Guozhong and his cousin Lady Yang. With the army on the
verge of mutiny, the Emperor had no choice but to agree, ordering the
execution of Yang Guozhong and the suicide of Lady Yang. Meanwhile,
the crown prince Li Heng, now called Suzong, fled in the other direction
to Lingzhou and was then proclaimed emperor. The new Imperial
forces recaptured both Chang'an and Luoyang, and were helped by
internal dissent in the newly-formed dynasty. An Lushan was killed by
his son, An Qingxu, not long after his ascent to the throne. His son was
then killed by a subordinate, general Shi Siming. Shi Siming was killed
in turn by his son, Shi Chaoyi. Finally, after Luoyang was taken by the
Tang forces for the second time, Shi Chaoyi committed suicide (in 763),
thus ending the 8 year long rebellion.

Guan Xiu (832-912)

Guan Xiu, a monk painter at the end of Tang dynasty and the
beginning of Five Dynasties, was orphaned and became a monk at the
age of seven. He was known for his skill at painting and calligraphy, as
well as for his poetry. His most famous paintings are the portraits of
arhats and disciples of Sakyamuni, for example, “The Sixteen Arhats”
( {+7<%XE) ). The Buddhism figures in his painting are often with
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thick eyebrows and big eyes, high cheekbones and long nose, which
made them look somewhat like foreigners. The following Buddhist
painters often based their portrayals of the arhats on Guan Xiu's
paintings.

Shi Ke (active in Five dynasties)

Shi Ke was a painter at the end of Five dynasties and the beginning of
Song dynasty. His most famous surviving work is “Erzu Tiaoxin Tu"( { =
FHIEGED | Two Minds in Harmony).

Guan Tong (active in Five dynasties)

Jing Hao and Guan Tong are the two representative artists of the
northern school of landscape painting, the two were also known
as Jing-Guan. Apart from leading the same school of art they both
found the turmoil in the north of China too much to bear and fled to
the remote mountain areas to live in relative solitude. Guan Tong took
Jing Hao’s art and went even further when he beautifully reflected the
changes that take place throughout the year as the seasons transform
nature. He depicted the characterizing features of the different seasons
and the effects of nature's changes on the human spirit. This cyclical
feature is central in the philosophy and practice of Chinese medicine
and Chinese thought in general. Like Jing Hao he represents the
Northern School and uses techniques representative of this school,
namely, Axe-cut Shading. His famous works include “Shanxi Daidu Tu”
( LLRFSEED |, Across A Mountain Stream) and “Guanshan Xinglv
Tu” ( X WFTHRE)Y , Travel in Mountain Guan)

Dong Yuan (c. 934-c. 962)

Dong Yuan as a Chinese painter. He was born in Zhongling. Dong
Yuan was active in the Southern Tang Kingdom of the Five Dynasties
and Ten Kingdoms Period. He was from Nanjing in Jiangsu province,
which was a center for culture and the arts. He and his student Ju Ran
were the founders of the southern school of landscape painting, and
with Jing Hao and Guan Tong of the northern school they constituted
the four seminal painters of that time. Although Dong Yuan came to
represent the subtleness of the south and the monochrome style of
landscape painting, he also painted in the early style known as Blue
and Green Landscape Painting, done in the tradition of the famous
Li Sixun. However, he added to the number of techniques, including
more sophisticated perspective, use of pointillism and crosshatching
to build up vivid effect. “The Xiao and Xiang Rivers” ( {##E) ), one
of his best-known paintings, demonstrates these techniques, and his
sense of composition.

Ju Ran (active in Five dynasties)

Ju Ran, a monk painter in Five dynasties, was one of the representative
painters of the southern school landscapes. He followed Dong
Yuan’s style but went further. Ju Ran’s new approach introduces new
possibilities and ways of using a Chinese brush, bringing inspiration
to painters of later dynasties. His famous paintings include “Wanhe
Songfeng Tu” ( 7T EAA KA , the Pine-Soughing Valleys), etc.

Huang Quan (?-965)

Born in Chengdu, Huang Quan was comprehensive in different types
of drawing, and chosen to be a court drawer in west Shu when
he was only 17. He is famous for exquisite sketching and lifelike
paintings. The depicted birds in his paintings were full-fledged and
flowers looked luxurious under the bush. “Xiesheng Zhengin Tu” ( {5
4 &AE)Y , Studies from Nature: Birds and Insects) Sketch of Rare
Bird Scroll -- a piece handed down from Huang -- vividly depicts many
kinds of birds.

Xu Xi (active in Five dynasties)

Xu Xi lived during the Five Dynasties, and was never involved in
politics. Xu did not seek fame or wealth -- he just concentrated on
painting. He admired the country lifestyle, choosing wild birds and
village plants as the theme of his art. Xu used thick strokes and ink,
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drew branches and leaves plainly, and used a slight hint of colour
so it would not impair the ink. His works were full of natural and wild
interest. “Snow Covers Bamboo” was one of Xu's works that was
handed down in history.

Zhao Kuangyin (927-976)

Zhao Kuangyin, Emperor Taizu of Song, was the founder of the Song
Dynasty of China, reigning from 960 to 976. He established the core
Song Ancestor Rules and Policy for the future emperors. He was
remembered for, but not limited to, his reform of the examination
system whereby entry to the bureaucracy favored individuals who
demonstrated academic ability rather than by birth. He also created
academies that allowed a great deal of freedom of discussion and
thought, which facilitated the growth of scientific advance, economic
reforms as well as achievements in arts and literature. He is perhaps
best known for weakening the military and so preventing anyone else
rising to power as he did.

Zhang Zeduan (1085-1145)

Zhang Zeduan, alias Zheng Dao, was a famous Chinese painter during
the twelfth century, during the transitional period from the Northern
Song to the Southern Song Dynasty. He was a native of Dongwu
(present Zhucheng, Shandong). There is evidence that he was a court
painter of the Northern Song Dynasty, and that in the aftermath of that
dynasty's fall, his paintings were criticisms of the new dynasty. Zhang
Zeduan's most famous painting is “Qingming Shanghe Tu” ( {3&B83 L
SIEY , Along the River During Qing Ming Festival), a wide handscroll
which depicts life in a city. This painting was made famous throughout
China. In terms of historical significance, Zhang's original painting
reveals much about life in China during the 12th century. Its myriad
depictions of different people interacting with one another reveals the
nuances of class structure and the many hardships of urban life as
well. It also displays accurate depictions of technological practices
found in Song China.

Wang Ximeng (active in Northern Song)

Wang Ximeng's “Qianli Jiangshan Tu” ( { 25T WLAEY , A Thousand
Li of River and Mountain) is a breathtakingly beautiful blue-and-green
landscape panorama painted for the emperor Huizong. Wang was a
brilliant young artist who arrived at court in his teens and unfortunately
died only a few years later. The young man received the gift of direct
instruction in the art of painting from Huizong, and the present picture
must have been something like a graduate-examination. It bears
a remark by the prime minister, Cai Jing, which provides the only
information known about Wang Ximeng. As painted under Huizong's
instructions, Wang Ximeng's landscape combines classical roots in the
blue-and-green tradition, elegant and realistic drawing, and a glowing,
golden atmosphere that is a kind of visual poetry.

Xia Gui (c. 1195-1224)

Xia Gui, Chinese painter of the Song Dynasty, who was one of the
great masters of the Southern Song landscape style. He was active
in the imperial painting academy at Hangzhou during the reign of
Emperor Ningzong of Song. Along with his celebrated contemporary
artist Ma Yuan, he broke with the elaborate ornamental style of the
period to cultivate a simpler, more emotional mode. Xia’s landscapes,
characterized by asymmetrical composition—painting only one corner
out of four—reduced human figures and buildings to minor accents.
He was especially noted for his brilliant ink technique, in which
extremely subtle, graded ink washes and overlapping brushstrokes
created complex atmospheric effects of mist, sky, and infinity. In
his “Xishan Qingyuan Tu” ( GELWEIZE)Y , Clear View of Streams
and Mountains), a 9-m (30-ft) hand scroll, the panoramic sweep of
landscape contains a full use of his varied brushwork. Along with
Ma Yuan, he gave his name to the succeeding Ma and Xia School of
landscape painting.

Mi Youren (1086-1165, or 1074-1153)

Mi Youren, son of the famous Song dynasty literati painter Mi Fu, was
also a painter. The father and son created a new style of landscape
painting called “Mi Style”, which described mysterious mountains
covering mist and fog, by a method of simple brushstroke and lighten
ink. They sought after pure nature, and showed a typical taste of the
literati’s. “Xiaoxiang Qiguan Tu” ( {H#BZFYLEY , Spectacular Views
of the Xiao and Xiang Rivers) is Mi Youren’s work.

Ren Renfa (1254-1327)

Ren Renfa was an expert of irrigation works, artist, and a government
official in the Yuan dynasty. He led the construction of the dams of
Wausong river, Tonghui river, Huidong river, Yellow river, Lian Lake, and
some sea dams. In his spare time, Ren also drew some outstanding
paintings of horses and figures. His style is similar to the artists of the
Tang Dynasty and Li Gongling in Song Dynasty. His paintings of horses
are comparable to those by Zhao Mengfu.

Gao Kegong (1248-1310)

Painter and Ministry of Justice in Yuan dynasty. Gao Kegong was of
the Hui Nationality (Uygur). He was good at landscape painting and ink
bamboo painting.

Huang Gongwang (1269-1354)

Huang Gongwang was a painter and calligrapher from Jiangsu
during the Yuan dynasty. He is the oldest of the "Four Masters of
the Yuan Dynasty". After serving as an official he acted as a Taoist
priest. He spent his last years in the Fu-ch'un mountains near
Hangzhou devoting himself to Taoism. In art he rejected the landscape
conventions of his era's Academy, but is regarded as one of the great
literati painters. He had two styles. One was dependent on the use of
purple and the other preferred black ink. Like all other Chinese scholar-
officials of his era he was also a poet. His most famous work is “Fuchun
Shanju Tu” ( {E&WEAE) , Dwelling in the Fuchun Mountains, c.
1350).

Wu Zhen (1280-1354)

Painter Wu Zhen was one of the “Four Masters of Yuan Dynasty”. He
followed the Dong Yuan, Ju Ran school of painting. Following along
with trends of the time, Wu's works tended less toward naturalism
(ie. painting exactly what the eye sees) and more toward abstraction,
focusing on dynamic balance of elements, and personifying nature.
From his “Yufu Tu" ( {7 E) , Hermit Fisherman) we can see his
style.

Wang Meng (c. 1308-1385)

Wang Meng, a grandson of Zhao Mengfu, was born in Huzhou (now
known as Wuxing), Zhejiang. He was the youngest of the “Four
Masters in Yuan Dynasty”, and the least famous in his own time.
Nevertheless, his style greatly influenced later Chinese Painting.
In contrast to the relatively spare style of his compatriots, his ropy
brushstrokes piled one on the other to produce masses of texture
combined in dense and involved patterns. His most famous works
include “Qingbian Yinju Tu” ( (& ~E/ZE) , Dwelling in the Qingbian
Mountains).

Zhu Yuanzhang (1328-1398)

The founder of the Ming dynasty, Zhu Yuanzhang, also known by his
reign name "Hung-wu" (literally means "Vast Military"), came from a
poor peasant family. He was orphaned at the age of sixteen and then
entered a Buddhist monastery, but left it in 1352 to join a band of
rebels, of which he became leader. By 1382 he had ended Mongol
rule and unified all China. His reign was marked by the consolidation of
imperial power, agrarian reconstruction, and intimidation of the landed
and scholarly elite, a reflection of his commoner roots. Through the
case of Hu Wei-yong, the case of Lanyu (Blue Jade), and many times
of literary inquisition, Zhu Yuanzhang killed almost all his co-founders

of the Ming dynasty. After his death, he was buried in Xiaoling Tomb in
Nanijing, and was given the posthumous name “Emperor Gao”, which
literally means Emperor Tall. As historian Ebrey puts it "Seldom has the
course of Chinese history been influenced by a single personality as
much as it was by the founder of the Ming dynasty, Zhu Yuanzhang."

Jinyi Wei (Secret Service of the Ming Emperors)

The Jinyi Wei, literally "Brocade-Clad Guard", was the secret service of
the Ming emperors. Originally a 500-man organization set up in 1382
by Emperor Hongwu (Zhu Yuanzhang) to be his personal bodyguards, it
was soon entrusted and empowered to watch over his officials. By 1385
they numbered 14,000 and were the emperor's eyes and ears. At their
peak, the Jinyi Wei had about 200,000 members. They had the power to
bypass judicial procedures and could arrest, imprison and punish without
going through due process. By the time of Emperor Yongle control of the
Guard was largely in the hands of the eunuchs, who had the ears of the
emperors. The Jinyi Wei was disbanded along with the remnants of the
Ming Dynasty after the Manchu invasion of China.

The Imperial Examination

The Imperial examinations (%) in Imperial China determined
who among the population would be permitted to enter the state's
bureaucracy. The Imperial Examination System in China lasted for
1300 vyears, from its founding during the Sui Dynasty in 605 to its
abolition near the end of the Qing Dynasty in 1905. In the imperial
China the examination system and associated methods of recruitment
to the central bureaucracy were major mechanisms by which the
central government captured and held the loyalty of local-level elites. It
also served to maintain cultural unity and consensus on basic values.
The Chinese Imperial examination system had international influence
throughout East Asia including Vietnam, Japan and Korea.

Wenziyu (Literary Inquisition)

Wenziyu (XF%k, “imprisonment due to writings”), or Literary
Inquisition, refers to the persecution of intellectuals for their writings
by the authority in Imperial China. Wenziyu flourished during the Ming
and Qing dynasties. The persecutions could owe to a single phrase
or word, which the ruler considered offensive. Some of these owed
to the naming taboo. In a serious case, not only the writer but also
his families and relatives would be killed. There were wenziyu before
the Ming and Qing dynasties. The poet Su Shi of the Song Dynasty
was jailed for several months by the emperor owing to some of his
poems. The Ming Dynasty founder Zhu Yuanzhang, who had a humble
beginning, caused many wenziyu. The Qing rulers, who were sensitive
to anti-Manchu feelings among the Han Chinese, also carried out
many wenziyu, including the so-called “Case of the History of the Ming
Dynasty” (AB52 %) under the reign of Emperor Kangxi in which about
70 were killed and more exiled.

Emperor Xuanzong of Ming (1398-1435)

Emperor Xuanzong of Ming, or the Xuande Emperor, was the emperor
of China between 1425-1435. Born Zhu Zhanji, he was emperor
Hongxi's son. Comparing with many other emperors of the Ming
Dynasty, Zhu Zhanji was the most active one in his political life.
He ordered the 7th expedition of (1431-1433) Zheng He’s voyage.
Zhu Zhanji was versed in calligraphy, painting and poetry. He often
bestowed his painting to officials, on which he wrote down the name
of the official and the date. He managed the Imperial Art Academy by
himself, paid a lot to outstanding court painters, and even gave them
a “Jinyi Wei” title, so many skilled painters served the court during
his reign. The Emperor Xuanzong of Ming ruled over a remarkably
peaceful time with no significant external or internal problems. Later
historians have considered his reign to be the Ming dynasty’s golden
age.

Dai Jin (1388-1462)
Dai Jin is noted as the founder of the Zhe school of Ming dynasty
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painting. He began his life in Hangzhou. Although he studied painting
as a boy his initial occupation was carpentry. Later he became known
for landscapes and animal paintings. He served as an official for a
time but after angering the Emperor he returned to Hangzhou in
Zhejiang, Dai specialized in landscape painting, as well as figures and
animals. Having extensively imitated paintings of his predecessors,
Dai had a good grounding in traditional painting. Meanwhile, he was
not restrained by tradition and developed his own style, using easy
and smooth strokes. Dai followed in the footsteps of Ma Yuan and
Xia Gui of the Southern Song, as well as Li Cheng and Fan Kuan of
the Northern Song Dynasty in landscape painting. Dai Jin had many
followers inside and outside the court. They were called “Zhe School”.

Wu Wei (1459-1508)

Wu Wei, courtesy name Ci-weng, sobriquet Xiao-xian, was a native of
Jiangxia, Hubei. A wanderer in his youth, he was at one time employed
as a servant in the home of Qian Xin. Later he developed his talent
as a painter. During the reign of the Emperor Xianzong (r. 1465-1488)
he received the title of Painter-in-Attendance in the Ren-zhi Hall. The
Emperor Xiaozong (r. 1488-1505) gave him a seal which read “First
among painters”. His numerous followers became a branch of “Zhe
School”, called “Jiangxia School”

Shen Zhou (1427-1509)

Shen Zhou, courtesy name Qinan, was a Chinese painter in Ming
Dynasty. Shen Zhou was born into a wealthy family in Xiangcheng in
Jiangsu, which allowed him to live the majority of his life as a retired
scholar-artist, free of responsibility, and devote his time to artwork,
socializing, and monastic contemplation of the natural world around
him. Shen Zhou lived at a pivotal point in the history of Chinese
painting, and contributed greatly to the artistic tradition of China,
founding the new Wu School in Suzhou. He and Wen Zheng-ming
were the two most important painters of the Wu School, a group
of leading literati artists who lived in the region around Wu-Hsien.
Withdrawn from worldly pursuits, Shen Zhou developed a distinctive
style of landscape and flower-and-bird painting through careful study
of the works of the great Yuan dynasty masters.

Wen Zhengming (1470-1559)

Wen Zhengming was a leading Ming Dynasty painter, calligrapher, and
scholar. Born in present-day Suzhou, he was a student of Shen Zhou.
Although he was a thorough and diligent student, Wen Zhengming
repeatedly failed the national examinations, the third level of civil
service examinations. It was not until age 53 that he emerged from
his scholarly isolation, receiving the recognition of the court with his
appointment to the Hanlin Academy. The most famous member of the
second generation of Wu School artists, Wen Zhengming profoundly
influenced later painters. He was remarkable for his individuality as
well as for the variety and range of his creativity. In technique, Wen
Zhengming’s paintings range from the highly detailed to the more freely
washed. In all his paintings there is a spirit of studied antiquarianism
and cautious consideration.

Tang Yin (1470-1523)

Tang Yin was a Chinese scholar, painter, calligraphist, and poet of the
Ming Dynasty. Courtesy name Bohu, he was born into the merchant
class of Suzhou. Although lacking social standing, he received an
excellent education. He was a brilliant student and came first in the
provincial examinations in Nanjing, the second stage in the civil service
examination ladder. The following year he went to Beijing to sit the
national examinations, but he was accused of bribing the servant of
one of the chief examiners to give them the examination questions
in advance. All parties were jailed, and Tang Yin returned to Suzhou
in disgrace, his justifiably high hopes for a distinguished civil service
career dashed forever. He began to pursue a life of pleasure and
earned a living by selling his paintings. That mode of living brought him
into disrepute with a later generation of artist-critics (for example, Dong
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Qichang) who felt that financial independence was vital to enable an
artist to follow his own style and inspiration. While Tang is associated
with paintings of feminine beauty, which inherited the Tang tradition
of bright colours and elegant carriages, his paintings (especially
landscapes) otherwise exhibit the same variety and expression of his
peers and reveal a man of both artistic skill and profound insight.

Qiu Ying (1498-1552)

Qiu Ying was a Chinese painter who specialized in the gongbi brush
technique. He was born to a peasant family, and studied painting at
the Wu School in Suzhou. Though the Wu School encouraged painting
in ink washes, Qiu Ying also painted in the green-and-blue style. He
painted with the support of wealthy patrons, one of whom was the
well-known wealthy collector Xiang Yuanbian. He created images of
flowers, gardens, religious subjects, and landscapes in the fashions
of the Ming Dynasty. He incorporated different techniques into his
paintings. His talent and versatility allowed him to become regarded
as one of the Four Masters of the Ming Dynasty with Shen Zhou, Wen
Zhengming, and Tang Yin.

White Spring Vine School

In the mid- to late-Ming, paintings of birds and flowers in the xieyi
style rose vigorously; Chen Chun of the mid-Ming and Xu Wei of the
late-Ming both pushed xieyi birds and flower painting to new heights
- referred to as “White Spring Vine.” Their paintings left significant
impact on xieyi birds and flower painting in the Ming and Qing
periods. Chen Chun was skilled in poetry, writing, calligraphy and
painting, and he was an acclaimed scholar of the Wumen school.
His xieyi birds and flowers are delicately composed and refined,
portraying common vegetation in the gardens of the literati. The
realm achieved was peaceful and tranquil with freestyle brushwork,
which was widely appreciated. Succeeding Chen Chun, Xu Wei
fundamentally transformed birds and flower painting in the xieyi style.
Xu Wei elevated Chinese xieyi birds and flower painting to a realm
of adequately expressing powerful inner feelings and bringing the
expression of freestyle ink painting to an unprecedented level, thus
marking a milestone for the development of Chinese xieyi birds and
flower paintings.

Shi Da Fu (Court Officials)

Shi Da Fu (or in English, “Court Officials”) refers to, in general, the
literati and intellectuals who served in the bureaucratic system in
ancient China. “Shi”, as a social level, appeared early. It included all
talented people from folk society, who were usually born into poor
families or declining aristocratic families, and who had to attach
themselves to and serve some rich peers by their talent. This was
a group of elites and the Imperial Examination was its basis. Shi
Da Fu could be an important role in national or imperial politics, on
the other hand, they were also the main creators and inheritors of
Chinese culture and art. Shi Da Fu, as a whole, was a representative
phenomenon in Chinese civilization.

Chen Hongshou (1599-1652, or 1598-1652)

Born in Zhuiji county in Zhejiang province, Chen Hongshou was a
painter in the Ming dynasty. He excelled at calligraphy and painting
(including landscape, flowers and figure), especially at figure painting.
He was a student of Lan Ying, and was held in high esteem for
his painting techniques and thoughts. His figures often showed an
exaggerated and even strange style which was regarded as ancient.
As famous as another painter Cui Zizhong, they were together called
“South Chen North Cui”.

Xixiang Ji (Romance of the West Chamber)

Xixiang Ji, or in English, Romance of the West Chamber (sometimes
it’s translated as Story of the Western Wing) is one of China’s most
famous dramatic works. It was written by the Yuan Dynasty playwright
Wang Shifu (E32 ), and set during the Tang Dynasty. It is a story of

young lovers consummating their love without parental approval, and
has been called "China's most popular love comedy" and a "lover's
bible". At the same time, some have called it potentially dangerous, as
there are stories of readers pining away under its influence. The story
of Romance of the West Chamber was first told in a literary Chinese
short story written by Yuan Zhen during the Tang Dynasty. This version
was called The Story of Yingying, or Yingying’s Biography. This version
differs from the later play in that Zhang Sheng ultimately breaks from
Yingying, and does not ask for her hand in marriage. Despite the
unhappy ending, the story was popular with later writers, and recitative
works based on it began accumulating in the centuries that followed.
Perhaps bowing to popular sentiment, the ending gradually changed
to the happy one seen in the play. The examples of the modified
version include a drum song by Zhao Lingshi in Song dynasty, an oral
performance by Dong Jieyuan of the Jin Dynasty, the Wang Shifu’s
drama in Yuan dynasty, Li Rihua and Lu Cai’s in the Ming dynasty,
and Zhou Gonglu’s version. Wang Shifu’s play was closely modeled
on this performance and was the most successful one, in which his
poem “With clouds the sky turns grey; Yellow blooms pave the way.
How bitter blows the western breeze! From north to south fly the wild
geese.” was remembered and sung by generations after generations.

Wang Yangming (1472-1529)

Wang Yangming, also known as Wang Shouren, was a Ming Chinese
idealist Neo-Confucian philosopher, official, educationist, calligraphist
and general. After Zhu Xi, he is commonly regarded as the most
important Neo-Confucian thinker, with interpretations of Confucianism
that denied the rationalist dualism of the orthodox philosophy of Zhu
Xi. Wang Yangming’s theory include “The controlling power of the
body is the mind. The mind originates the idea, and the nature of the
idea is knowledge. Wherever the idea is, we have a thing. There are
no principles but those of the mind, and nothing exists apart from
the mind.” and “Knowledge implies practice, which will lead to good
knowledge.” Wang Yangming had many followers, and people called
his theory “Wang Knowledge”.

Matteo Ricci (1552-1610)

Matteo Ricci, Chinese name #3332, was an ltalian Jesuit priest. He
came to China during the reign of Emperor Wanli of the Ming dynasty,
and eventually he was welcomed to the academies and gained many
influential friendships. He became the court mathematician in Beijing,
and made Western developments in mathematics available to the
Chinese. He published the first maps of China ever available to the
West. For the first time the Chinese had an idea of the distribution
of oceans and land masses. He introduced trigonometric and
astronomical instruments, and translated the first six books of Euclid
into Chinese. He is remembered for his Chinese works on religious
and moral topics, as well as works on scientific topics such as the
astrolabe, sphere, arithmetic, measure and isoperimetrics. Matteo
Ricci was a pioneer of cultural relations between China and the West,
and his profound appreciation of Chinese cultural and moral values
enabled him to make China known to the West and the West to China.
He died in 1610 in Beijing.

Zeng Jing (1568-1650)

Courtesy name Bochen, Zeng Jing was born in Putian county in
Fujian province. He was a famous portrait painter at the end of Ming
dynasty. After the Song dynasty, figure painting in China, comparing
with landscape painting and flower-and-bird painting, was in decline.
In the Ming and Qing dynasties, portrait painting made a comeback.
Different from traditional Chinese painters, Zeng Jing was skilled at
using light and shade, an influence from western painting techniques,
and known as "Bochen Style". Zeng Jing’s style was highly praised by
his followers.

Giuseppe Castiglione (1688-1766)
Giuseppe Castiglione, S.J. (Chinese name Lang Shining Bf t57) was

an Italian Jesuit Brother, missionary in China, painter at the court of the
Emperor. Born in Milan's San Macellino district, Castiglione studied
painting in Italy with Carlo Cornara of the renowned Botteghe degli
Stampator painting studio. In 1709, he became a Jesuit and in 1715,
he went to China as a missionary. His skill as an artist was appreciated
by the Emperor Qianlong and Castiglione spent many years painting
various subjects. His style was a unique blend of European painting
with Chinese subjects and themes. In addition to his demonstrable
skill as a painter, he was also in charge of designing the Western-
Style Palaces in the imperial gardens of the Old Summer Palace. This
prominent Jesuit artist, architect, and missionary died in Beijing.

Jean Denis Attiret (1702-1768)

Jean Denis Attiret (Chinese name Wang Zhicheng E2) was a
French Jesuit painter and missionary to China. He arrived in China in
1738 and was given the title "Painter to the Emperor" by the Qianlong
Emperor. Because the emperor insisted on the use of a Chinese
painting methods and styles, Attiret's painting eventually became
entirely Chinese in style. His most work is “Shi Jun Tu” ( {+3%E) ,
Ten Horses).

Lgatuis Sickeltart (1708-1780)

Lgatuis Sickeltart (Chinese Name Ai Qimeng 3 /Z%) was a Bohemian
Jesuit painter and missionary and arrived in China in 1745. He studied
painting from Giuseppe Castiglione, and became a court painter
soon. Together with Castiglione and Attiret, Sickeltart used western
techniques in Chinese painting, and created a new style, which had
influence on court painting in Qing dynasty.

Six Masters of the Early Qing period

The Six Masters of the early Qing period was a group of major
Chinese artists who worked in the 17th and early 18th centuries
(Qing dynasty). Also known as orthodox masters, they continued the
tradition of the scholar-painter, following the injunctions of the artist-
critic Dong Qichang late in the Ming Dynasty. The Six Masters include
the flower painter Yun Shouping and the landscapists Wu Li and the
Four Wangs: Wang Shimin, Wang Jian, Wang Yuanqji, and Wang Hui.
The works of the Six Masters are generally conservative, cautious,
subtle, and complex in contrast to the vigorous and vivid painting of
their “individualist” contemporaries. On the other hand, their works
were far from nature and real life, which sometimes caused a feeling of
simplicity and emptiness.

Haishang Painting School

The Haishang Painting School, (# L& jk Haishang Huapai, or the
Shanghai School, or Haipai) was a school of traditional arts in the
Qing dynasty. In the middle of the 19th century, Shanghai began a
period of economic prosperity. Its modernization and rapid social
change attracted many artists and also made this city an art market.
The Haishang Painting School experienced two phases: the early
period included three masters, brother Ren Xiong, Ren Xun and their
student Ren Yi; the later period had Wu Changshuo. More or less for
economic reasons, the Haishang Painting School combined poems,
calligraphy, painting, seals, and folk art, and created a new and more
popular style different from the traditional literati painting.

Lingnan School of Painting

Lingnan School of Painting refers to a group of painters whose native
towns were in or near Guangdong province. It was founded in the
late Qing period, when the western art entered into this area. “Two
Gao One Chen”, that is, Gao Jianfu, Gao Qifeng, Chen Shuren,
were its founders. This art school went for painting from nature and
learning from the west, but at the same time they kept the basic
style of Chinese traditional painting. The Lingnan School of painting
has exerted tremendous influence on the painting development of
the Lingnan area, so much so that, even today, there are still many
followers.
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Zhang Dagian (1901-1984)

Chang Daigian was one of the best-known Chinese artists of the
twentieth century. Born in a family of artists in Sichuan, China, he
studied in Kyoto, Japan and returned to establish a successful
career selling his paintings in Shanghai. A staunch supporter of the
Guomingtang, he left China in 1948 and moved to Mogi das Cruzes,
Brazil, and then to Carmel, California, before finally settling in Taipei,
Taiwan. He once devoted himself to study the ancient Chinese
paintings and copied many of them. He also traveled a lot and painted
what he found in his landscapes. In his later years, his art became
superb and mature, even better than those of his younger years.

798

798 Art Zone, or Dashanzi Art District, is a part of Dashanzi in the
Chaoyang District of Beijing that houses a thriving artist community,
among a 50-year old decommissioned military factory buildings of
unique architectural style. The Dashanzi factory complex began as
an extension of the “Socialist Unification Plan” of military-industrial
cooperation between the Soviet Union, the East Germany and the
newly-formed People’s Republic of China. The architectural plans
were left to the Germans, who chose a functional Bauhaus-influenced
design. In around 2001, with the Beijing’s Central Academy of Fine
Arts (CAFA) looking for cheap, ample workshop space away from
downtown, some artists located their own studios in those spare
workshops in 798 area. Now it’s an art district with more than 100
galleries, art studios, bars and restaurants.

Guo Degang (1973-)

Guo Degang is a Chinese Xiangsheng (1875, Chinese traditional comic
talkshow) actor. He was born in Tianjin in 1973 and began to learn
Pingshu (’£4, Chinese traditional talkshow storytelling) when he was
8 years old. His teachers include famous Pingshu master Gao Qinghai
and Xiangsheng master Chang Baofeng. At the same time he learned
traditional operas such as Beijing opera, Pingju opera, and Hebei
Bangzi opera. Guo Degang established his own style from his study
and his show business. Guo went to Beijing in 1995 and established
Deyun She (f£z4t), a Xiangsheng organization, in 1996. In 2004, he
became a student of Xiangsheng master Hou Yaowen. Guo Degang
and Deyun She rediscovered some traditional Xiangshengs and
performanced more than 600 of them, which make them very popular
in Beijing and Tianjin.

Wang Fu Jing
Wang Fu Jing Street is a famous commercial area in Beijing. It used to
be the most prosperous erea in this city.

Red Gate Gallery

Red Gate was founded in 1991 by Australian Brian Wallace. With two
galleries located at Dongbianmen Watchtower, in Chongwenmen, and
in the 798 art district, Red Gate Gallery is one of the oldest galleries in
Beijing.

Post ‘89

Taking the 1989 Chinese Contemporary Art Exhibition catalogue to
define new artistic trends in Mainland China during the 1980s, this
new artistic phenomenon with rebellious tendencies is known as “Post
‘89"

Xu Bing (1955-)

Xu Bing is a Chinese-born artist, resident in the United States since
1990. Born in Chongging, Xu grew up in Beijing. In 1977, he enrolled
at the Central Academy of Fine Art in Beijing, receiving an MFA in
1987. In 1990 he moved to New York, where he lives today. Since
then he started getting international recognition. He received a
MacArthur Foundation "genius" award in July 1999, becoming the first
Chinese to win this honor.
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Wei Dong (1968-)

As one of the most representative Chinese contemporary ink and
wash painters, Wei Dong is good at figure painting with meticulous
brushwork. He was born in 1968 in Inner Mongolia and graduated
from the Fine Arts department at Beijing Normal Institute (Renamed
in 1993 Capital Normal University) in 1991. Now Wei Dong lives in the
United States and Beijing.

Beckham (1975-)

Born on May 2 1975 in Leytonstone, Greater London, UK, David
Robert Joseph Beckham is a professional footballer, who plays as
a midfielder. He excels at free kick and corner kick, and has twice
been runner-up for FIFA World Player of the Year, and in 2004 was
the world's highest-paid footballer. His talented football skill and his
handsome looks won him global recognition amd has made him a top
fashion icon.

Schumacher (1969- )

Born in Germany, Michael Schumacher is a former Formula One driver,
and seven-time world champion. According to the official Formula One
website, he is “statistically the greatest driver the sport has ever seen”.

J Bastien ART Gallery

The J Bastien ART gallery was launched in October 1988 by Jeane
Bastien. The artists offered by the gallery include Zao Wou-Ki, Chu Teh-
Chun, Gaston Chaissac, and Olivier Debré.

Xin Dong Cheng

Ethnically Chinese and a French national, Cheng is an internationally
recognized curator, art dealer and publisher with years of experience
in the international art arena as the chief representative for the
France Gallery in Asia. His art dealing and curatorial practice began
in the 1980s in France. In 1993, he began to curate Sino-French art
exchange events, which produced over a dozen exhibitions in Beijing,
Shanghai, Guangzhou, Xi’an and Hangzhou. In addition he has
organized ten exhibitions of various artistic forms in Europe and other
major cities in China, leaving a significant impact on the art and cultural
field scenes. In 2001, he founded Xin Dong Cheng International
Contemporary Art Studio as well as International Art Space (a gallery
and publishing company).

Bergman (1918-2007)

Ernst Ingmar Bergman was a film, stage, and opera director. He found
bleakness and despair as well as comedy and hope in his explorations
of the human condition. He directed 62 films, most of which he
wrote, and directed over 170 plays. Most of his films were set in the
landscape of his native Sweden. The themes were often bleak, dealing
with iliness, betrayal, and insanity. He is recognized as one of the
greatest and most influential filmmakers of modern cinema.

Antonioni (1912-2007)

Michelangelo Antonioni was an ltalian modernist film director whose
films are widely considered as some of the most influential in film
aesthetics. In 1972, Antonioni was invited by the Government of the
People's Republic of China in the aftermath of the Cultural Revolution
to visit China. He made the three-and-half-hours-long documentary
Chung Kuo/Cina ( &) ), but it was severely denounced by the
Chinese authorities as "anti-Chinese" and "anti-communist" and
caused a great sensation at that time.

Yang Dechang (Edward Yang, 1947-2007)

Edward Yang was one of the leading flmmakers of the Taiwanese
New Wave and Taiwanese Cinema. Yang attempts to examine the
struggle between the modern and the traditional in his fims, as well
as the relationship between business and art, and how greed may
corrupt, influence, or affect art. Also, Yang always sets his works in the
cities of Taiwan. As a result, Yang's films, different from Hou Xiaoxian’s

rural sensationalism, are commentaries on Taiwanese urban life and
insightful explorations of Taiwanese urban society.

Hou Yaowen (1948-2007)

Famous Chinese Xiangsheng writer and performer, actor. The son
of Hou Baolin, a master of Guo Degang, Hou Yaowen became a
xiangsheng actor in 1960. He was also the vice chairman of the
Chinese Ballad Singers Association.

Wen Xingyu (1941-2007)

Actor. Wen won the hearts of many viewers with his humorous
portrayal of the grandfather, a retired cadre, in "I Love My Home,"
in the early 1990s. The TV series was regarded as a landmark in
domestic soap operas.

Immendorff (1945-2007)

Jorg Immendorff was one of the best known contemporary German
painters; he was also a sculptor, stage designer and art professor.
His paintings are sometimes reminiscent of surrealism, and often use
heavy symbolism to convey political ideas. He was a member of the
German art movement Neue Wilde. And he was skillful in using the
media for self-promotion.

Olympic

The Olympic Games (often referred to simply as The Olympics or The
Games) is an international multi-sport event subdivided into summer
and winter sporting events. The summer and winter games are each
held every four years. The original Olympic Games began in 776 BC in
Olympia, Greece, and was celebrated until AD 393. The International
Olympic Committee was founded in 1894 on the initiative of a French
nobleman, Pierre Frédy, Baron de Coubertin. The first of the I0C's
Olympic Games were the 1896 Summer Olympics, held in Athens,
Greece. Participation in the Olympic Games has increased to include
athletes from nearly all nations worldwide. With the improvement
of satellite communications and global telecasts of the events, the
Olympics are consistently gaining supporters.

Coubertin (1863-1937)

Pierre de Frédy, Baron de Coubertin was a French pedagogue and
historian who is best known as the founder of the International Olympic
Committee. Born in Paris into an aristocratic family, De Coubertin
developed Dr Brookes' ideas for an international athletics competition.
He recognized a growing international interest in the modern revivals
of the Olympic Games and decided to found an International Olympic
Committee. He organized an international congress on 23 June
1894 at the Sorbonne in Paris. There he proposed a revival of the
ancient Olympic Games. The congress led to the establishing of the
International Olympic Committee (IOC), of which De Coubertin became
the general secretary. It was also decided that the first of these 10C-
organized Olympics would take place in Athens, Greece and that they
would be held every four years. These Games proved a success, and
De Coubertin took over the IOC presidency from 1896 to 1925.

Chinese Cabbage

Chinese cabbage (Da Bai Cai, in Chinese which means Large White
Vegetable) is a Chinese leaf vegetable commonly used in Chinese
cuisine. Chinese cabbage has been cultivated for over six thousand
years in China. They were introduced to Korea, where it became the
staple vegetable for making kimchi. In the early 20th century, it was
taken to Japan by returning soldiers who had fought in China during
the Russo-Japanese War. At present, the Chinese cabbage is quite
commonly found in markets throughout the world.

Ai Jing (1969-)

Born in Shenyang, Liaoning province, Ai Jing entered the Singing and
Dancing Group of ShenYang when she was 17. In 1987 she passed
the entrace exam and joined the Oriental Song and Dance Ensemble

in Beijing. Her first album My 1997 ( {##31997) ) was published in
1992, which became popular in mainland China, Hong Kong, Taiwan,
Malaysia, Singapore and Japan later. Since then Ai Jing has been
recognized as one of the premier pop singer/songwriters in mainland
China. Till now she has released five albums.

Hanart TZ Gallery

Hanart TZ Gallery, established by Hong Konger Johnson Chang in
1988, is located in Hong Kong and Taipei. It specializes in promoting
and exhibiting contemporary Chinese art and has promoted many
famous Chinese artists. Artists whom the gallery represents include:
Taiwanese Zhu Ming; mainland artists Zhang Xiaogang, Wang
Guangyi, Chen Xiaotong, Fang Lijun, Zeng Fanzhi, Li Shan and Hong
Kong artist Luis Chan.

Schoeni Art Gallery

Schoeni Art Gallery, established by the Swiss Hotel owner, Schoeni
and John Cowperthwaite. Son of the former finance secretary, Sir
John James Cowperthwaite began by selling antiques and later,
contemporary Chinese oil paintings. The gallery is very well-managed.
Artists whom they have promoted include Wang Yidong, Li Guijun,
Cao Li, Qi Zhilong, Yue minjun, Yang Shaobin, Chen Yu, Zhang Linhai,
and Liu Ye. The gallery has the distinction of being one of the most
important galleries in selling contemporary Chinese oil paintings in
Hong Kong.

Johnson Chang

Johnson Chang (Chang Tsong-zung) is the founder of Hanart TZ
Gallery and an important promoter for contemporary Chinese art.
Born in Hong Kong and graduated from Roger Wiliams University in
America, he is the founder of The International Art Critics Association
(IACA) in Hong Kong and Asia Art Archive, and an advisor on Asian Art
at The Solomon R. Guggenheim Museum, who also has been selected
twice by world-renowned magazine Art Review as one of the 100
influential powerful persons. Over the past twenty years, Hanart and
Chang has participated in and curated “Chinese New Art: Post 1989”,
Sao Paulo International Biennale and Venice Biennale, the “Power of
the Word’ series of exhibitions, “Open Asia International Sculpture
Exhibition” in Venice 2005, “Strange Heaven: Chinese Contemporary
Photography”, and projects related to the “revival of Chinese visual
and material culture”.

Zhang Xiaogang (1958- )

Born in 1958 in Yunnan province, Zhang Xiaogang is a contemporary
Chinese symbolist and surrealist painter with international recognition.
He has made a “Bloodline: the Big Family” series of paintings from
the 1990s, which are often monochromatic, stylized portraits of
Chinese people, usually with large, dark-pupiled eyes, posed in a stiff
manner deliberately reminiscent of family portraits during the Cultural
Revolution. Of his “Bloodline: the Big Family” series, the artist said: “
Big Family shows how to protect ourselves and keep our experiences
locked up in an inner chamber away from the prying eyes of others”.

Liu Ye (1964-)

Born in Beijing in 1964, Liu Ye studied industrial design and mural
painting at the Central Academy of Fine Arts before moving to
Germany to pursue an MFA at the Fine Arts University in Berlin. From
1994 till now he is an independent painter. The cast of characters in
Liu Ye’s work often find themselves standing in front of a Mondrian
painting, an object which the artist identifies as ‘a balanced, graceful
and pure picture that projects a sense of serenity. These characters
themselves are usually with a round, childish and even cartoon-
like face. They are mysterious and calm, looking as if they are
somewhere between real and unreal.

Venice Biennale
The Venice Biennale (Italian: Biennale di Venezia; also called in
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English the “Venice Biennial”) is a major contemporary art exhibition
that takes place once every two years (in odd years) in Venice, Italy.
The first Biennale was held in 1895. With a history of more than a
hundred years, the Venice Biennale has become one of the three most
influential art festivals in the world. The other two are: the Sao Paulo
International Biennale in Brazil and the Kassel Documenta in Germany.

C. C. Wang (1907-2003)

C. C. Wang (Wang Jigian) was an accomplished artist and collector
who has collected paintings since he began practicing his art more
than 70 years ago. Born in 1907 in Suzhou, Wang graduated from
Dongwu University in Shanghai in 1931. He used to be a professor
in Suzhou Art School and Shanghai Art School, and co-authored
the Seals of Chinese Painters and Collectors of Ming and Qing
Dynasties ( { BBEBZRENL ) ) with German art historian Dr. Victoria
Contag. From 1949 he settled in the United States. C. C. Wang is
regarded as the most important Chinese art collector in the 20th
century. The famous “Zhaoyuan Xianzhang Tu” ( {ETTALBLE) |
Chaoyuan Celestial Cane), painted by Wu Zongyuan in the Northern
Song dynasty, was in Wang'’s collection. C. C. Wang's collection
has long been known to Western scholars and collectors, and today
works from his collection are in many important public and university
collections in America.

Zhu Ming (1938-)
Famous Taiwanese sculptor.

Guggenheim Museum

The Guggenheim Museum refers to any of several museums worldwide
created and run by the Solomon R. Guggenheim Foundation.
Solomon Robert Guggenheim (1861-1949) was an American art
collector and philanthropist. He was born in the United States into a
famly who were known for their successes in mining and smelting. The
Guggenheim family was a Swiss emigrant family of Jewish ancestry to
who came to United States. Solomon Robert Guggenheim worked in
the family mining business before his retirement in 1919. He became
an art collector and had collected many ancient masterpieces. The
nature of his collection, however, changed radically in 1927, when
he met Hilla Rebay (1890-1967), who introduced him to the work of
the European avant-garde. In 1937 he established the Solomon R.
Guggenheim Foundation to foster the appreciation of modern art. This
step led to the opening in 1939 of the first Guggenheim museum in
midtown Manhattan, New York. There are five Gugenheim museums
now and more are in construction around the world in a rapid speed.
The museums exhibit primarily "high" modern and postmodern art.
Amongst them the most famous Guggenheim museums are the
Solomon R. Guggenheim Museum in New York and the Guggenheim
Museum Bilbao in Bilbao, Spain.

Ullens

Myriam and Guy Ullens, a couple from Belgian, are two of the most
important and earliest collectors of Chinese contemporary art in the
world. The Guy & Myriam Ullens Foundation was set up in 2002, and
is an active supporter of the Chinese art world. In their collection of
more than 1700 pieces of Chinese artworks, 80% are contemporary
ones. They also have collected more than 200 pieces of ancient
Chinese artworks, in which the most famous is the “Xiesheng Zhengin
Tu” (S4B ®E) , Studies from Nature: Birds and Insects) by
Huang Quan.

Van Gogh (1853-1890)

Vincent Willem van Gogh was a Dutch Post-Impressionist artist. His
paintings and drawings include some of the world's best known,
most popular and most expensive pieces. Van Gogh did not embark
upon a career as an artist until 1880. In 1886 he went to Paris to
meet his brother Theo, who continually and selflessly provided
financial support. In Paris he encountered Impressionism and Neo-

528

Impressionism, in the same period he also discovered Rubens,
Japanese prints and Paul Gauguin. He incorporated their brighter
colours and style of painting into a uniquely recognizable style to
express his strong and powerful emotions. In the final two years of
his life he broke the friendship with Gauguin and suffered recurrent
bouts of mental illness, which led to his suicide at Auvers in 1890.
Van Gogh is a pioneer of what came to be known as Expressionism.
He had an enormous influence on 20th century art, especially on the
Fauves and German Expressionists.

David Hockney (1937-)

David Hockney is a British painter, draughtsman, printmaker,
photographer, and designer based in Los Angeles, California. Hockney
was born in Bradford and educated at Bradford Grammar School,
Bradford College of Art and the Royal College of Art in London. From
1963 Hockney was represented by the influential art dealer John
Kasmin. A visit to California inspired Hockney to make a series of oil
paintings of swimming pools in Los Angeles. He also made prints,
portraits of friends, and stage designs for many theatres. An important
contributor to the British Pop art movement of the 1960s, he is
considered one of the most influential artists of the twentieth century.

Mirage

A mirage is a naturally-occurring optical phenomenon, in which light
rays are bent to produce a displaced image of distant objects or
the sky. The word comes to English via the French mirage, from the
Latin mirare, meaning 'to appear, to seem'. This is the same root
as for mirror. Like a mirror, a mirage shows images of things which
are elsewhere. The principal physical cause of a mirage, however, is
refraction rather than reflection. A mirage is not an optical illusion. It is
a real phenomenon, and one can take photographs of it.

‘85 New Wave

The‘85 New Wave Movement was one of most important art
movements in twentieth century Chinese art history. It marked the
beginning of a new historical era that broke through instrumentalism
and homogenous state of art, and symbolizes a first step for
Contemporary Chinese art. It was also a period in which many
outstanding artworks were produced. The ‘85 New Wave Movement
shook the mainstream concept of art, and over the past thirty years
has played a major role in presenting Chinese art internationally.
It reflected on the fundamental questions in art, and Chinese
art irreversibly stepped into another era. Contemporary Chinese
art thereafter found its basic structure during the ‘85 New Wave
Movement.

Pi Daojian (1941-)

A Chinese art critic and art historian. He co-founded and became
the editor-in-chief of MeiShu Sichao (The Trend of Art Thought) in
the 1980s. Now Pi Daojian is a professor in the South China Normal
University, a member of the academic committee of the Guangzhou
Triennial (orgznized by the Guangdong Art Museum), and a member
of the academic committee of the Guangzhou Art Museum. He
wrote essay collections such as Contemporary Fine Art and Culture
Selection, Treatise on the Art History of Chu, and Catalogue of Chu
Art. He also edited Chinese Experimental Ink and Wash of the 1990s,
History of Black and White, China, 20 Years of Experimantal Ink and
Wash and Chinese Art History and Art Appreciation.
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). EUAMNE, HARMABETEE, thERAMEE. BER
BEE-MHEEFA, ROFRNEFFRAZME.

B

KE. BFTEMF (SRHER) MEE. AENEEBENR
B 2axE, AXRATXERFIMEmR. KEE. B
. RE, BAXE, FHEm. ETKEER. RPEHRES
L@ EEALR.

i
RHIBIROMKKS R (BEARR) . TRHRE. KRR#ALSUE, %R
AE. RE—RREME. HRELEEB. TESRTRAHR. 855
F—17. B—REXENRETRRKER. A HE . RPES
REFNBELR. ATESXENAATAE, SETHEEX.
HEERTEE, EREENERE. ATAELESE. BTHE
IR, M AR AR,

#E (712-770)

FTE. ASOREE, HOR, HINE. PEERSANALE
XFFA, H#RA WE . MERANELERIRES. KiELME
fhig EABARIT, R SR T A SRR DA RIMRIXAEEY
INE. h TREZE MR METREERGRBETED. HEH
WRETROFE—TREE. BHEUTHASBNSRENTX
AMEPRVIRE.

iIHE (1914-1991)

XRERHE, K. IEREGTRANTEST. BEF=H.
WHREHA. 1929FFAEFEALRIERB. 1933FMAHEHR>
%, SNARKRERMAR, 1934FE LERERTBFRE, R’
BEMEFAZAMIRHRRA, 1987FREER, FRETEL>X
SEE. WEILE. 1998FESEFREE. PEARANERYE. &
FEEEHIESERRER, PHTREAMBYLLKEFR, 1963
Fi2, N HRES hE, EXZRESNR L BH. 1965%F,
REHSCTIEE QFBHER (BHRER) ) . XEHEHKEEHK
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(BAXZTEERSLE) . ANLREFNERDFIERL, &
R, TIHIVCEHRERE, 191 FRINMENARST.

EEEK (1893-1976)

HEFNPERIEE—ERSAGA, 189FETHEME, M
201220 F REF IS MAAR I T AR, AT T P ENBIRK
FRARBHT. B8 (BFRER) . (EFRXE) FE14.

R
EREREFNLE. BRTEREFATNEREARASRE
B, FIREERTEREXFER ZTEMORRMEAY ., BWRAY
THERRZR . ERUENIEERIANBY T ERERUNE
B2 HRHRETREKNFE—RNGE. TESMAMRIKH
B,

BRE

ERFRRTI050ER, RETRATEORIMEASHER, #t
HEANKBME. TENET. N, BHE. MEADBHE®
MESHRBREATFORR. REVETE . THAHEE. &
K OESE. BE. B, BR. WERE. MR ENHR
EH-EX. ERTHANE. BREME. Hh. HA TRHEN
BABE. ENEROERARHNCRRBNEH EERESERE
DENER.

FE (1082—1135)

FEIGRET, BR, $ER. RR+—F, AFR%, TRHIT,
KEfhA®, REAFE/NNMEF (1100112557 Mr) |, 725
£, BETHEZMENE, XE54%, ETKERGIIEENE
RE35EAD).,

A (A+—tte)

PEAERBER. FTHE, ERFRE, EBRTRERAE. BR (5
RHRAMR) A, BEN. 9% SAKTHESRE, HEMZRWRE
R, BESRZE. BAAGFE. EANESETHT ARY100F
RARELTIHEMNARERAOENLS G, TIERTES
BZHR., A (REE) . (REE) . (MBE) Ftetf.

EE (A+—tEe)

EXFRARE, (BELLEH, ETERR ERCRREEH
(1023-1081) F&k@#E. ) AZHE, FPI (XEMPI) |
JERUKER, £FTIRIH, BILRUKB=KRERZ—.
BREER (SEE) A, BAMUEREE, TamL. HARZA
‘BT RRERAR. B (EM@E) LR, " RUEE . #iE
GE, MREE, ERNEE.

Oix (1140-1225)
BROARZ—. FEX, S%l. HETRSULEXF), BEE
BESHIMMN). HR. TREFERTE, H5sEttR, EHED
DX, ADAR. XOME. ADRFERARRMBER.
DmiElk, 5. A, HUKBEEE BREEHT k2@
A, TESE, ERWESRERUKZ /A,

ZFE (1166-1243)

REEE (SUM) A, ADAI, HzB2, WEEERZMIK
AFTF. K. FEZH (1190-1264) ERFHE. TE8ADERE
BUINERE, LKTHRE, tRRELEEREERBORE. AY
KIEEE KYTARE, $HEL. @AMAH. XELEE, &
HAREREDBIRE. EBRE.

K& (1626—-1705)

RELGE. BHETEIRNNER PEARBNER. BA. 1A
maA, XSAKUA. RENLEERXEE. RASRESENE
G, RRHNFERSEREE, HEARBIRMEBRNTE HXA
ENTES. ahETESK. EERKS. afREEMR AREA"
XL RFIE CHGREE. BIHIRA AN, M RliE T —FhBlATR
BNESER,

AiE (1642-1707)
PARBENMEEZ—, AR, BER, AFNLE, AUNNZET
#, BTMERRLKR, "ERFEITER" | ERECEHER
NG, EEMERET. RNER (EMMEIEEER) .

BiAH (910-980, —1£937 —975)

ARBEER. IBA. TR FENEERFE. TEaAy. AL
Bz, BINTTERN. RERW, ETHENERS, FHERE
(HRERZED) &, RRNBHOBUAFlE—H&HTER.

£ (ARXTOHE)
BHEN, EFHESRELREAMZT. RFETECTONE., £H
ENTSUBEAKETERERN, 1980-1982F 5. XREE
FZHREMSEENNEE. REBLFLRERRKAE. HRIF
R RIG. AE. RHFFILUHEOEECNE FRIEHHRBX
EEZAMNEEAK.

&M (1254-1322)

TRBPER. FFH, SNTEA. KBETEA, BMHESHIIR
M)A, RAMBERA+ -, RERF 2R, THE. B#E.
B, KRR 7B, OLBE. TBINME MSEEE
%, BEREW, miR ORGET . HE. TEMES. NEER
HEFERK. RERIBE. FXEEFE. B (REFKR) .

KERE (1965 )

1965 4 FimdL, LR K, 1988FHREMARFRFE LR
fir, 1996F L RPEZARARBEZ ABML(SIHRRP L), 19985
ANERFRRGERRRFMEFAL. 1998-1902F L RPEE
RIEMEZREIRHR, 1999-20007 RYIMA & HEEARBERUIBE
fE. 2002F QIR RBHZAR DL, FEERE. REPRERZE
BEREICB A BBIRIE S TR L 20, BTN AP OHR
R, EMHREEE (RibZFR. RKSEER) (1998, 44),
CAREERY (1999, 4£X), (ZARKE) (2000, JEx), (&
HEEY (2000, FH). (OTHRY (2001, 4£x). (Ex)
(2002, 4bx0), (HFEMHEXD) (2002, M), (HHEEHRED
(2008 4t3®), (RFHEWMAEE) (2003 Z£%), (WMZAREI
L) (2003, SXH). (UE#EAR{E) (2008 ). CEEEE. K#B
THETAEE) (2003 JLRCBDREINSOHOF K S)E. Hep (H#hh
FEX) BT R H2 Z KRNI H2002F ERZREHRE.
HI. REFEXZASHEARGEEENTIBZZATY L. flm
CIA@ETY . (ZARHR) . (ARZRY . (SBEEH) . GF
BY . (ERE) EPXRE, MR (ERZAR) (Art AsiaPacific),
(EMZARFEDY (Asia At News) &, WIRYE (Htm) . (FHA
®Y . (EHTZREML) . (XUS5ERE) . (RARUZR) .
(ZAXRER) %.

HEER

BEZRBEX "KRZAR"  (Popular Art) TR, HRFLIRT0
FROKE. TRFNBREAEFHEFETRMN (SRNEFS
HAMEARRE, MEEFB? ) FWAARE - HEERX EHRE
AR, BEZRNALRREERRIMURRENEE. XEN
BEZARSOFRMMRFAEINFERNKR. SFE—KHZA
SO E FHAA X FERBAM R RN E HME, IR
BESHBECUAIIRE T FEEEOURRR. &, Fr. 20
E%. HEXB. REXE. WE FREESFE. HEXILER
HERECER, BA—FRENZARRE, BEZRU—FMERNE
EXFEENRSEANRNXL, HBIAXNERLETZRS
NIRMEEE.

REBEX

R, REGTHBRAZERY (CGFRRRRE) FRABFR. i
FRMELS, SEREER IEERNEMAEE. WANRADS
R, AR BARBFR, ERREBEXNRBERET T, AR
REEXE—F "DREERREAEN OHSXUES. EER
SEEMRET R, MMEG—UIMNE, AEHRR. THRRRHER
XU AT SR, CHERUZRANOMEEL. TMELE
XITSBARRNEESERERAEN. RHETRHERSR. BitREn

—EHAERHRE. BEXULHN—T. BTRZBAUNEE. A
FHAKROFHZETMEET, IR EEXSIE BRI R
RS A—FARANBRMTIAR M EZ,

REHAE

BEABHSE. (BEZ) BHE-RAZBEHER, TEEFNS
FHENEE, RLUNT, EEFSRTZEBBEHE, WHEE
FEEENEEEEDL L, BHAERTS ENRMEEMINSE, BT
NAFRE. BRNBETHERLTEE. Wxi. "ZFETE
. REAEFERMN T AHNEE. BOEAZSHONE, ANK
SESSEER, BTNEFFRALRZD, & F. &, K. fit
EMBEZEEMNMOPEE K2, RARETRIANA, %2
TRNMMNEEN N, HIRR. MNEES. EIRE. £FE
8.7

H%eAE (1955—)

19566 B A TIE R, RMEBHEA. 1971ES5E, BEMIERER
. EARCER., 19890FXMANEERRE, 1991 FELTH
REBREEBRFWMLFMN, FEREH. AAPEERRBEEAR.
FREAZREPESREE. K. ERSRSNEEXREARY
FARE.

XIpEFn (1961 )

1961 F A TRiE, 1981 FEUTHRRERFRREEZARR, 1989
FEVFRRAERZRESR, KMLFEM. BIIEPRERZRE
BRE B,

XFEE (1956—)
HRPEXRKRER, EKAEGKRBNRITRALTERE, AA
RYIKFZRRER, ZAMRMAAK.

EXE (1960—)
HAETEE, AAXEERMtEtNTFEER, AEEERFZAR
BEROHRE.

iz

BHREZREELRNTELSREATENER, EFRRAFTLE
HRZRMAAKRZZAMAREZREMERHLZAANEE .
HERHK (R, BREAZRETY | (EMHEZARFEY . (KL
ZARY . (Passagen and Springerin) #EX &, BAEHKEELR
BAZFUERRERZAREEXEHIHTMCraig ClunasH IR MIES T
LRI, BN, HEEEAALE (TAZR) NHEDRE.

R, BA, PEFLZUXFHREKZ—. 1960264 TER. K%
FEKRE (FLEmmE) . ) . (UEAZILY . (K) .
(ZFHTY . BR (BBEHBE) F. WERRK. BORFKE
CKY e EERH 2R REB.

B

B (Geremie R. Barme) |, MAFITEZ K ¥ SEHRRESRT
RRA, EH (EEFRNPY. FARNSASGENELY . 5#K.%
XEH (REHH. FEZRNE) 54 PHREER (.
EROMNBEEY , HEFESER, RREBFRIE, B, A
APEREFA (KR NEEERM.

K LRERE
(REBRERE)Y REEMERZ— FEERF. ZBREFEK, it
—FTIESF IEEALZE, @R REEE M CERRE .

kE
BERRE(SHRABRIA, EXELRE. XRAT+—H(723)5%
7. HTENERESE. TaAy. NELRKAL. ZAT. 8
L. BDREHN, SEBFELT.

A (1940-)
1940F5AETFIAATRE, 1964F LW FARFIHEREEXAR
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R, REERKE. Rt BAZAREIESE. 1973, 1975,
1979=XRSMEEXRE, 1980FMARERXY, 1982F 4%k AR
WHER, 1988FEHWIENARGERMEI LR, 1995F FRELIFR K
RASGHEZREHNTILR.

(=t BREZIZIRY

(ZHFERZBIRY RRFAANKRE. CRMERTI903-
19054 (Hi/iit) & L@, 1906F 2 i/ & B /5 H R
BHEA (G120, HF1910FF HF, #108E) . £BUEALR
RR—E MEHATEER, MLARFFERAE. HEFHEK
R, (EIRY B hR—4" Z+FEENEEBNLE, 28
BT HHBYERDNHERFNRBAL, BHPEFENAR:. "R
FFERF T HES, BBk, MBANRE=FEAE. %£—
MERERY, BMEHRED, F=FEEBBE.

=t

L8 - Z/R (ThomnasMore, 1478—1535%, A F1478%FE2H7H
HEXRERE, ) SH—MPNTENBE, 288 (XTREENE
REEMSHBFRHEFENFTENSB) . TRIRTHI5165.
SEBHFREREFIFHENER, & FHOMT L ik
7T MEE, R-MEEE. FE-TASHNER, mE—DEBN
HE. SRERAEFE-NEN ZHBX. E—RARESEA
BERH. BENMES, ANTHEARBEESRHSHERRLRR
TRKANRR, DEARRTRLEFHN, BRELEKIAN (SLF
TAEIM) B,

[VIE& FsmiE

Channel V2 —MEFMMERHE. RETESEE. £#5T. &
M. BT, PRBXEMSPERER. ZEEEEREXTR
FRA—EX MBS MR,

INE (1904 —1997)

BEEBHE, pEDIISRA, PEISE, BREMREARIN
ENTERSAZ—. 1970FERKE1990F KA o B A b L PRk
BRSA, MRREFRR-ERERILE. FELSZE UMK
AR AN OHIER IR NIER, ETEEARY (PERE
FRA BRI | MABRLFRNE 720t L RHENTEA.
WEALREE LT T HA, hEFRMA (HR) BT EA
Y. FRERIZT TERRZAY" (1978FM1985%F) | AL
HEM., RAEBER. XRRARELBULLHERASA.

BLE

Froth 2 R0t LMW AETFEENHRRR (New Orleans) . ER
BT &N (Blues) Miutkski (Ragtime) M RUAFEHIVINH
BEMBIXAERSE T RITER TE ML,

FHs (1982—)

1982F WA, 2005F W THRERFREALR, WELRSE
ERE (RHZR - AR) AERITER. BE (FLARTAKH20
AAY L EINERE R,

BB (PUNK)

BNEFI70OFERMN—MRIBRNERAE, PUNKIEFEXHF
E MR . EAREEE TER . EENME BT BRERTE
1974F Z19764F (8 BT FHERSH, AERE (Ramones) |
F18 (Sex Pistols) . i (The Clash) %R ILE KA.
MRERETOERERIERAR, EXT—MEREEHNE, 87
MR EREEERES, FHEEE, KIERLTBFEXEE. 5
ZHEEXBEMPRT I X HBEHREERANRE, RANEXTEANE
ENAE, REEMRIRESHECHTF (DY) HEESE,

HEE

71 E & RPlum Blossoms, H3 E A Stephen McGuinnessgllsz, 4
MEFIMGE . AAFELE, BEAEEMNERNSTERYT NS
RER, REGMANKBERMC.CWangMRBHE, MEFER
BRAFRHYRKBERAGHNRE, HEZEEEENELHRD
FHNAEREKRBENENBEEEHBELES.
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FEEX

FEEXE—MEFOEEMTIXER, DERIENA. BraEfE
WNEW, RERBEOIRRIABR. R, LERE0MLE P EREE
BOZ, FEAFRERE. RRENERRER - MZREAERA
o, S X—NRESEER, FEIXEANIECETRE
EXHMMEEFE, HREGNEARNEBURFHNES. FE
EFAR . BERYR. BT ANEFZIINEEREH X AEERE
SRR

BN

BN (EREHNGEE) RTPERPNERCLZ— MNNEE,
EPEENANGEN ., HEAREERRRIEERRIBRTHE, RE
RT A#MT995F 1924.6475 N E B RTHI8TT A, 72010 Z BT
H—FRDEOESTA. BERESNER, HTRIFROEE,
FALRAE MR RIE Z BI A3 BEHAE R,

I ET]

BIFIF19744F, N\EHH BEM “HR Z— BIIAER
B ESD, RMAR—AXMIREERNAT, BHEIREHE
MREYFH S, 1976F IR AW A T, 1984FHURM A A Tl 80FHR
PHNE, ENFEMPEIRSRENKRE—E, 1985F7735
RERARZAZREERRES NG (PEEZRA) . 517 —
HET "REEFEBRE (X, X2 CIAET) REMHNE

FLF (ATTHTES1—B7479)
ATFREFFROUEA, BE, FHE, EUEHEEA. LTER
NS JUENE . Bfh—E RO EMRNERE. BERKET
ZR=FA, BATZBEFRDERMRBTENZE, LHRETEAMT
H: R&LERE, TORE, EENEREY "RYyZE" . "RZAK
F OTHEN | REANMSEEEFEZ—. FEARBHENEE
(EAZHRMEA) | Ak, 8% G5 . (B . 2 G .
CRY . KA . 1 (R . BABCRIL TSRS EmA (it
B . WBRPERT BREBHORWOKE—. LFHSER (i
1B SREG LML T REREA N,

FRL (1866 —1925)

BAX, Figfl, EFoR, PTEEREGEEZ— THREEUE (5
T A NCRTHANGHARUE, BARMPLEES
OGRS PEREER . AXBETEERREEN KT
RET PEAFEWRMY EHETE .

Wt (479 -502)
TEBHFREER, SEERR. FEARTE, BERBE. A9
B, ¥ (hEa%)  ABRERGTNZERZE, TN TIHLEM
LHERBER. REPERE LN NE . RAAREER. #iT
K. ERRNATBREEHEL,

Nk
RENHIAFDTFEBOEE (FERR) T, XENH. 9%
. BERE. NURY. BERY. KEME. EHES,

Lizhepy

AMRRAXTHEMSIANELRER, TEHEELE(Albert
Einstein) 837, 43 5% SCHE 3 IS (R ERAA X 10) F17 XAB S 18 (— AR 4B 3¢
), ENRHBEARERAEFTIRE, AN HRENESRE. 8
WiMEBTFNERARMELNRAAELLE, BETLAYEFE
MZRNTE, FEATSRSHNDEMBRAE. HWRHBRT
BEEHEM, BFHFBRTBRLR T4 THER. BxRR
AOBET AN FENARN "HiAM W&, RBET "ENHE
M CHgRET CEdhEE SRS,

EFEL

ETRRIRMEFNAAEGZ—. EFRARMNREHTHINXT
BRANFRARTTEMBET A, BTRIBT T HUMREROERN
7. ARTYEY. BGMESE. ZYEFNNTYEFEETER
Hill. THREFHBERTEN. RFGEONEN. KFTROM

B OERRKSESE.

HIRE (1901-1976)
BHE (Werner Heisenberg) | EEZEZYEFR, BEFHFMNE
A, fBF0HL20ERYIMEFNFE, THTFHREF. BT
FFURRFMSFRABOEECRFHEE, NSIXRTHERNE
AT, FRT0HELYEHARNILT. Hib, 19326F4KET
HIURMIER,

1E1H4E (18404 —1896)

AUIWE (S48%) A, FRFERREERRTER, £ "HE" z
TRBRARE, 28 EERTPORKRE. MRS ZAMHRZE T
ABH.

KRB (1844—-1927)

HIREA. RMEREMEELK. MER. XEBRW. FEE.
XEEH. BR. £35S, BAEFCW. €. 2H. &% K
#. REEE, FEERSA. B, @Xif. EF (GEFRE) . (F
RENTEY . fetttERE (RMEA) . (ZKBRE) . (EHE) .
(HREE) F.

HREAT (1865—1955)

ARER. SHERE. BRER, NERESEREEIE FEM
BEIE. i "R B E E MNER CRHIENHE. &
ZEE. (RUEaxRERE) . (IEER) . (hEM) . (@%
&Y . (ERBER) . (BEER) %,

XII3g3% (1896 — 1994)

B, ERBER. IHREAN. 19126% LBINARTEE—FT
EARFER—LBEBERR (LEEATHERIE) | BRTH
EwERME, HEUBLKER, BMAAGEBENRTSE. 2R
AKX, BHERER, FEf (RU) . (BREE) . (BFZ
ABEE) . EFF CR#fe) . (hEZEENARE) F.

A& (1919-1982)
REBEL. FRARFEER, LK. A#. £EZER, KRE)
FTRAEA. ARGFENER, 5EEE.

=i

RUEZHE (1892 —1996)
IHAREA. ANFREEHE, FERNBARRRERASSHE
E+EREERRES, Bk, %7, AEZ M. A

#XEE (1900—1991)

HREBER. ERBER., BEMRG, £TRIGE, 195@E#HT
(¥R FE. 1925F B EFHEILEZRENERRKFRR.
127 EMNIRZETIEZBHMM O NEIZARE (EROFEER
Fhe) ERK. MRBRT70OEREREEH, 1979FECRENNA
BfR, BSHRAMY. HRRARBEKESEZAY. REAY. BN
REMZMAE MRS XBYENE S TFHNRE.

BXE (1897 —-1971)

HRER. FRHER. BRER. BERNFUR. WITEA.
1923FFHAKEERT LBRRTRER. FEZATHER. B
FEHZARERER, RERKRBRERBRERERKE., 194467
B ZATHERRK. BEE. HENIEAFRRK. FEXAR
WREIEFFR. HERF (FRZER) . (TREEREBE) .

ZATHL (1907 —1989)
IAFEMA. PFEER, RAHER. el KkaEfEET maEkgin
RRANE, FFEIT -G, (ERE (BREWIEY . (UES
E) . (BLE) %.

A (1904—1964)

BR, PEB¥HA. BTKANAELAKNEE, BaEESE
SRR EEBREH, MR, HRE (PEHRLKEEHR) |
(CRELKAMEEY | (PRZEER) F.

ZFEE (1898 —1983)

2%, FEE, —ENEXRUEMERFAEA+RE,. MHEKRS
EEAEHE. BREER. AKUA. BHEK. REW. FEEG
SRiERE. E2MIE. SBBW. ARKR. GiHERE. (&
Y . (EEEY . (M) . GREY | (BOTRR) %

#YE (1925-1997)

TEHEER. WK, AEAHSENR. GRELEH. DSt
THEEWRR. FERK. HETEXARHSESE, 2EENE
R.BEER. RAZANEREK.

#t+% (1921 -2006)
EBINIA, BKERE. HE. F&8. LWKkESE. AYE.

oxE (1818—1883)
DRBEXMEGA . E-ERNARENNSE, SHERAL~NR
MBEHARABFRGI.

FE-F= (1866—1944)
FEEXFERIT, EETERKRNE (N8 - TREHRAX) SR,
FRIFT1NSFIHBIURIER,

A3k (1955-)

1955F 4 T £iff, 1981F RNV THEEAZRESRAREE. &
BREH. \TERGR/N\LFTNERSHNERZAFEAY). 1987F
BREEEAYN, RUSERNELZEAZAR.

h#h (1958—)
mRmA, £T1958F1RI7H, UATHEEERT VER.
‘85" EAZEMH, SAEE—EHEHAKBERRAKEAY

z—

IREESE R 8

EERAT RERMIETREBRARBNNEE. ERTES
B MBS TERRER., AKX BREEHEHIETEEMN,
it EFTENFTEL, KN EEE—ERB-RIRRENTIE.
HARRELERARIRIBRGERE, THSIHMENE TR
Tk, UTHEFAZE, MRMNNUAEEERLE. BRANGBE
R AEERAEG]T X —st, RECMIBER TR R A B E AL,

L

TREATOCBERFETNTEZE, ENEEREFIHERAAMYE
BEMATL. TR HESETERANL. RPefZ23I075X.
¥z, HEz, HBZ Bz, 5. hEFEEREANNE
mCIAE"T (BES, X7H. k|h, BHRN, BrzRth)
ST O(R . B) . PEERBMERNRSRAREW
HRERE,

BB (1949-)

BRE. ZAMIRERRA, XERHBAFEL AERTEET
LBRFZARR, RRNME. FREZRERNSINE. RRAX
5. REEF1986F "SOIMEAKRELIUIR . "1988FEREE
REARFHIR" | 1989F "FEARZ AR %, N1995%FF|1998
FHEPEMNTESHEARTEAENTETEZAR “Inside Out
New Chinese Art” . EIRSEMNFERT MBI RBRASNSS5HKYT
“1950FRENBOFMLHRWESZARR" F1999F R A F RN
TERMNS—MRTT BIRE.

i
PEERMIETNLNE, FRZE. CRLCTERNREHE X
Al EERRLEMLE.

XIR

PEEEWET S L, FhSRER %, MAGERS~EA
K, NERLZBARTHRECERT A, BIETAXMS. EHEHR
REZRT —KiE LRBELIERRKENER, RIPAK, BLREH
R, XRTFLBOFERRS . —EREES. PWENZFEZ.

533



OE#

SDERNERUMNFKADTRS, EWHOOAR, 1972FF1974
FREHLT, BEAEIDRMEND, REITHE, ZEREF,
ZSEMRMKDKERENE, —SEENEE ZSEEAE
ZF, DERXRENKE, HAMRARVAFILHRZHERBEK
B, UREBMHEL. XUMHESEFEAE, RETRIEENS
MERL

gz (346—-407)

TEHEEER. 2@8ERR. HA. FEKE. NFRL ERES
(SRIFBA. EESE. BREGFR, B8tk 2742 T
WX, LHeE., BEKR. HEAY. 8. 88, LKER
. REESH (KERHE) . CEHIREY . GILCEE) $1
AERER, BiEzELERE EOEREMH, SFF (RERR
@) . (E) . (@E=BUL) SE&ER,

=R (375 —443)

miLHMMER. ERERER., FMA, REMNZEXURE, #iR
FE. ABEILH, FHREE —LE-8F . MElKEE

BEEERR (FLFHFRY . (BUIERERE) . (BILE) . (K
WEY . (GLReER) F. BHFAEBRHHFRES TIEN,
BUMR". ARAER LhEFRK. H (@UKF) RAER.
ERPERENUKEELER. RELZNWEIK RE. (BB -
LZH#EE) REAZHI6BEYR). ATEREEESFERMMA. &
BiFER, CEE (£EF) .

#lit (£99t2 — 1022 47)

TEARERER. FER. ARDK (SUEELKE) A &
FERE, TEENTOHLEI0ML L0, BHTE (LD 12
. ORTWHARD, K, ALBMG0 ERER. HER
A RS, BEHERE. #T5E. ABAER. HUH
B URMEKE KRG, 25 ERUMEENmESLNZ
REEAFFH, BALRNEE (ARBEAME) 2], MELEFR
B (SARBEAFHET) RkSRE =R UM A EEFE—2.

BRSEFRE,

*7%F (1051-1107)
PEIERBER. BX. BEEER. WEK, BXF, FiE. S
EREL. BEUAE, HERR. FEEMILER. KHEEM
(BIIHEI) . BERBE . PElL. ABASME. i, ITH
kO R T BERE KTRESARE, RBEAR
B, ERBERMARZ—.

74 (1037 -1101)

ERXFR, BER. REERNARZ—. 5XHE. BHEM
®O=% . ARBEEBRLEFEGILE. IXER4IEEBHE
T, BEME LA, MMERE, FEEERR ERRE,
FEIER—ik. OB, EREERRUARA, AXEBCH
B RHTRALENGK, RN, hELE. SHEEARE. BER
KERFEF=FMANER. NBE THREHT B
X, . BNRERM.

F# (701-761)

FEE, BENHNZZFA, BEGBAER, REND (SUED
) EEHM (SUFEXGF) . BEHR. REBRTEBRBIIG
. maAy. AT WK, BACHAELKAERES. H—%0F
RRXF. B—RKUMEREEM, HEFE (RIEY BAEE. TE
ESEXLARBEY. Fafthe (FRE) B CFERER) MER
.

2PEE (1020—1109)

AEEREE (SETE) A, ERER, FEX, RERHEREZ.
BESHFBEK. Tk, BUAFN, LRBRNEZMBE.
B, MBTTE, EREE. KEWRE, FARGBSERIR
‘ERT . MRMERTFR, EKE CRBEAE ARMIFEER,
FHIBHKRE" . BTHE. o, ENUKMRAETEETIRA
MR, MRESE. KX, TR =R K RNEREELE5N
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B, FHERE (FF) . (XUEZ) . (RETEZ) . (&
&) B, FEit, THEREN (KRSED) .

ik (1235—-1301)

HRUERTRVMNERER. hNBEZANEFIEEMILKE
FA®. WKk, 8. SFUEREHESHE. glkams, REan
HREMAEXLEEES TIUSRT MEIEETRILIKERIELS
MHER FHEREEXEEN THR HXABLE. KEEE
£ ESH TRRR NTHBEZRNXABRESETRZNY
e,

178 (1301-1374)

TREER. FA. —HWNE B . FLR ISOBLE. HAER
F. X% (SBIF) A, HETHRERE, TR, BERZK

BAMU=#HES. th—4EFHME ARERPHENEFBRETRE
A BRI £S5 R . MEERDBRER BRER
AERH. RPBEKTE FFHE. AEENRAGENE.
WEEE, ARAS. RRERD ISR, FHE (WEEH) . (E
ER) FaEfk.

#EHE (1555-1636)
PAREAZFEER. BER. PEERR. "4®FK° HEERER,
FRE, —FrE¥. SEA. X5 BAREL. £F (LENT)
Ao

IR
PEBERTHERTHMN—MHABREENER, BEER. T
=77, FH.ORE. R (BRE) . B TLHESA . bF
ABERS. BER. RIFEHANE | SBHRIMETR. B
WEEXR, St@ELst, REHMN. ZEAE, KEEES. K
Flk. A M. = M. %, A B &858, ®AA
CEBEHRNBERBIIMBMA R, mNEZALBRKEEZ. %
B.RE. BE aRRASEFREMNER. HEiiEkBMRT
7. ERYHWIS. EFME. TAE, MESRKRA R B
ZEH. SHERARTEENRRTETERZM.,

MR
PARBEVNEREIERER R, ZERNFRE. 847 5%
B, RE. MR OHI. PEF, FHERARER, BHRE-EH
BE, R SRAR .

EHAER (1881 —-1965)

AHRIRZR (Wilhelm Worringer) |, BERNRZARER, FEEMRR
Z. ERNRREASHFIZAL, 198FZMBELRX (MR 5%
Y . 19NEHR (FRERR) | REEEE T AMIKRERT
RARZARLZRNMA. F-RERKKE, AMBRERBRFE
H BET (RRZA) M (FBREMFHZAR) . 1928F, RHIER
FEREHE, 1946F I ERMAKEHNREDX, ER#hAzE
R, 1950 EEFHER. EE196563H290 £tt,

BEA (1858-1927)

IREEA. RATRER, HRA%. DIEFER. BrEFEH
. BERIMNEE DESEESHIE. ERELRLLERNE
BR. BAR. BERMXFZAR, BRAFMERRIRIAM
BARERERN. BR RATE MEIBRRES.

ZI% (1618—1689)
ARER. F¥T XFHE. SE S¥m. XSKEIA. IHE
WA, FEEER, "€BAR z—.

BEIEFE (1879—-1942)

PEKFRAEANERAASAZ—. BRRKE, FMHH. 28%T
A. RPEEFAR, 1903FSEREZH. EXELEEHIRAK.
ESMENEERNRY REIASF. 1915F 87 (HEFE) &
&, BERTSHNLHMRMR, 1916FFILRREHIR, 1918FMF
REIQID (BEAFR) | REFXL EFDREEN. RAMHX
WEFHTEASAZ—. 1920F, #A4FEFEFHT. HEELE

BYPEAFRERA, #TRIEED.

BfE (1896—1989)

EAFEBF¥AAKEERER, ARMAARKEGEMEZEE, 1918
FHERNMKBERLENS XBRFER | THHPE. HEER
X, BX. BRX. BXEMES. £HEEI-DHEXAR. B
L5 ERFARREAREZ—.

&if (1881—-1936)
TEARZEFEXFER. BRRNEGR. BLREARE. FUAN
A FRA . IAXA GAETHEEMRE) . 1902F#HEH
¥, ARZFE. FEARTERBENW, FEMX. 1918F%E (HEF)
LFRRHFXENE-RBAIENE GEARIL) . ERXRFHT EMEE
E. E1926%F, XHBGHRER/NEE (WD) M1 (hiE) & =9
ERRXFHEREAZ—,

58 (1895—1953)

IHEXA. PRARBRMEAYER. 1919F8FZE. FXHE
A, LRSI RERRE. 1927FEREEH. HPERYE
FERFPEEEIRTEZENDSER. PRERZREKER, K&
BEFAKNEXZARERE, MET (ARIEL) . (BABLY F
.

CRERED

CREEY 2FKM (1904F—1986%F) LEMREME. LER
19425 F1943F AL REETRMB2K, BHKWBAKNERKE.
SHRARARESFNRNDERRAERE.

FHEA (1864—-1957)

HEHEA. REAY, FBE FEREH. F%4E. S8R, 35
EBLEEE. BRLA. FHEEAS. PELMERARE. FMLiE
XUARRDE. BINEEIFX. F2). Bk gE, EMUZE. %
A%, I+5E. SEBLRED S, 1953FERIX AR THE
ARBEHNZ RTINS, 1956F FHk iR MTIRRSMAE K ERAT
%, 1963FWRI0FFZFRFAMA "HRIXULBAN"

1EHFE (16334 —1690)

IHRHEA. BETS "WET | REHR BEVAAR . XHS
EHESFRELK. 5, LEREZSETE, TS, M
MABME RN EEER.

kX (1935—)

1935F £ FHMZM, 1955F U FRRAILZIAZR (AAERE
RER) | EEEHRIMN. TREFLMEXRCUE. XREE. X
ARIFRMBFE T, 190 FEY TFHRAZATARRHRERS. AH
FERZAMAREIARRAARR. EETEZARRRAREIRE
REEE. HAREBATRA, EAMRAZRZRSETE. ERH
RIFEIATK. K. PEZAMRRSZATLRFITHRER, (ER
i) FHES. (PEEAR) EH. ERBETHEARATE
SABBREWRR (ZAMARY)) FHER. FHRPEARN
EESR ARETRER " HHEM. KXPKBMNEDEIRE
REFRMERERITIR, HEFRF (PRARZEIRITF) . (20
HEPEEREY) . (FENZF) FEENSHERLX, BEF
AANEERERRENRIMNEFA. ZMESREEMEREER
Wigs. KETEREARHNAE 0tHLHEEAK) 1 (2012
TE#BE) NHE. AfERN (FEARZARARITAB) SHR
24, Z5FRT (PEBEBLEREFA) | (HLPEERED
S8, ERIET (PEZREEY | (PREEREBRRL - 20142
PEEA) HHE, ARTPEXRARDSERZRASEETE. K&
ZAEFAZRSITE. PEHBEFLESEE, PEXEFSUE
K. LBXRFERFR. AREAFREERIR.

B S E
HERBRLEME, MEFNE, SHE. XEFEEFELUN
‘HREMT | EREEBMHROFBEEAMN. B (BER
&) .

FRER

IONFFEERZ=F)FERRNEMEREES ., FIZFEMTXIT
AFZE, BE, CREBFIHEABH. FTERIERBHE—SM
R, PERBREAREXDSRKNER ERERN. HENRIEWED
MEHGE, BRRERT, FRMERMRY. RENER, ASX
REGHEPERNENBERBS RETMIND L, ZREHE
RTPEKE2000F 2 AMBELTHGEE, B—RERNEDE.

AMEE
HMEHEETINOFAIARETPEILRNNETERENTNS
AEHISKRER. TR, THALEFRTHME ZS 50— =A%
7. BR. BR. BT, FOMRBREES. ZREHHTRZOE
shpRE. HEOHH. ANEIBRICLEMNSEMLR.

KR

AERTERAE LN—NEEHS. RETHE. ERERREES
Wt —FER, —REEFERRIGNER, BARRIORETRE. #
A (FH) BER.

A%

(BY . PEARKNSRE. G (2 XK (L) . BHA
MAXBBMFHEARMBOHERANER. WPEERHRNBEE.
2%, XMFESTEBTEERTSUREHTIE,

EtER (1889—1976)
7E1EME/R(Martin Heidegger), EET %%, HRKF. FEIX. @&
MEX. BB FRREX. BUAER. DHEFRWH EYHR
B, EH (FESHED .

BRZEE (1939-)

EABRRR. MR, PEZARRREAARMEAREARRZE
T GEBEEA. XE. FNE. 6% FESERBXEER
BERE. ZARREAEANEHZ., EF (RARPEXER) . (F
BAERBRZAY . (URTE@RE) E25MER.

XM (1942—)
FEERERARBEE. ARR, PEERFHNESBERZRASER
(ERY RE, PRERERFERMAR, LWRZRFERBEHER,
EZF (PR SRRTE) FEHEE.

FEN (1945-)

1945 tH A FIb R, 1963 ERMFRFHIRFEE, 1973FFHIMR
EASIR, WKERRETRAMEFELBIR, 1984EEFHERR
¥, EEBRSHEFERAZZAREMEREFELFM., 19894108
£, NBEREERFZAERBELIHRES,

FIFE (1876—1923)
FHE. TAXTA, AFAGBRER, HLERFEREZL. £
FRFAAR, BUREYZE, 1918F2LR, REEUERRF. 25
PEEREAFHR, RREMZEEFXABNEERE.

HEE (1946—)
EAERR. RREMIERZEABERAEMERBTREZAREE
FRERRABLKE, PEEARBHEERA.

*=Q (701 -7624%)

FRE, SHTERL. BRERWREBIGIA. HIFNFHE,
BEFE. BERAKER. SEMESE. ETAREK. WiETER
WERENM, MREARENRTAENEY. RERMRRIREE
SRR S,

2= (1049—-1106)

RRALER. FEN, SEREL. §5% (SREBL) A thE
BAY. RI@L. (EDE) pHARERE. BERXRT '8
#woEE Qg TAXME. REERT . FERE. mARS
A feEtER, RETRNAS, (EHERKE) 2FABNRK
Fez—.

535



R (A+=th2y)

AERERE, BRER, BERE (SI0INM) . Bidsl. I&
AP, HhiE. RW, RELK. S, BFUHEZH. EMREAE,
BN, —8 "WE" . —A "RE" | HRARAEE. TEHK
£ BENE. MEERARERFEERYM, FHEERE (K
WHEY . (A\SEHREE) . CRRUAER) .

HE (A=)

g, HBREE. SHR. WA, £XFRARE, RARRKT
MEHRHEA. BR. EKEHEKE. AW TR SEWMRERER. K
. &SE) Wk WAE, MEHEA BhEc: AHEHREL
W, HEZ2MHE, MARE. CUFEREIRELERL, &2
=

Re

BT (1877—1970)
BE, F¥T. gEERTEERERK. T8, & MEAAIR
K, IWERSH,

KBegE (1941—)

1O EIR LT REA KM, SRAEXNL, 19665l FrhRsk
REREALR, 1979FFEPEZAMRRAREBERBFEE
R, FFF1981 1985FEFERI L. LA, U (PEE
RiRY %, PEZAMRAREIRAFRFAERZRZEERE. BR
xibE. wX. RIIZEHRE (B) . H=ZBRKAF. TBELXRE
B (1) MERX (B ASREBM-FAEABRY . KA (F
E#FXZKRAY . (2) B, RELTE (NS REBEIAMNSE
&Y, FREZAMRRERE (1988) (AERMAMRR, (3) £R
WiEXE (BESER-RPELERER) . AAPEZAHRRE
ARARAHRR:. RRPERARMEEREZRSZER.

Zia (1611-1679)
BHREHIEIER. RRIER. 8. B, SEF, WIZEA.
EHfeEm (LLA&) | (REFR) F108. i (HZH#) F158H
(RERE) SEMEE.

#HAREIL (1887 —1964)
BAZERXFR, XFEL, EBxUORFERR, BEAFLREA,
BAFEZRESR, HEXEXREIHARE,

ZRE (£41050—-1130)

RAKHER. FHE. TH= (STEER) A, RRILRERS
B, BELE. BEREAEE, F—AIAERI. EXEAER. H
EFZEFERI. TNEEMERFE, EBRL. HAFE—F
THIRER MEEZE, FRRERUKENFERN. fhiREE
AW (EXAREE) . (RBED) F. HERE. ARHE
. @ (ERERE) . XEFKEXE. gEH2 AT
zH. BAYREHSTE, BLUKEAFEFE. FRF (KISH
) . (RYEEE) . (REZXEY . (BUAZAE) . (5%
E) . (FBEHRRE) . (FF) . (TIA) . CILhsESs)
%.

#HL (1610—1664)

REEEAN, BT, B, AEERLC, ST, BELWE.
AR HRERT MEEA. PTRHRAME, @EEROAC. 58
%. BE. A\KAEiz ‘HE . REREHHK.

mE
FEMHONAERER. TR T£ TRBMER. BOEZ
RELEHRAEAFIEZH G, ERTBROEZNARSIHE, X

BHEARIEFTHIATNRE, FBEEH "EX" . "mE" ML
KEAx, EEENBERS. XMUBERXR. 948 £K 5 'K
W ik, ®m7ER=ERE.

WEIE (£9815—7 )

TEEANANKEE, FER AMARGUAEREEA.
HAESERE, FEKE, BKtE., BRERELIHNE. 8
EBRASME. KIEE., RENEEF (ERER) . (REFHE) fd
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B —BeEdt (FRE&EL) .

HE (1736—1799)

B OFEHR, —FWE S=4. XSZW. =4 ZEE. K.
BILZR, IWIARNGRBEHR. HSRBN. AFMLE. 7.
B, BHY, SERXT 5EZNFE, kK HE"

4—4 (1686—1772)

AEREXR, THX. B&E, #BEfF, WxEFTE. & Chl@ig)
WREHE WE. £2 0 RE MR WE. KB 8X. 8
&, BIR KRERAKABZE HPF—BREBENERRR.
"EFABRARE, BEZETHRTENERE. MEAYERS
HEY. HEAHES5E. S5Hh4E8R. HEEmK. N=AE
Z. BEETHRE, SAGRER. PERSA—=. FHEZL. B
£xex, BINE, A @R,

BBARE (1934-)

193454, 19605 THBKII I REARZR. PEXKRM
SEE, PRERZRBER, (ERHR) . (HREA) £2EX
4. BTAESH, REJTRHIFIREIRZRBERE. BFF. (U
RIRERZWY . (FHZARSHARIKY . (BEARRERBHD .
(BEEL-PEARERRXE) . SHESH. BRAAT. BX
F.GEE. BE. XE. K. DREL. B AZFERML
XERSHE, EBAMETI EERRIREAFRIE.

Ei#h (1915-1969)

PEAREARERR, ERETHERFIATRR. AXRREF
R, 192F FEEPREAFZFREIR. HE (ER) ZAERTHRER
(EARHRD HE. 197TFEPRERLZRAUS T FEE 1HEARR
RIERER.

(AAEZREE)

MABTI07E, ZREH(188-12TF)MRFENRZ—. (AAE
2REE) HEF. FER. PEsthReE, HAFEREEA
TEPEBENEBEUARE. (AAEZREE) 2h@EE, KEL
TN XFAE TRANEE, FHiEERFANCEEREE, 5
HPEEREE (CZAREY THREKE. FAEBRMBEKRE
ROFEA, Mt PEEFRFRVNLERR, SPELEMNFE
KT THRARKT, BEZXABEERYETHHELE D EHERE
S5REMIRX P EBEURRBHEE.

g (1868 —-1940)

HIANA, REIXEGRNBER. ErBBELEEMEER
F.ER WREF. P XF OEBFEMXMAE, ABBEAOTHR
EHRYEEETREREM. SEREEK. ERKERK. AF
Beheic. hRFRBRBERKFR.

BERALEY

BERALEXCFRRTFIOME0FER. THEBHRETHEDE
THIBEMRNEE THREASR, ABESEENRBENEER
HiE. EHE. RRE. HRS. BREX. RSZBRHFE. 2%
RRKX. NEEX, HER. T - RETERTES LIRS RE
FR., NARMERKRTHZEHSRRAZRER | NAKHTT
TEMBEMASMNMH, ANthRAT REEERH—LEH
MERMRDFHE HA" . F70. SOFERFAMRIMEE XAH A S
BEAHIBMNME, ARRYE. RWX. AFEASHEES. B
KEXBSEBINERIVRL,

FEHSREEY

HIPRTIC2FAFMA T MAXFAR. BT USRENEN
FHEERNSERERR. EEEERSBTN—RERS L. HiK
MERRE HEEXAREX" B0, 1934588, FEIERE
—RRERASERGHET. SREASERRTEN (BB
F) MPHE, WRTHESENFEOIRHE. RE—BUBIH (B
ERINEER) PAE. "HEEXMAKEX, EAFKEHRT
MEARTE, BREARMAXMESRRPASM. HRREHE
SUL, ANZARESHERURNDEEAMURRSE AtSE kM

MEBR ERENHAETHARNESETEEK. " XBRXFERBER
AMHEEXAREXN "EX . HPEREVH, AEESEX
PRFSCERWPEXFZARARYZMEK.

#JkFn (1904 —1986)
BxR, RBREBEXEXTRNBEFREBENTWER, HiRS
FIERERXEZED. MAKFRRE. F CERA) .

It%&F (1907 —1995)
TEAREER. PEHER. RREAKBEXREE (ELE) .
CNBREBIIMEY &,

XK (1900-1986)

BR, BER. PER¥AAYI%E, DERELBENEXZAZE
Tk, BEHXKEH, EE&SFT SRENA. FERETEX
BAY. RIRE CRRBREIAYY . CAREK) %.

FEIREE (1939—1996))

HRZEER. AMAYER. ERER—RERE, PEERHRE
TR, EREIFTUR. Bk, AT, FEREEMBMES
A (ERE—-A) . (ARMBE) . (FIE) %,

A (1935—)
PRERZRBRE. EOKBAYE, RIHE FELLHME
E. 1958%F EEWFhRERZFRIE@R. WHHET. BRH.
FUR. NERLEERE, ELEBRER.

{RMa#E (1901 -1970)

PEEBR, RAFRR, R, 19195\ EBRRTRERF M
B, EVEBRER. HMERRFRMCFAUE, Sntlsit. i
KTidE, EEAY. #Y. KE.

E%

1982 Ee My FAEAR IHSE R A F, 1988 Fffb £ AR Z B
ExRAELLTW, FXFWML, EF REAEBGRZRBEIBLRX
R HERTTMERZR.BBER, MLESH, S5RBIR
B AEARRHY . (ERE) F EHRUY EBRE:FERRK
2R EEIA£WL, 1995, "BEIRZAZARZIBER" (FEIR
/&E#E,1996) . "BHARBZBIAMXERZA=ZER(TE
B9 CRAFWHELPE, 1999, "ERHBRHNE" (2002) FR
. REAERERBoCtERZRFLRE.

MRk E

MEKBREHMITFRELTIRG, NMbESX— @RS HXEX
B WESBENRERASHSERN FER B EIRK
BMHORE, KBERZZSHEANLRERNERER, HIRIY
RAXURMSEBRE.

B/RFR (1925—)

EER - RRARRXEZRMBEVRIER, SL2RHTIMRMALE
MR . 1975%F, thEMBHER - AEHESHER (ZRXTF)
ST BRI R REEMEIAR, B2001F R, RRHRFHRIEEEES
FRFESZARERERE,

AR (1921-1986)

HAFKX - FHFH(Joseph Beuys) NBOFER TR E ., B— St
HREFZAXBEFEFERXMRZIYMNEREEZAR. &

FHR D EZHRMEHRBENX XN #THERT MRS E B3
ZARAOFTHENMTAKBHIARE. FABER. FHEEAR
(R MOBKR, EMTEAREI XN EAER PR
FMHAY. FFHOTNETERES . BRIA.

R EX

RPEXRFHFABCEZASEINZ AR, R201HL60FRKRTOFRA N
EEATOMHEATR. BTFREERAEN, —REBREEH R
SRS BRLT RN EEHTLE, SREEESG ¥R
4, ZEHEEFIRMRENTE, FHEXBARNNSE, HK

BlEFEMEARERIL.

EHE (1962—)
RUZAREK, MIFRFRIRIA. KENEEERENHRERX
B, OFRMELEIMABEERLRZRIFRRL.

-8 - BAIE (1939-)
BAAA, ZRUERZARTREK. hTF D La Sapienza kK FHE Y
RZARE, FEFE-RIIXTREMNRI, EHZRMITR, hER
RARERLARTHERE. HBEFEValentino d'OroR (—4ME
FREARMIFR) EANESKK. W5, RANEFEFETHEE+R
EEEHRERNER.

EER (1902 —1994)

TR OEER, BFER, 1902FHATRIBA . FEREIANNR =+
HEREFWHANNFAFRZ—, MEMSTEEMNBCAEFXAE D
AEN. tEMAEEEXEEA, IAAZRRRLTAN—EE
WHIES, BERAGNEUTIEHN, BNz RBUHNSE.,
EER. TIEGMRBFHNRTHRDONRHE. REOEKEBILE
BNRBRREN, BRFEBPIESE, REBPIEr, B HIEIL XHR
HIEHEX, S0FRGE, HHRERERAGKR, RET =Mt
fTOMER. e (FRERERNER ) M (FRASEABA)
EETREBETERNEHEE,

EgEd (1951-)
EARERZR. FEARGESRIBEARBT, IIRRZRIAER
RAitlh, (ER) . (GEARER) BlE%H.

HER (1957-)

19 FRFRRFLHRF S, HMBHRR. THEFNERHKE
REMZARRLZIETEALE, HREZALMFERNTENE.
WEFEEAZRIE. B LRREME. (FER) 5.

& (1957 )

1957 & FHuM, 1982F el FANTEARZR, WARII@R—R
EARE, TREEF (XA@MBK. ERS5NE) (5REEE
(CHtLhEERARAB—ERE) (5&ETEZ) £.

E#

HRIT, £FAER. KEEK. 77TERREXRFEFRPIER
BSEFMIEAREAZREAER, WHMEIERERER., H (ER
BAE) . (HRPENEARS) F0ZHZRNAE L EXER
. EFE (PEERZARAIHKRY FHTIRE.

HXAE

Bl CHRERXAE" | 520t L80FRAROERMFEZL AR LI
H—FXARR, HXABRHENU—NREE SRR DI AR
RigmRR. E¥REMNSBINIHSEINANEINNEE. B
MEGamBREMANEFRYEEPAZIENEZHIEZL. By
AIIE N RIBERSEER NN ROEJMAMNE, RECH "X
ABER" , REME, BERMNEETREENDSERRET
B OABAREEGHARE . BIIRMFHROEERRIFTAGA
MR,

KIE (1952—)
HXABT HRRERZ—. PEEARHESR. HRITHSD
B A AR GRE LBERBY ABERXREBRIER.

EF (1898—-1975)
FEAREBER. BFR. X¥R. EAEFEER. EFUTFEN
B, ERFFER, EEREILENERN, RATERMARZ
BRI, BERFRNEEHRENERE. LBERE. F (Fi
BE) FRSERTH.

REF (1919-)
TEER., NEREETREENEVERRUMTEENEE. K
SYRLER. RETEFSERTIEZEMETEMIRE. it
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RAXKBYENROEMEHFTEZAR.

TRk (1939-)
19B9F AT HEKE. ZAR, zREIRNALIE.

AR (1953—)
TESRIBKBIZARRER. MARXFEE. EREIRFHE
FRETSERZRERK.

FHE (1959-)
HEx, NARAMEER, REERZREHIER.

#Erfg (1939-)
ER, TR, ERNUBXUEFEIESR & "BMERUR ©
TERERER.

HeHp (1955—)
T ZARER, 1955F & TME, TEME.

RAE—

RAE—RPEHREZORANEZ—. RAEG—HARERR. —
ERA—H. FHARRARGL. AUMR—MIRib, Z2XAH
. SAARE, BRAMBRERREZEEN, H—UAFEHK
IRFEAME, KBASEAME. 27 A%, BEX X
HiE, BEER. T IRPASERN-BSHEE. ERFERIFEK
RAE—, ERAZTERBREBLEN—NERUS.

AEE (1949-)

ACIHRBAA, ERKPEE. ERER, 1981 FEYFHREXRFREH
EER, WMELBBELREARE. BE, ¥k (X)) . (%)
FREER, NREBFEERET. LBAFERFRAE. ER
(CREkR) REABEEERBE, HPEEREBERRE. HRE (5
HWEAVEE) . (ARPEEERE - AEX) . (RAR) .
(HREZ®Y F.

JTHEER

BEAE IR, A RE. BOHEAAD "TERT AREME
RE. BARE. IR (MRAEHA (ZHES) ) . BRSHEEINT
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THE STORY OF BEIJING Zhu Wei
135 pages, 59 colour plates, essay by don cohn, jia fangzhou, and jeffery hantover, softcover, published by Plum Blossoms (International) Ltd.,
1994, Hong Kong.

CHINA DIARY Zhu Wei
179 pages, 75 colour plates, essays by jia fangzhou and henry au-yeung, softcover, published by Plum Blossoms (International) Ltd., 1996, Hong

Kong and Singapore.

DIARY OF THE SLEEPWALKER - Zhu Wei

155 pages, 61 colour plates, essay by liu tiancheng, hardcover, published by Plum Blossoms (International) Ltd., 1998, Hong Kong and Singapore.

ZHU WEI DIARY
Digital CD, published by Plum Blossoms (International) Ltd., 2000, Hong Kong, Singapore and New York.

ZHU WEI DIARY
398 pages, essay by liu tiancheng, zhang i, hardcover, published by Plum Blossoms (International) Ltd., 2000, Hong Kong, Singapore and New York.

ZHU WEI - ANOTHER PERSPECTIVE. WOODBLOCK PRINT
18 pages, essay by li xiaoshan, softcover, published by Plum Blossoms (International) Ltd., 2003, New York.

NEW PICTURES OF THE STRIKINGLY BIZARRE

131 pages, essay by li xiaoshan, softcover, published by Plum Blossoms (International) Ltd. and Singapore Tyler Print Institutes, 2005, Hong Kong.

Zhu Wei
163 pages, essays by Li Xiaoshan, Zhang Li, Karen Smith, Li Hongyu, and Tan Hwee Koon, softcover, published by He Bei Education Press, 2006, Beijing.

Zhu Wei
12 pages, essay by Zhang Zhaohui, softcover, published by J. Bastien Art gallery, 2007, Belgium.
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Zhu Wei, 2007

Zhu Wei's Studio, Located in the Center of Beijing frFit s f 0 a9%kHEL1EE, 2008
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Zhu Wei 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. Solo Exhibitions: 2008 Zhu Wei’s Album of Ink Paintings,
Xin Dong Cheng Space for Contemporary Art, 798 Art District, Beijing, China | 2007 Zhu Wei Show, Plum Blossoms Gallery, Hong Kong Zhu Wei
Solo Show, J. BASTIEN ART Gallery, Brussels, Belgium Zhu Wei Solo Show, Art Seasons Gallery, Singapore Zhu Wei Solo Show, Art Seasons
Gallery, Jakarta, Indonesia | 2006 Zhu Wei Solo Show, Red Gate Gallery, Beijing | 2005 Red Curtain, Plum Blossoms Gallery, Hong Kong New
Pictures of The Strikingly Bizarre, Singapore Tyler Print, Institute, Singapore New Pictures of The Strikingly Bizarre, Plum Blossoms Gallery,
Hong Kong | 2004 Zhu Wei — Another Perspective, Plum Blossoms Gallery, Hong Kong | 2003 Zhu Wei — Another Perspective, Plum Blossoms
Gallery, New York, USA | 2002 China Diary — The Oxen, Plum Blossoms Gallery, New York, USA | 2001 Zhu Wei Diary, Plum Blossoms Gallery,
New York, USA | 2000 Zhu Wei Diary, Plum Blossoms Gallery, Hong Kong and Singapore | 1998 Diary of the Sleepwalker, Plum Blossoms
Gallery, Hong Kong and Singapore | 1996 China Diary, Plum Blossoms Gallery, Hong Kong and Singapore | 1994 The Story of Beijing, Plum
Blossoms Gallery, Hong Kong and Singapore | 1993 Zhu Wei New Paintings '93, Duo Yun Zhai, Shanghai, China Group Exhibitions 2008
Beijing -Athens, Contemporary Art from China, Technopolis, Athens, Greece China-Beyond Socialist Realism, Chosun ilbo Museum, Seoul,
Korea NEXT - the Invitational Exhibition of Emerging Art, Art Chicago 2008, Chicago, USA ARTPARIS, Paris, France Consum, Xin Dong
Cheng Space for Contemporary Art, Beijing, China SEMIOSIS, China Square, New York, USA ARCO, Madrid, Spain | 2007 Art Basel Miami
Beach, Miami, USA Chinese Contemporary Sotsart, the State Tretyakov Gallery, Moscow, Russia ANTIQUAIRS2007, Brussels, Belgium | 2006
Zhu Wei, Xu Lei, Peng Wei - Three Artists’ Exhibition, Art Seasons Gallery, Beijing, China Historic Chinese Ink Painting Exhibition (1976-2006),
Nanjing Museum, Nanjing, China The International Asian Art Fair, New York City, New York, USA Melbourne International Arts Festival,
Melbourne, Australia Curators' Choice: China, Art Complex Museum, Massachusetts, USA China International Gallery Exposition, Beijing,
China Art Beijing 2006 Expo, Beijing, China | 2005 Food For Thought, Islip Art Museum, New York, USA Apologue: Chinese Contemporary
Art Exhibition, Hangzhou, China Democracy Forever: Chinese Artists Perceptions of Global Politics, Plum Blossoms Gallery, New York, USA |
2004 Organized by Plum Blossoms Gallery at The International Asian Art Fair, New York City, New York, USA ARTSingapore 2004, Singapore
China on The Cusp, New York City, New York, USA | 2003 Organized by Plum Blossoms Gallery at The International Asian Art Fair, New York
City, New York, USA | 2002 Organized by Plum Blossoms Gallery at The International Asian Art Fair, New York City, New York, USA Paris-Pekin,
Paris, France The First Guangzhou Triennale, Guangdong Museum of Art, Guangzhou, China | 2001 Organized by Plum Blossoms Gallery
at The International Asian Art Fair, New York City, New York, USA Organized by Plum Blossoms Gallery at The Contemporary Asian Art Fair,
Singapore | 2000 Organized by Plum Blossoms Gallery at The International Asian Art Fair, New York City, New York, USA | 1999 Organized by
Plum Blossoms Gallery at The International Asian Art Fair, New York City, New York, USA Organized by Plum Blossoms Gallery at The Beverly
Hills International Art Fair, Beverly Hills, California, USA | 1998 Organized by Plum Blossoms Gallery at The International Asian Art Fair, New
York City, New York, USA | 1997 Organized by Plum Blossoms Gallery at The International Asian  Art Fair, New York City, New York, USA |
1996 Organized by Plum Blossoms Gallery at The Taipei International = Art Fair, Taiwan, Republic of China | 1995 Organized by Plum Blossoms
Gallery at Art Trends, Hong Kong Organized by Plum Blossoms Gallery at Art Asia '95, Hong Kong Convention and Exhibition Center, Hong
Kong | 1994 Organized by Plum Blossoms Gallery at New Trends Art, Hong Kong Hong Kong Convention and Exhibition Center, Hong Kong
Organized by Plum Blossoms Gallery at Tresors International Fine Art and Antiques Fair for Asia, World Trade Center, Singapore Organized by
Plum Blossoms Gallery at Art Asia '94, Hong Kong Convention and Exhibition Center, Hong Kong | 1993 China Art Expo, Guangzhou, China

564

KIFI0CFETFILR, EERFTFRUEZARER. LREXFER. FPEEZAMRR. B190C8FLEARNIEKBEAERFARRKEET.

AR | 2008 KBABMTR, BERFAERYSRZAZE, b5, $E | 2007 KEERE, FBPlum BlossomsE B, &#, KEERR,
J.BASTIEN ARTE i5, &R, (LR KBERR, SHEE, FNHE KMEERR, STEE, BIK, R | 2006 KEERR, L&
B, Jtm. FE (2005 KiGERR, FHBPum BlossomsER, F# KHEMER, FIERGREFRR, N KEERE, FHPlum Blos-
SOMSE EF, & | 2004 K{EERE, FHEPlum BlossomsE B, & | 2003 KIEERRE, ALAPIum Blossoms&E B, A%y, £E | 2002 %kiH
e, 4Z9Plum BlossomsEB5, 4149, %E | 2001 KiBERR, HALPIuUm Blossoms@E e, A4, £E | 2000 %kiHiERE, F#Plum Blos-
SOMSE B, B KIEERE, FINHEPIuM BlossomsE &, N | 1998 HKFERR. B#HBPlum BlossomsEE, &# KGERRE, FINE
Plum Blossoms& BF, #i0i | 1996 SKEERE. #iniEPlum BlossomsE BF, #IN KiEERRE, F#Plum BlossomsE B, Fi# | 1994 %5
{E@R, FHPlum BlossomsEI B, &# RGERE, HINEPIUM BlossomsEE, #INHK | 1993 SKiHtEmRE, A=HEK, L, T8 HR
2008 Jtm-Hs, KEFENLRER, FRERZAFO, HiL, HiE PE-BELSEXTHRATEY, HHEARERE, BR, B NXT
BER, TMIFZARERS. TN, XE BREFAKRZAERS, BR, ZE E% BERFEFRIRZAZE, tx, FE #5, 444
B i, 44, (6 #zAR, BRYARZAERS, DEE, @F | 2007 BEREAZEAEES, BH%, XE PESRESERR,
FIRTTREREARE, ZHE, HTH ANTIQUAIRS2007, H&ZE/R, LLFIE | 2006 %i5. #HR. BH=ZAR, THEMH, FEILRT HEKE
XHER(1976-2000), mREYR, BR, TE THEREAENS A%, X8 BRAEFEAENS, BRA, BAAT EERORE. $
EEZARR, At ComplexB#)iE, DiEEEM, XxE TEEREBHERS. b, FE ZARLFENESK2006, bz, FE | 20056 BEHRE—Z
RE, SipER1E, A4, (B B-Z—4RZAR, il FE JZMRE—LREZARRE, Plum BlossomsE R, 4%, %HE | 2004 TME
FERBES, AARLEWE, AN, £E FIMEZARERS, 0% CHINA ON THE CUSPR, 4149, %£E | 2003 TMERFZARENES,
M4y, £H | 2002 THERFREAENRS, KEZARPL, DY, XE BR-LF—FEUREAR, BR, XE FEZAZER, M, 8 |
2001 EMERRZARERS A% £F TMYKRZARERS 0 | 2000 TMERERERS, AAELEWE AL £8 | 1999 FME
FEREYRS, AABLEWE, 44, XB REMLERERR, MFRERIM, £E|1998 THERFERERS, A4, %£E | 1997 TME
FREARENS, AABLEME, DAY, XE | 1996 ALERZAERS &1t 199 HFETAZAERES, FF FETLMHZRERES, FE |
1994 EFBEFTPRZAERS, T8 FMEETHREREABRS, Fin EBTMNEAERS, F5 1993 BRFEEARENES, N, FE

565



LIST OF PLATES | Bk B %

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, Colourful Sketch, No.3
Comrade Captain, No.3

The Story of Beijing, No.1

The Story of Beijing, No.3

The Story of Beijing, No.20

The Story of Beijing, No.21

The Story of Beijing, No.23

The Story of Beijing Album Series 1, No.3

The Story of Beijing Album Series 2, No.1

The Story of Sister Zhao, No.5

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

Picture of the Strikingly Bizarre. Meeting

Pictures of the Strikingly Bizarre. Drunk Drive, No.3

The Sweet Life, No.1

The Sweet Life, No.2

The Sweet Life, No.3

The Sweet Life, No.4

The Sweet Life, No.16

The Sweet Life, No.21

The Sweet Life, No.27

The Sweet Life, No.28

The Sweet Life, No.40

My Story, No.1

New Positions of the Brocade Battle, No.1
New Positions of the Brocade Battle, No.5
Descended from the Red Flag, No.1
Descended from the Red Flag, No.5
The Square, No.9

The Square, No.11

The Square, No.13

The Square, No.14

Box, No.2

China Diary, No.7

China Diary, No.16

China Diary, No.19

China Diary, No.20

China Diary, No.21

China Diary, No.24

China Diary, No.28

China Diary Star (Sculpture)

China Diary, No.51

China Diary, No.54

China Diary, No.59

Beijing Time, No.3

Comrades

Story of Letting Go, No.1

Dream of The Butterfly, No.5

Dream of The Butterfly, No.6
Beside the Girls, No.6

Go West, No.1

Go West, No.3

Supreme Treatise On Moral Retribution, No.6
Supreme Treatise On Moral Retribution, No.16
China Jazz, No.5

China Jazz, No.9

Tightrope No.2

Tightrope No.3
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China China
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Racing Horse on a Rainy Night, No.3
Festival, No.9

Festival, No.10

Spring Festival
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