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INTRODUCTION

The Republican Period (1911 - 1949) was a crucial time in China@igll
aspects of traditional culture went through a radical reevaluath an
unprecedented scale. In the field of art history, few books organizénbistory
of Chinese art with western ideas were written in the 1920sFébe Wangs of
the early Qing Dynasty, Wang Shimifi /%5 (1592 — 1680), Wang Jiar %
(1598 — 1677), Wang Hut % (1632 — 1717), and Wang Yuangi/5 s (1642 —
1715) had become the symbol of the negative quality of traditional Chinese
painting for the reformers, but the sign of the highest achievemeheieyes of
those who were trying to defend the core traditional culture. Ebatd on the
Four Wangs continued in the second half of the twentieth century Mbaetasm
became the dominate ideology in the People’s Republic Period.i#etson did
not escape political influence. Only from the late 1980s when the cpbliti
environment turned warm did criticism of the Four Wangs become aimret
artistic and scholarly evaluation. How was one subjected toh#e irevailing
thought? And how was criticism of the Four Wangs affected by dhmlsand
political environment? By examining the reception of the Four Wakhgsg

twentieth century China, this thesis hopes to offer some explanation.



CHAPTER I: EVALUATIONS OF THE FOUR WANGS DURING THE

REPUBLICAN PERIOD (1911 — 1949)

KANG YOUWEI Fif5 4 (1858 — 1927)

During the early years of the Republican Period, China was i reaoil, and
revolutionary thought had been widespread. Traditional Chineseechlgr been
challenged by many thinkers. Kang Youwi§ % (1858 — 1927) was not only
an influential politician and thinker in modern China, but also a sclvahar
wrote extensively on painting, calligraphy, and politics. After fiikire of the
1898 Reform, Kang traveled throughout Europe and found himself struck by
Western painters’ ability to represent their subjects sallyivikang compared
their paintings with Chinese paintings from the Tang and Songsdtiyes, but
considered painting since the Yuan dynasty on a dethfie Wanmu Caotang
Canghuamu/ A Z /7 (Wanmu Caotang Catalogue of Paintingjritten

in 1917, showed his general view on the history of Chinese paintingg Ka
advocated realistic art (Xieshi hifaskim) while opposing literati painting (Xieyi
hua 5 &), and quoted an ancient saying to support his view: “Nothing can

better express things than word, and nothing can better describe thargs t

! For more on Kang’s role in the reform of moderrir@ke art, see Lawrence Wu, “Kang Youwei
and the Westernization of Modern Chinese Atiyffentations21, no. 3 (March 1990): 46-53.



painting.” (E ¥ % K T35, 73 % T M, ) Kang praised the realistic
painting of the Tang and Song dynasties while downplaying the literatirgpoft
the Yuan, Ming and Qing dynasties. Kang saw the riseeshlitpainting with Su
Shi 7344 (1036 — 1101) and Mi F7i7 (1051 — 1107) in the Song dynasty as the
beginning of the deteriorations of Chinese painting. Thereforeg kavocated
restoration through learning from the ancients (yi fugu wei gekda 15 b 5587),
and his sentiment was that “painting should capture the spirit mjsthithrough
realism, not literati idealism; the colored architecturalnpyag should be the
major art style, while painting with heavy or simplified brushvgoshould be
minor; though literati idealism is valuable, the court style ghbel the orthodox.”
MBI T ARG R, DA I N IE, AR AL 0 BIIR: R
[ a5, T BABEAR N E IE Y. ) Kang was the first prominent cultural figure

who sharply criticized literati painting, including that of the Four Wangs.

The decline of Chinese painting has been lowest until now, and the Four
Great Painters of Yuan dynasty should be held responsible for this
Chinese painting has reached its lowest point in our dynasty, kbauc
level that there are not even any painters left in the cadresn the
countryside. The two or three painters left only copy the ba&siairthe

Four Wangs and the Two Shis (Shitag# [1642 — 1707] and Kunca#t

2 Kang Youweil47 4, Wanmucaotang Canghuamia A% ) // [Wanmucaotang Painting
Collection Catalogue]1917. Reprinted irshi Shiji Zhongguo Meishu Wenxuan/-747 77 /%
FEAR XA [Selected Works on Fine Arts in™@entury} edited by Lang Shaojuli4?# and
Shui Tianzhongk K (Shanghai: Shanghai Shuhua Chubanshe, 1999), 1: 21

% Kang YouweiWanmucaotang Canghuapg.



¥% [1612 — 1673)); their paintings are of simple, dry brushworks, tasteles

as wax. How can these kinds of works be left for the lateergéinns?
And how can they compete with Europe, America and Japan? ... Only the

works of Yun [Yun Shoupind% 71> (1633 — 1690)], Jiang [Jiang Tingxi
W 3E4 (1669 — 1732)], the Two Nafisire as delicate and fresh as the

ancients.’ All the rest are of the same; there is nothing to learn from.

wi P2 5, B NMR, WAREAIBIE, LURERToolUx
e ... o] o o A T T RO R . kR, AR &G
N# . HRT =400, E5NUE. RO, FEREE, RIS,
dE e, LEARRGE. HATEHER? ... MEE. . —FE, 2

WA AR RN D2 5%, TS .

Kang’s view on art was in line with his political outlook. In a ldasf both social
and cultural disorder, Kang was looking to the past to seek the asswhnc
Chinese culture. Moreover, as Kuo points out, Kang had considered trdditiona

painting an indicator of national cultural power in international coitipef For

*In the text as reprinted in ti@elected Works on Fine Arts in"2@entury Kang listedthe Two
Nans after Yun and Jiang. Since Yun’'s style namblastian 7/ and Jiants style name is

Nansharg 7}, there should probably be no slight-pause ma dfte word “Jiang,” and the Two
Nans here were just referring to Yun and Jiang gedves.

s Kang Youwei,Wanmucaotang Canghuan#.

® Guo Jishengli 4kt [Jason Kuo], “Jin Bainian Zhongguo Huihua de Kanfars 4 o [F £ i f)
F7i% [The View on Chinese Painting in the Last HundMhrs]. InWanging Minchu Shuimo
Huaji #475 [C #) K #8 i % [Later Chinese Painting 1850 — 1950gdited by Guoli Lishi
Bowuguan (Taibei: National Musuem of History, 199173.



Kang, who passionately sought to reform and preserve traditionalséhma&ies,
it is understandable that he also stressed the importance obtradaulture in

cultivating an awareness of a national identity.

CHEN DUXIU F55 (1879 — 1942)

Chen Duxiu# 75 (1879 — 1942wasanother cultural figure who shared Kang
Youwei’'s view on Chinese painting, advocating realistic painting wdeleerely
criticizing literati painting, especially the Four Wangs. Ckespinion is evident

in his article “Meishu GemingZ& K #:7y (Art Revolution) published in Xin

Qingnianfi &4 (New Youth)in 1918. Chen wrote:

If we want to improve Chinese painting, we have to revolutionize the
paintings of the Wangs. Because if we want to improve Chinesénggi

we cannot afford to ignore the realism of Western art . . . Chjpeaaéng
during the Northern and Southern Song and early Yuan dynasties was
closer to realism in its depiction of human figures, animals, Imgjsjiand
flowers. Yet the literati painters look down upon court painting, focusing
on the literati ideal while ignoring the realistic represeomaof things.

This tendency was promoted first by Ni [Ni Z&## (1306 — 1374)] and
Huang [Huang Gongwangi /A= (1268 — 1354)] during the late Yuan
dynasty, then by Wen [Wen Zhengmingfi: ] (1470 — 1559)] and Shen

[Shen Zhout'J#] (1427 — 1509)] of the Ming dynasty, and then even more



by the Three Wangs [Wang Shimin, Wang Hui, and Wang Jian] of the
Qing dynasty. Some people say that the work by Wang Shigu [Warg Hui
is the highest achievement of Chinese painting, but | say that)\Wai's

work is only the conclusion of a long line of bad Chinese painting
including that of Ni, Huang, Wen, and Shen . . . The number of paintings
by the Wangs | have collected or seen exceeds two hundred, yet thos
which possess a “subject matter” are less than one tenth. Mdke of
paintings are made through the four techniquesrof/#, Mo £, Fang 77,
andFu 77 to copy the ancient works; there seems to be no painting created
by the painters themselves. This is the single most dest&untluence of

the School of Wangs. It is the Eight Eccentrics of Yangzhou (xtang
Baguai # /1 )\ %) after them, however, who have the genius of free
depiction, but they are looked down upon by society, and people take the
School of Wangs as orthodox. In terms of the technique of depiction, the
School of Wangs is not only far behind Song and Yuan painters, but als
behind the contemporary Wu Mojing [Wu £t JJ; (1632— 1718)]. Such an
orthodox school as this, and this idol so blindly worshipped by society, if
not eventually overthrown, would become the biggest obstacle to the

presence of realism in, and resulting advancement of Chiné'se art.

" Chen Duxiu% 75, “Meishu Geming”s& K #:1ir [Art Revolution]. Xin Qingnian# 77+ [New
Youth]6, no. 1 (1918). Reprinted Ershi Shiji Zhongguo Meishu Wenxuan /-2 11 [HFE A
% [Selected Works on Fine Arts in "®@entury], edited by Lang ShaojutiiZ:# and Shui
Tianzhong/K K /1 (Shanghai: Shanghai Shuhua Chubanshe, 1999), 0:29-3
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Chen was the major figure in the New Culture Movement of the Mayth
period, and chief editor of New Youth. In a time of reevaluation, Chen intended to
start a movement through his advocacy of Art Revolution, and mustHaal/e
some influence on general opinion and many young painters. Chen'’s idées on t
history of Chinese painting were similar to Kang’s; he consiieChinese
painting since Song dynasty to be on the decline because of the doenridhe

literati ideal.



The most traditional literati painters normally have no intereaddressing any
social problems in their art. They consider painting as a leaairgty meant to
better oneself. The landscape of literati painting is bdua the ideal life of
leisure and cultural refinement. In early twentieth centuryn&hwhen society
was enduring great changes and the elite class was aexpeaentribute, literati
painting could no longer serve the practical cause and becamesyataeget for
criticism. For Chen, literati painting had been the symbol otipaliinactivity,
confining oneself to one’s own spiritual activities without canesbciety and its
people. Chen, a revolutionary politician and one of the founders of the
Communist Party of China, could not share the ideal of literatitgyai. Instead,
Chen regarded realistic painting most relevant and best able tanmaipve

Chinese society.

Chen was just one of many radical reformers during the Mayth-period who
had forcefully challenged the past. However, in doing so their shorigsnaiso

became apparent, as Chow Tse-tsung argued:

In criticizing the Chinese tradition, few of the reformers ge\ee fair or
sympathetic consideration. They felt that several thousand yeacsiaf
stagnation had left a great many obstacles in the way ofga®@nd
reform. In order to sweep these away, excessive attacks on the whol
tradition and an underestimation of its merits could hardly be avoided.
Consequently, many excellent features of Confucianism and the nationa
legacy were overlooked or left unmentioned. From a long range view, the

criticism by the reformers seems in some respects shatdscriminate,



and oversimplified. It, nevertheless, may have been necessary under

circumstances of such national ineftia.

JIN CHENG4:3 (1878 — 1926)

Jin Cheng shared similar views with Kang and Chen on Chinesena@théngs:

3 (1878 — 1926) studied law in Britain, and served as the Secrettirg State
Council under the Republic of China. In 1910 Jin organized Zhongguo Huaxue
Yanjiuhui H [E i 2~ 57 2 (Institute for the Studies of Chinese Painting). Jin
himself was a painter and was skilled at imitating angaiitings. He shared his
view on the history of Chinese art in his “Jin Gongbei JiangyafHtit 1t J5 5%

(Lectures of Jin Cheng) of 1919:

Even though the realistic style cannot exhaust everything irt atipuld
be considered the normal mode; though the literati style is one sohool
art, it is not worth being considered canonic. ... Ancient painteradda

from nature, while painters at present only learn from works of thé past.

& As cited in Chow Kai-Wing, et. al., edsBeyond the May Fourth Paradigm: In Search of
Chinese ModernitylL anham, MD: Lexington Books, 2008), 118.

® Jin Chengéik, “Jin Gongbei Jiangyanluwf:#t L iJF5% [Lectures of Jin ChengHuixue Zazhi
#2444 [Magazine on Painting StudiesPeking University Huixue Zazhishi 5t K24 424 ¢
HAt, 1920. Reprinted irErshi Shiji Zhongguo Meishu Wenxuan /- 74 Z7 +#7 [# J& K 3
[Selected Works on Fine Arts in ®2@entury], edited by Lang Shaojutif 4 # and Shui
TianzhongZK K (Shanghai: Shanghai Shuhua Chubanshe, 1999), 1:45.
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Jin believed that because of the Ming painters’ preference for literatirgpover
the realistic style, art in the Qing dynasty had declinedstdoivest point. Jin
criticized the lack of creativity in Qing painting. Even though diid not
explicitly mention the Four Wangs, it is clear that he consiidre Four Wangs
mere imitators of Ming painting, lacking any genuine cretivin’s opinion was
close to that of Kang Youwei, and he had the utmost faith in therarnmainting

of China dating before the Yuan dynasty.

In his article, Jin proposed the three principles of art: “its¢ dne is to examine
the natural things; the second is to study the conventions of thentanasters;
and the third is to test one’s own feeling and mitfd2z i = %%, —FEK

SR Wi s ZWEgh N2 ks B — 2043 . ) Unlike Chen who
advocated the Western approach of realism while rejectingtrdubtion of

Chinese art, Jin believed it necessary to learn from the coamentf past
painters if one wanted to create anything new. Moreover, Jin qhasis on the
observation of the natural world for the creation of art; clehdyintended to

criticize the lack of nature in the Four Wangs’ imitation of the ancientemsas

In another article, “Huaxue Jiangyifl %} X (Lectures on Painting), of 1931 Jin

tried to assert the value of traditional painting in a timeadfcal rejection of the

1% Jin Cheng,lin Gongbei Jiangyanlu, 45.

10



traditions. Jin said that “some painters want to challenge thigongeand spirit of
ancient masters and present the world with something different. Géleyved

they had created something new, but in fact they are meséindi for fame and
compliments.* (ZJ E AR A2 &, WX, LLEAl, Hseuhi 448
2 %k, ) Jin saw the continuity of the history of Chinese painting, and he

maintained that whoever wanted to create something new must thieidyast
thoroughly. In contrast to Kang and Chen, Jin’s criticism of Chiaesé&cused
on the artistic rather than the political. Jin’s lecture, andoitsis on tradition,
must have given reassurance to those who found no direction to fallawime

of cultural confusion.

CAl YUANPEI %701 (1868 — 1940)

Cai Yuanpei was another important cultural figure in the May Fqettod who
tried to influence the direction of Chinese art. Cai Yuadpei}s (1868 — 1940)

received a classical education in China and served as a mehtherrespected
Hanlin Academy. Both before and after the 1911 Revolution, Cai studie
philosophy in Germany. He served as the Director for EducatidmeifRépublic
Government and later became the President of Beijing Univef3diywas an

influential figure in China’s cultural and educational affairs. Balieved in the

" Jin Chengé:3it, “Huaxue Jiangyi'ii %= ijf X [Lectures on PaintingHushe Yuekaw/#///
[Hushe Monthly]July 1931, vol. 21. Reprinted Meishu Lunji & A 72 % [Essays on Art]vol. 4,
Zhongguohua Taolun Zhuanji?/## 2% #7 [Special Issue on Chinese Paintingdited by
Shen Pengtl§ and Chen Lusheng:J& 4= (Beijing: Renmin Meishu Chubanshe, 1986), 5.

11



instructional function of art to society and he advocated aestltket@aton as a
substitute for religion since China did not have a religion likeWest? For this
purpose, Cai believed that the realistic approach in art cleadlyahadvantage
since it was relevant to real life and it could be easibepted and understood by
the public. For art education, Cai said in his speech at the Riedeatitute of
Painting Techniques of Beijing University, in 1919, that “studentarb&hould

practice sketching from life* (Z {54115 4) While advocating for the new

approach of realism, Cai did not reject traditional values of Chipamting. Cai
gave numerous lectures in China on Western tholdiit, perhaps because of
his own classical education in China, he never fully rejected Ghinakies.
Because of Cai’'s great social esteem, his thoughts on aty giave confidence

to some painters who were confused by competing social and artisticisgateg

TENG GUJB[# (1901 — 1941)

12 See Cai Yuanpe#s jGH%, “Yi Meiyu Dai Zongjiao Shuo”Lh 2% & 1852 i [Aesthetic
Education Replacing Religion], Speech at the BgiBhenzhou Xuehuit 5t f##12% 4> [Beijing
China Society], 1917. First published Xin Qingnian#7Z %= [New Youth]3, 6 (August 1917).
Reprinted inCai Yuanpei Meixue Wenxua#i 7z 2755 2% X 4 [Cai Yuanpei's Essays on Aesthetics]
(Beijing: Beijing University Press, 1983): 68-73.

13 Cai Yuanpei#< ok, “Zai Beida Huafa Yanjiuhui zhi Yanshuoct: 1t K ik A 97 £ 2 3 i
i1 [Speech at the Research Institute of Painting fligeies of Beijing University]Beijing Daxue
Rikan /L5 A5#/  [Beijing University Daily], October 25 (1919). Reprinted ®ai Yuanpei
Meixue Wenxuang ¢ 27 7 54 X [Cai Yuanpei's Essays on Aesthetiq8eijing: Beijing
University Press, 1983), 80.

" See Cai Yuanpedsithi, Cai Yuanpei Meixue Wenxuaff 7472554 # [Cai Yuanpei's
Essays on Aesthetic8Beijing: Beijing University Press, 1983).

12



Even though prominent cultural figures such as Kang Youwei and Cheiu D
advocated modern and creative art as well as a scientificaagbpto the study of
Chinese art, they could not create any concrete results thiegewere not art
historians with a thorough understanding of art history, and their opimoad i
were very much shaped by their political views. Only with titeoduction of
Western scholarship on art, introduced by certain scholars who studisata
did the study of Chinese art become scientific and modern. Gengas one of
the first to reflect this change. Teng @&l (1901 — 1941)earned painting in
Shanghai when he was young and then went to Japan to study paittiagage
of 19. In 1929 Teng went to Berlin to study art history and goPhI3 degree in

1932. After returning to China, Teng established Zhongguo Yishushi Xuehui
[5 2K 224> (Association of the History of Chinese Art). Teng wrdtengguo
Meishu Xiaoshi#7/# L /) % (Short History of Chinese Arth 1925, which

included not only painting, but also architecture and sculpture. In this Tk
criticized the Four Wangs of their prejudice regarding schoolstlaid general

narrow-mindedness. Teng insisted:

The prejudice of schools is not overcome but becomes even more serious
during the Qing dynasty. Among the literati painters are theaed Four
Wangs north of the Yangtze Rivér /Y F. They are Wang Shimin,
Wang Jian, Wang Hui, and Wang Yuangi. Wang Yuanqi is the son of

Wang Jian, who is the son of Wang Shirftiill three generations of the

Teng Gu’s text on the biographies of the Four Waagmt correct. Wang Jian was not the son
of Wang Shimin, but belonged to the same familyw@da Wang Shimin and was one generation

13



family can paint; because they live in the Loudong, they veatked
Loudong School% 4 Jk. Wang Hui is a native of Yushan and called
Yushan Schooll il] Jk . The Loudong School models on Huang

Gongwang and considers all other schools heretic—only theirs age pur
literati painting. The Yushan School learns from various paintens f
Song and Yuan dynasties, and they also have Song and Ming court
style . . . So the prejudices regarding schools has become deeber a
deeper, and they could not break away from the conventions of the
ancients. As a result, the minds of the painters became nareowie
narrower from the Yuan to the Qing dynasties, and they soon became

unable to save themselvEs.

B OEAS TP, AMEATITHCE, T H RS EE 7. A
U, Prigi el L, st ENEL £, £, FRARY
No HpEJgARE LT, B8 EREHILT, HA=A, #
REm ;s KR, PrURRARI A2 AR E2E A, FriAfrfbit s
IRe ZARIRIEHE TN, AR i, LRI SN, B

IRRARITCHE KT, WA R Bem ks . ... TR,

senior to the latter, even though Wang Jian wa® lsdx years later. Wang Yuangi was the
grandson of Wang Shimin, and his father was Wanig-K#.

¥ Teng Gufilil, Zhongguo Meishu Xiaoshif? /&35 £ > & [Short History of Chinese Art]
Shanghai: Shangwu Yinshuguan (The Commercial Rrd€35. Reprinted imeng Gu Yishu
Wenji i 2R SC4E [Teng Gu's Essays on Art], edited by Shen Nifig* (Shanghai: Renmin
Meishu Chubanshe, 2003), 92-93.

14
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Teng studied art history in Berlin witthe German philosophdvlax Dessoir
(1867 — 1947), during which time Heinrich Wolfflin’'s (1864 — 1945) stylistic
analysis in art history was still quite popular. Teng had introdutedtern
methodology to the study of Chinese art, and his work is consideredrghe f
attempt to organize the history of Chinese art according to Whestern
approach’ Because of the shortage of materials and artifacts, his isarike
with factual errors. (For example, Teng mistook Wang Jian asahef Wang
Shimin, the father of Wang Yuangi.) Despite these inaccuraciesy’sT&ork
offered a novel approach to this field. His work deviated sigmtiy from the
traditional approach of focusing on the biographies of literati @arand their
techniques of brush and ink. Teng regarded the history of Chineses an

organic whole and divided its development into four periods: Period of Ggowin
(Shengzhang Shiddk K i 4X, until to Han dynasty), Period of Mixing (Hunjiao
Shidai 22 KX, Han to before Tang), Period of Prosperity (Changsheng Shidai
E IR, Tang to Song), and Period of Stagnation (Chenzhi Skidéir 1<,
Yuan to Qing). Teng considered cultural openness as a necessadgation for

the creation of great art, and in this sense he criticized #jedre and the bias

of the Four Wangs.

" Xue Yongniani k4, preface,Teng Gu Yishu WenjiffF/#/ 2 K X # [Teng Gu’'s Essays on
Art], edited by Shen Ning;'7* (Shanghai: Renmin Meishu Chubanshe, 2003).

15



CHEN HENGKEfii 1% (1876 - 1923)

Like many of his contemporaries, Chen Hengke was both a painteschothr.
Chen Hengkd% 1% (1876 - 1923), who was also known as Chen Shi#gity
i, studied in Japan, and after returning to China, taught art jin@gein 1919
Chen organized the Society for Research in Chinese Painting (ZhoHgguae
Yanjiu Hui [ # 22 6F574) promoting the styles of Song and Yuan painters,
where he was joined by Jin Cheng, Xiao Qianzhacfigh{" 1883 — 1944) and
others'® In a time when the traditional value was questioned and wesialism
in art was believed to be superior to Chinese literati pain@hgn defended the
traditional Chinese painting in his article “Wenrenhua zhi Jiazhik i 2 #1184
(The Value of Literati Painting), which was first written 1821 in vernacular
language and then rewritten in 1922 in literary Chirlé§ehat is literati painting?
Chen argued that “it is painting bearing the nature and theaf#ste literati. It is

not particularly concerned with artistic techniques of paintingnust show the

many amusements of the literati, which are elements not ezpeesin the

18 Michael Sullivan,Art and Artists of Twentieth-Century Chir{Berkely, CA: University of
California Press, 1996), 8.

¥ Both versions of Chen's essay were includedZlmongguohua Taolunjit’ /& i it %

[Collected Essays on the Chinese Paintingdlited by Yao Yuxiandkifiitl (Beiping [Beijing]:
Lida Shuju, 1932), 1-10.

16



painting itself. ({1 3c N i ? B by e N2 VR, & A7 SN2 ik,
AR EFTER EZ TR, AT EANE V2 SO A, 2 g se
A, )% In traditional art criticism of China, the authorship of aréitepainting
is more valued than its actual artistic quality, and litgrainting is considered
superior to painting done by professional painters. Chen’s arguiserneélected
such idea. Literati painting has become the symbol of Chineses;udna Chen’s
defense of literati painting was in fact a defense of Chinedire when

bombarded with Western challenges.

Chen wroteZhongguo Huihuashi?’/# 4w % (History of Chinese Paintingh
around 1919 and it was first published in 1925. It is not any surprise lieatsC
opinions on the Four Wangs were quite positive. Of Wang Shimin, forpm&am

Chen said:

Wang Shimin ... has mastered the fine ink of Dachi [Huang Gongwang] in
his composition, coloring, and delineating. Wang has learned the sécret

art and during his later years his painting became mature and spffitual.

** The English translation is adopted from Lai Kuo-$fieRescuing Literati Aesthetics: Chen
Hengke (1876 — 1923) and the Debate on the Wes#tiom of Chinese ArtMA Thesis.
University of Maryland, College Park, 1999, 57.

*! Chen Shizen@:)ili®4, “Wenrenhua zhi Jiazhi®t A2 4 [The Value of Literati Painting].
Huixue ZazhiZ*427%# [Painting Study Magazine]1922. Reprinted in Chen Shizeifgili4,
Zhongguo Huihuashi/’/#%4 i ¢ [History of Chinese Painting]edited by Xu Shuchentg: 13
(Beijing: Zhongguo Renmin Daxue Chubanshe, 20047, 1

%2 Chen Shizend#Jifi %, Zhongguo Huihuashi/’/#42# ¢ [History of Chinese Paintingedited
by Xu Shuchends: 1335 (Beijing: Zhongguo Renmin Daxue Chubanshe, 20084,
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On the reason why the paintings of the Four Wangs were so inéllje@tien
proclaimed, “the paintings of the Four Wangs are grandeumajeistic, and the
charm is everlasting. They are truly the model of their tiffe{I"] 2 i< BT
B, K&K, AL —L. ) Chen’s criticism of the Four Wangs
reflected his conviction of the value of literati painting and hisds were not

much different from traditional writings on art.

DENG YIZHE X LL# (1892 — 1973)

Deng YizheX§LL# (1892 - 1973) was one of the many scholars in the first half

of twentieth century China who studied Western philosophy. Deng was the
descendent of Deng Shirlif1 411, the great calligrapher and seal carver of Qing
dynasty. Deng studied Japanese in Japan from 1907 to 1911 and later studied
philosophy in the US from 1917 to 1923. After returning to China, Dendhtaug
philosophy and art history at various schools. Deng wrote manieartiot only

on art, but also calligraphy, drama, literature, philosophy, and music.

% Chen Shizeng@zhongguo Huihuashi196.
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In his article “Yishujia de NanguanZ RZ[I#E5C (The Crisis of Artists) of

1928, Deng articulated what he saw as the fundamental differenaeebet

Chinese and Western landscape painting. In his view,

When the Western landscape painter begins to paint, he has nothing in his
mind; all the images are derived from nature. Colors, distano#, a
volumes all become the elements for painting. Besides thesenttehee

will have nothing to rely upon, and he thinks without these nobody can
understand his art. The Western painter has nothing to offer fromnes i

self but only to copy nature anyway.

VEE DA TR I 2 oG, b oAy, BRRPENS, ARECE AR,
g, BRE, PR, AR R, bl rpRR TIXEER, Ak
L TEWERSEAT; D& BONER TIXE SR, i NESE. B
A N AT A4 AR 2R 05 W] AR BLIT o

While the Western painting is “spiritless,” Deng implied, thiein@se painter
about to paint a landscape already has the whole image in his mindhande
paints, he paints with his heart. In contrast to their prid€hmese art, the
Chinese intellectuals’ bias against, or inability to apprecwéstern oil painting

is quite apparent. Nevertheless, in the article Deng suggesteithéhianermost

** Deng Yizhe X LL#, “Guohua Luyan”[® i 4 % [Casual Remarks on National Painting].
Originally in Chenbao Fukan ## [Sumplementary to the Morning New®lay 31, 1926);
included in Deng YizheXs LL#E, Yishujia de NanguanZ A5/ 75 [The Crisis of Artists]
(Beiping [Beijing]: Gucheng Shushe Chuban, 1928gviBed and published again in 1935.
Reprinted inDeng Yizhe QuanjifyL{# + % [Complete Works of Deng YizhéHefui: Anhui
Jiaoyu Chubanshe, 1998), 110.

19



feelings of the painter must be communicated effectively thraiggial means.
Landscape painting is the expression of the painter’s inner self, and theteshni
of brushwork are only the means. Even though Deng endorsed |itenaing as
the expression of one’s inner self, he had avoided focusing on thé |i&irger
himself, who is normally extolled simply because of the paintét&yary

cultivation.

Deng’s analysis of the history of Chinese painting focused orcdheept of
giyun “{ 7%, a term that has been vaguely used to refer to the highdiy qua

Chinese painting. In Deng’s writinggiyun may be used to refer to the feeling or
mood the artist felt and communicated through his art. Of the Foug$Vaeng

wrote:

[Since the Four Wangs] landscape painting has become the piling up of
brushstrokes, and has lost its spirit; it is not worth seeiggrare. If we

look at the landscapes of Wang Shigu [Wang Hui] (some of his woeks ar
pure and vigorous—these are different from painters in his school), they
seem to be similar to reading books: the scenes of stones or mounta
rivers, whether thick or thin, realistic or suggestive, alltheeresults of

the movements of brushstrokes, as if the viewers were readifigelen

a book. This kind of art does not have any spirit and this is the dead end

landscape painting.

% Deng YizheX[ LI #, “Guohua LuyanfH i ¢ 5 [Casual Remarks on National Painting], 112.

20



(DY RASK] K A8 B A HER, 1 R 257308, T thK i e 2 W o
EHNEEABNIK ChaZENFHSEEEAa, A 5K
HifmiE ! D JLSEERE 8, Ehms s, Wamor, 22 m
187, MRS A AT IR TR AR, K m

R e s o

The art of the Four Wangs, in Deng’s opinion, had not captured anfeedial
of nature, but instead was merely made up of blocks of patterns'sDeitigism
of the Four Wangs focused on style and artistic weaknesses, agdhied away

from the debate on the Four Wangs from merely a cultural or political viewpoint.

Lin Fengmiantk XUl (1900 — 1991), the great creative painter of the twentieth

century who had successfully integrated positive traits from botkaktern and
Western approaches in art, wrote a short response to Dengls, asiich was

published together with Deng’s. Lin said:

| think Western art is more objective in its formal constructione T
spiritual thing is less significant because of the highly developed forms . . .
Eastern art is more subjective in its forms. But becauderitss are not
fully developed, the expression of emotions has not been fully met,tand ar
has degenerated into ink-playing. In fact the weakness of Westei a

just the strength of Eastern art; and the weakness of Eastasnjust the
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strength of Western art. Should the weakness and strength be

complemented, the new art of the world will app@&ar.

PARAFIG 2R, A LT 2 W —J5ih e &5 O B T
Rk, MR R L RKITER, TR LR, BT
TR, HH DA B B ARG, SO ANRER BTG 25 B2
L, ARG TR ERIARE . LS ZRZ R, IERTEAR
P RITZRZPTRL, BT ZARZ . FACAHAT, A2
R4, IEAEHTT.

Lin’s opinions are worth considering because of the innovation in hiswawi,

where Lin successfully created new visual languages to comatertits feelings.

For Lin, art is the unity of subjective feeling and objectivai@ismeans. This is

precisely what the Four Wangs lack.

HU PEIHENG#{iff (1891 — 1962)

Hu Peihendffiilff; (1891 — 1962) was a painter who had practiced painting by

learning from ancient masters from Wang Meng to Wang Hui.al4o0 wrote
many scholarly articles, mainly on Wang Hui. Despite the amolisnating
negations of the traditional culture during his time, Hu’'s writinggesmainly

scholarly, and devoid of any revolutionary tones.

** Deng YizheXSLA#E, “Guohua Luyan™# i {5 % [Casual Remarks on National Painting], 115.
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In the article “Zhongguo Shanshuihua Xiesheng de WeRt# (L1 7K i 5 4= (1] i)
@ (The Issue of Sketching in Chinese Landscape Paintfigl920, Hu
advocated “sketching from real life with the help of anciertineues” (5745
£2). He said, “If we want to improve the Chinese landscape pajntiadhave to
pay attention to the issue of sketching from real e P& 2 o B o = 1K,
MAFE S, ) Hu criticized recent painters’ blind imitation of ancient reest

without learning from nature: “The recent painters did not lelagnessence [of
ancient masters] . . . but only covered the canvas with all sogsgndfols; they

had lost the ancient masters’ techniques of sketching frontifeeaf® (j5 A Ak

FA, L HFEAFSHEm), Pro gt NSAERREA 7 RAIE T . )

Hu's Wang Shigu Huafa Juewef- 7 2* ;% ## (On the Painting of Wang
Shigu [Wang Hui])was published in Beijing in 1938. In this book Hu examined
the biographies of Wang Hui, Wang’s writings on painting, Wang's égarn
techniques of ancient painters, comments on Wang by later sclsolans|s that

were derived from Wang, etc.

2"Hu Peiheng!1fil 4, “Zhongguo Shanshuihua Xiesheng de WentiTH il /K i 5 E i [a) 5
[The Issue of Sketching in Chinese Landscape Paijtil920. Reprinted irYihai Gouchen,
Jindai Zhongguo Meishu LunjiZ /% #71, /€[5 7K it 4 [Collected Essays on Art in
Modern China] edited byHe Huaishudr[t+fiji (Taibei: Yishujia Chubanshe, 1991), 3:51.

2 Hu Peiheng, “Zhongguo Shanshuihua Xiesheng de iv&at
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On Wang Hui's learned techniques of ancient painters, Hu wrote: “Shigu was able
to achieve resemblance in his imitation of Song and Yuan paifiters, 5 1/l

KIG, LA . )and “{Wang Hui] had put his feeling of nature into his work
and so his work was original. Nevertheless his work had the caeratancient
masters.® (@b (4%, ARSI . SRIRA K N2 F-IE. ) According to

Hu, Wang Hui was not a blind imitator of the ancient painters; réheachieved

his originality through his own attunement with nature. Wang Hw hat
focused on any particular painter, Hu wrote, because Wang Hui*Saidich is

the techniques and spirit of painting that no one painter or one school could

exhaust them® (2= 2 # K ntl, MIER K —FK —IRZFrae/ . )

Hu then analyzed Wang Hui's strengths and the weaknesses. teld fise
strengths of Wang'’s work: “Shigu has truly mastered the goawiting . . . and

his work is without the sense of stiffness and estranged-ngs$¥ - i, I J)
T, TR IR 2 5. ) “Wang's work was original with new ideas;”
(B EI—#%, 1HR) “even though Wang's painting is said to be in the style of
some painter, it still has its own charactef! /il F115 - K &%, 1ifE A C 2 1fi

%i. ) and is “true to the natural scene2 (" 5t) etc>* Of Wang's weaknesses,

Hu wrote: “Wang’s brushwork is not good. When executing painting, hishbr

2 Hu Peihengiflfiilfi7, Wang Shigu Huafa Juewek 77 2047 ## [On the Painting of Wang
Hui] (Beiping [Beijing]: Liulichang Baowenzhat ‘- 5i#) 53¢ 7, 1938), 3.

39 Hu PeihengWang Shigu Huafa Juewd.

31 Hu PeihengWang Shigu Huafa Juewd.

%2 Hu PeihengWang Shigu Huafa Juewdi2.
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goes too fast. The brushwork is tiny and wet, and the stroke ish¢ob K is all
exposed and without the sense of reserv&l (AN A51FH, 178K,
/N, i MOKRE, ZIgEM LS E. ) “Wang Hui can paint thick works,
but not loose ones. Shigu [Wang Hui] had adopted the fashionable trer&l of hi
time by drawing meticulous details and complicated landscapesg Wed done

this for a long time without innovation and it had become his haliZ ¢~ GE 5 -

ARBN BT, I, SRR, HAANAERE, SR, ) etc®

FU BAOSHI f#i#fi47 (1904 — 1965)

Born into a poor peasant family in Jiangxi Province, Fu Bagghifi (1904 -

1965) had to support his family when he was a boy by working in aveliea
shop, which gave him the opportunity to see Chinese painting aneinggal/ing.
Here Fu began to teach himself calligraphy, painting, and aeahg. Later Fu
managed to attend art school and after graduation he taught inypanthmiddle
schools. With the help of Xu Beihong, Fu went to Japan to study theryhist
Asian art for two years. Upon his return to China Fu taughttaxarious art
schools. From 1957 Fu served as the vice chairman of the Chineses’Artis
Association, and director of the Xiling Seal Society (Xiling Yinghg>Ell1). Fu
also wrote many scholarly works on art. In ikongguo Huihua Biangian

Shigang?7/5% 4 749 (History of the Changes of the Chinese Paintioi)

% Hu PeihengWang Shigu Huafa Juewdi3.
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1931, Fu gave a high appraisal of Qing culture, saying “the Qirgreulvas as

the sun at its peak, and everything is go8di& K30k, EEMH TR, T

i Alh. ) He commented that among the numerous painters, the Four Wangs
and Wu [Wu Li] and Yun [Yun Shouping] “had the greatest influences, evhos

achievement was able to brighten the whole Qing dyndSMi2i 12 LA i

1141 1) Fu's comments on the Four Wangs were as follows:
Wang Shimin:

He is good at both brush and ink; he masters the dry and wet bolsisst
as if they were made instinctively. Such details as thesgrad trees are
rendered patiently and rich in gestures; Shimin is unique without

comparison . .%¢

ML, #RA D, T, g JFH—%—K,

?ﬁ:%m%’ %ﬁpg%’ gﬁﬂ‘%ﬁ ......

Wang Jian:

3 Fu Baoshiff#if1, Zhongguo Huihua Biangian Shigang/#4:m4 %24 [History of the
Changes of the Chinese Paintingjtroduction by Cheng Mingshik 44t (Shanghai: Shanghai
Guji Chubanshe, 1998), 73.

% Fu BaoshiZhongguo Huihua Biangian Shigarl.

% Fu BaoshizZhongguo Huihua Biangian Shigar@yl.
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The landscape he conceived in his mind is already unusual; his works,
whether ink or colored, were meticulous and rich in varieties; thefai

cultivated refinement is shown naturaffy.

figrb At JA AN, KSRGS N, A2, 2K

BN BBEZIR, MR T .
Wang Hui:

Wang often exchanges the light-green for the ink. Besides bigetor
scenes we could not say Wang resembles any school. He might be better at
imitating the ancient masters than originating his own school“Wang

Hui’'s art is out of craftsmanship.” . . . | consider this as ulienate

judgment®

ORI T sk, BAIBROIS AL B e R T Ak, SEAE AN B

5%, Brig Mot wAAKimsE i EZ 2. ... “EA AR
FAA, TINK AT EL .
Wang Yuangqi:

37 Fu BaoshizZhongguo Huihua Biangian Shigarg.

% Fu BaoshizZhongguo Huihua Biangian Shigargp.
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The scene is pure and serene, and his brushwork is vigorous. The
composition is grand and elegant, and the brushwork is plain. This Wang

Hui could not achieve®

BIET, EaRER, ... HEE FERERIAG R, AR G fe i 2B i,
AL IIANEI

The early Fu had praised the Four Wangs warm-heartedly. Dthiagtime
traditional Chinese painting was still highly valued and practibgdsome
painters such as Chen Shizeng and Fu Baoshi even though it was no thenger t
predominant style. In 1944 Fu published a short article on the historlyioése
landscape painting, “Zhongguo Shanshuihua Luaf® (7K i i (On the
Chinese Landscape Painting), where he challenged the then peojawathat
“Chinese painting was in a state of decline since the Yuan gyh&s said that
Chinese painting at the end of Ming and early Qing dynastiescialpehe
landscape painting with innovative brushworks, “had shined light as never

before.®® (it tiid 22 T MR LI .)

Fu thought highly of Dong Qichang® 1L 5 (1555 — 1636) painting, where “the
clouds boundless, [and the picture] serene and sweet, his brushwork”gesfect

AV, 1H¥% S5, H % T 15%), and praised Dong's landscape “for

39 Fu Baoshi, Zzhongguo Huihua Biangian Shigang, 82-83

“0 Fu Baoshif#i#1 47, “Zhongguo Shanshuihua luref[H 111 /K i if [Studies on the Chinese
Landscape PaintingWWenshi Zazhix %74z [Magazine of Literature and History3, no. 3 & 4
combined (1944). Reprinted ¥ihai Gouchen, Jindai Zhongguo Meishu Ludji##4,71, /r/C4
[HZ£ A 144 [Collected Essays on Art in Modern Chinalited byHe Huaishudf #4ii (Taibei:
Yishujia Chubanshe, 1991), 3:23.
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inheriting the past and ushering in the futdre(?r ik FA & H 52 KTh)

Despite his positive view on Dong Qichang, the predecessor ofbtireVFangs,
Fu did not mention anything about the Four Wangs, whom he had pbaifed.

He seemed to have changed his opinion of the Four Wangs in some respect.

Fu’s late article “On the Chinese Landscape Paintiwmgs written in 1944, when
China was still fighting the war against Japan. The sense tmhalism and
patriotism is very strong in Fu’s narration of the history ¢ifin€se painting,
especially in his writing on the Yuan and Qing dynasties when Gidisaunder
foreign rule. Fu praised those painters who maintained their itytegnd
remained loyal to the former imperial court. Fu did not mentiorFthe Wangs
in his article, the reason seeming to be that, because of dhe Wangs’
involvement in the Qing government, Fu might have considered them digloya

the Chinese native ruler and therefore not worth the title of artist.

YU JIANHUA #1814 (1895 — 1979)

Yu Jianhuafi &|4¢ (1895 — 1979), a noted art historian, learned painting and

calligraphy in Beijing when he was young, and later from Chanefg. In one
article Yu praised Chen for being able to take a new approattiebethe Four

Wangs*? Yu wrote many articles on Chinese art and devoted his wholeolife t

“1 Fu BaoshiZhongguo Shanshuihua lu@2.
* SeeYu Jianhuafi#1]4E, “Chen Shizeng Xiansheng de Shengping Ji Qi Yigiuli i &/ )
S R ZK [The Life and Art of Chen Shizeng]. Mu Jianhua Meishu Lunwen Xugh# 7%
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Chinese art education. Different from his teacher Chen Shizenghadua
negative view of the Four Wangs. Yu criticized the lack of orggtof the Four
Wangs in hiszhongguo Huihuashi#’/#%% i % (History of Chinese Painting)f

1936:

Wang Shimin . . . has not been out of Huang Gongwang and Dong
Qichang's styles; he only knows of imitation, and no innovation.
Therefore the Qing landscape painting has declined. In the past Wes
credited as the one who inherited the past and ushered in the future, but

consider him as the one who starts the bad art; this is no exaggétation.
FRFE L ABREEH A, S K, A, A
ARG, B R KE — AR, & N CAR R ARG 2 2, Bk
AR R, Bl E k!

Wang Jian ... only knows the ancient masters, not himself. He isaonly

copier of ancient paintings. What credit does he Hdve?

EEE S PR SN, AR B, Al SEHLE . T2 Bt
T2

SEA 18 [Yu Jianhua’s Essays on Artedited by Zhou Jiyidd #15 (Jinan: Shandong Meishu
Chubanshe, 1986), 343-354.

* Yu Jianhuadi #1]4, Zhongguo Huihuashit/#4:# % [History of Chinese Painting{Shanghai:
Shanghai Shudian, 1984), 176.

* Yu Jianhuazhongguo Huihuashil 77.

30



Wang Hui . . . is good at depicting the landscape in the style of the
Northern School with his brushworks of the Southern School. His
brushwork is neat and colorful; these are his advantages. But his
brushwork is weak, without a sense of powerfulness. In his painting the
scenes are trivial, not spectacular. He only appeals to popular taste through

his complex brushwork and use of rich coltts.

ot S DArgoR e ae AR s, A, ZPrdE, MEfELT
55, KRR, SUBRE, ZHER 2R, HUESRERSE, S,

B A4 o

Wang Yuangi’'s compositions are always the same, and his brushwork is
weak. His ink is not smooth, and his colors are without variation. He does
not dare to take one step away from Huang Gongwang . . . | do not know
how he could achieve the status of leading painter in his timejiegjbis
fame among his contemporaries as well as receiving theiracofa the

generations after hirff.
FIEAR ... AE W TR —H, HEWRSS /DTy, 0Ty,
NN, K RBHE AR, o REELATLLAEE

G, SUdEe, BORT A E=A TR, Wbz A Has .

5 Yu Jianhuazhongguo Huihuashil77-178.

% Yu Jianhuazhongguo Huihuashil 78-179.
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While Yu looked down upon the Four Wangs, he praised the Four Monks [Shitao
£1¥% (1642 — 1707), Kunca¥esk (1612 — 1673), Bada Shanrgokili \ (1626
— 1705), and Honrersh 1~ (1610 — 1664)] among others, who were

contemporaries of the Four Wangs. Yu admired Shitao most, saying:

Shitao is able to create new forms out of the old traditions without
incorporating any bad habits of his time. His art is uniquéowuit any

negative influence of the two Schools of Zhe and Wu. Because of the
marvelous composition, the elegant brushwork, the unconventional and

graceful inscriptions, his art is truly immorf4l.

Fith . BEMSHET O, AN, MIHTI, L0 RPIRA.
FIME LA, BRI, M, SRR

In his article “Qishiwu Nian Lai de Guohual;+ 1.4 3k i) H H (Chinese
Painting in the Last Seventy-Five Years) of 1947, Yu “passionadypcated
painting from real life in order to save the old style of inotatwithout
content.®® (1 B 54, DURIREEAEH 2 ¥, ) Yu implicitly criticized the
Four Wangs’ lack of creativity, and showed his disapproval of émeltstarted by

the Four Wangs:

*7Yu JianhuaZhongguo Huihuashil19.

8 Yu Jianhuagi &%, “Qishiwu Nian Lai de Guohua’t;+ TL4F3K (1) [E i [The Chinese Painting
in the Last Seventy-Five Yearghen Bao 7%, 21 September 1947, Shanghai. Reprintedun
Jianhua Meishu Lunwen Xuai & 746 K14 X [Yu Jianhua’'s Essays on Artgdited by Zhou
Jiyin JAI#E (Jinan: Shandong Meishu Chubanshe, 1986), 62.
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[Painters since the Four Wangs] just copied the heads and thpffeet
human body] without any spirit, and without any vision. The brushwork
was weak and the content empty. The movement has produced no great

painters?®
RS EE, 204, BB AWK, NWAEHETERE,
W H TN, AR AR I
Yu’s analysis of the Four Wangs during the 1930s and 1940s matugdd on

the brushwork. And we shall see later that after the 1950s Yu @ppéaviarxist

theory of classes to analyze the history of art.

LIU SIXUN 1| &2l

Liu Sixun xJ S yll’s Zhongguo Meishu Fadashit’ [# % K % & % (The

Development of Chinese Paintingas written in 1937 and first published in 1946.

In his book Liu praised the Qing painting, and of the Four Wangs, Liu said:
Wang Shimin:

His control of the wrist is enviable, and the composition of the ink is
elegant; his brushstrokes seem to be formed freely, the mouateatsd

naturally. In his late years his art verged on sublime.

49yu Jianhua, “Qishiwu Nian Lai de Guohua,” 59.
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i) 2R 2 ZR AL
Wang Jian:

His art is vigorous and archaic, and he is good at the brush methods of
both cun 2% andran &, even though his work is delicate, it does not

impair the elegance in it. In either light green or ink paintihgre is

something of a cultivated refinement between the brushwirks.

APy E DU IR, RS MR LA, Dhfeer A, 4iqy

. LwRHeE G, A MBEER, fEmArgis).

Liu seemed to have borrowed the common view from previous scholars on the
Four Wangs in his book, and there seemed to be very little of his own contribution.
Yet the views on the Four Wangs in Liu’s work were represestati the then
prevailing views on the Four Wangs. Liu's writing on the historyCbinese
painting was the continuation of such a tradition in which the fit@ainting
occupies the central theme in the narration of art history. (Ibdok Liu listed

numerous painters, most of whom are literati painters.)

QING ZHONGWENZ {13 (1895 — 1974)

*% All the above four paragraphs are from Liu Sixtfiill, Zhonguo Meishu Fadashi’/FZA
KA [The Development of Chinese Paintir{§hanghai: Shangwu Yinshuguan, 1946), 113.
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Qin Zhongwen was another painter of traditional Chinese art wiobewihe
history of Chinese painting (Zhongguo Huihua Xueshi# £ 5 %7). Qin
ZhongwenZ= {1 3¢ (1895 — 1974) learned painting from Chen Shizeng and other
painters by imitating the Four Wangs and other painters up té-dbe Great
Painters of Yuan dynasty. In 1915 Qin joined the Painting MethodsaRds
Society organized by Cai Yuanpei and directed by Chen ShizexigreB1937

Qin was a lecturer at the National Academy of Art in iBgij After 1945 Qin
taught Chinese painting history at the Beijing Universttin’s history of
Chinese painting followed the typical, traditional approach of focusmghe
biographies of painters. In hidistory of Chinese Paintingf 1934, Qin gave a

very positive assessment of the Four Wangs:

The above Four Wangs, Wu, and Yun are considered the Six Great
Painters of Qing dynasty; they are either enjoying high kstius or
great scholarship, and they had lived a long life. They are veljukki
painters, and their school of art is canonic. They had been the esample

for the world for three hundred yeafs.

CLEDUH5RA%, AFREHINKRAS; BORAei N, BogAfrsigs,

FERA, LWRE, EYRZEE, IR, = kA EAR,

*LFor a brief biography of Qin Zhongwen, see Michallivan, Art and Artists of Twentieth-
Century ChingBerkely, CA: University of California Press, 199812.

°2 Qin Zhongwer&fif 3¢, Zhongguo Huihua Xueshi//&£2#5% % [History of Chinese Painting]
(Beiping [Beijing]: Lida Shuju, 1934), 154.
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Qin’s book seemed to contain little, if any, original thought conogrthie history
of Chinese painting. Qin Zhongwen, described by Michael Sullivana as
“conservative old guohua specialist"was in fact defending the traditional
Chinese painting and his own understanding of art history. This senahle
since Qin himself learned painting through the Four Wangs and wiasters.
The traditional style of painting was still struggling towwe in a time of

disbelief, and some artists defended the value of such a tradition.

PAN TIANSHOU ¥% X 7 (1897 — 1971)

Pan Tianshoui K75 (1897 — 1971) was another great painter of twentieth
century, who studied painting under Wu Changsikud fii (1844 — 1927) and
Western drawing and painting from Li Shutodgf{[s] (1880 — 1942). Since

1928 Pan had been professor of the National Art Academy in Hanghzou

(Zhongguo Meishu Xueyua [E 3K 24Ft), and from 1944-47 Pan served as its
director. Pan was also a scholar and wihtengguo Huihua Shilug /%22 %

4 (Concise History of Chinese Ait) 1928, and later he corrected and expanded
his book and publishedhongguo Huihuashi?? /%4 % (History of Chinese Art)

in 1936. His analysis of the Four Wangs took early scholarship intadeoatson.

Pan said of Wang Hui:

>3 Art and Artists of Twentieth-Century ChitBerkely, CA: University of California Press, 1996
114,
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Wang Hui . . . learns from the Two Wangs [Wang Shimin and Wanyg

of his contemporary, as well as the Song and Yuan painters; Waing H
values the delicate and gentleness in art. To judge positivelyy Waable

to assimilate the various styles of Northern and Southern schoStsngf
and Yuan dynasties; to judge negatively, Wang inherits only theadglic
of the court painting style of Ming dynasty as well as the sehools of
Wu, and this has made the Qing painting more occupied with ingjttte
forms than development. The reason is that there is no othertavay
convey the prosperity of that time; historically this is beeaas the

political circumstances and the excess of authoritariarfism.

A . LI, miER. U6, DUREGRB NN . KEZ, Bk
R TTHALRER R 4 a2, MEEAYIE. R OIRLREZK,
AT ARz 2, BT EE M, AT kg eI, [
A ARA L IRILR T 201 52 4 A 21 B0 T s 5 L il 2 ik

HLIHZ .

Unlike Fu Baoshi who wrote from the point of view of painters, and who
particularly valued the integrity of artists, Pan analyzed tkeotyi of painting
during the early Qing dynasty from the perspective of the rudiags. Pan saw
the political need for the ruling Manchu regime to culturally congfuerChinese

of Han ethnic majority after physically conquering them. The modtdanworks

** pan Tianshou% X #, Zhongguo Huihuashi/? /&% % [History of Chinese Painting]
(Shanghai: Renmin Meishu Chubanshe, 1983), 228.
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of the Four Wangs is that of peace and content, wrote Fu. The FaugsWa
themselves are scholar-officials and their art is theesgoon of their world view.
The ruling regime saw the positive effects of the works ofRtxer Wangs and
promoted them, hoping to create a sense of order and peace, wrote Fewrlhe
approach of analyzing the history of Chinese art from socialpatitical points
of view was markedly different from the traditional scholarshithefMay Fourth

period, which focused on brush and ink.

YAO YUXIANG k]

Yao Yuxiang %k ikl edited The Collected Essays on the Chinese Painting

(Zhongguohua Taolunji#’/#m  i£4) in the early 1930s, and had a positive
view regarding the Four Wangs. Like Pan Tianshou, Yao also turndachis to
the social aspect of the Four Wangs. In his “Lun Siwang Yu Qirlddajie Zhi

Guanxi” VY £ H5iEAAmE A 2 kAR (On the Relationship between the Four

Wangs and the Art World in Qing Dynasty) Yao wrote:

The people in Qing dynasty all revered the Four Wangs . . ngV8aimin
and Wang Jian] understood the spiritual essence of Dong ¥ii&in(d.
962) and Juran= 4k (c. 10" century) very well, and believed they

deserved the name of great masters. When Shigu [Wang Hui] and Lutai
[Wang Yuanqi] appeared, they followed Yanke [Wang Shimin] and

Lianzhou [Wang Jian] . . . They happened to live in a peaceful and
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prosperous time. Because the authority wanted to win the support of
society, the Four Wangs were promoted to prominent status ared sesv

the leaders for art . . . Those mediocre scholars who wantdok
promoted followed either Wang Shimin or Wang Yuangi, and learned
from either School of Yushan or Loudong. They boasted themselves as
belonging to one school or another . . . while ordinary people and
businessmen only knew Loudong and Yushan school painters by name,
not truly knowing their art; The Four Wangs boasted as connoisselrs a
made irresponsible judgment. As a result many painters imitated one
school or another, and both good and bad paintings were created.
Therefore art has been so low and this was the reason for th@ngdeof

art in Qing dynasty>

A7 A R, EAMENE, [EmE %] WA ER
ZAtE, WA AR K B A e, HIREERM, ...
SOKE G2 H, HEAGER AL, SR 8ok, 1
B O, BZNPmEEE, ... e AN 24k, BIGHE
BEONHES 2, A THH, W TEe, ANTEILNCYZEA, 57
NI HANb S . . ity i N2, AR 2 RKIRZ A

G TORBRDA R, IBLAERTE 15, MERE, SEIEH.

> Yao YuxiangZkifidil, “Lun Siwang Yu Qingdai Huajie Zhi Guanxif P F 5154 Ft 2 %
% [On the Relationship between the Four Wangs amd At World in Qing Dynasty]. In
Zhongguohua Taolunji#’/# i ¢4 [Collected Essays on the Chinese Paintireglited by Yao
Yuxiang gkl (Beiping [Beijing]: Lida Shuju, 1932), 319.
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In the preface to his book, Yao expressed his dissatisfactioh i
contemporary painters whom he considered either the slaves dinthent
masters or the blind followers of Western painting. Yao alsocizeti the
narrow-mindedness of his contemporary painters who buried themseltresrin
own specific fiel® Yao admired the Four Wangs, but disparaged the thoughtless
imitation of mediocre painters and the general public’s blind worshipeofour

Wangs.

WU HUFAN 2351 (1894 — 1968)

Even though the Four Wangs had generally been criticized, theyesgived
positive reviews from art critics. Wu Hufd@i#fliil (1894 — 19685/ the famous
art connoisseur, was himself a painter who once served at thgtsh@hongguo
Huayuan I i 7 [ i B¢ (Shanghai Institute of Chinese Painting), and was a
member of the Xiling Yinshelti ¥ El 1 (Xiling Seal Society). Wu's own

landscapes were modeled after the Four Wangs and Wu had studied Dong

Qichang. It is no surprise that Wu's comments on the Four Wangs quete

*® See preface, Yao Yuxiangkiii (ed.), Zhongguohua Taolunji/’ /& 4% [Collected
Essays on the Chinese Paintir{§eiping [Beijing]: Lida Shuju, 1932).

>’ For more information concerning Wu Hufan’s conneigswork, see Clarissa Von Spa#y
Hufan: A Twentieth Century Art Connoisseur in SHag@Berlin: Reimer, 2008).
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favorable. In the colophon in 1938 to Wang Hui's “Fang Guan Tong Xishan
Qing'ai” 1jj % 4% 1l i & (Landscape after Guan Tong’s ‘Streams and

Mountains Clearing after Mist3® Wu wrote:

| have seen about forty-odd paintings by Shigu [Wang Hui] in the last
twenty years. Among them seventeen or eighteen are very dredimg
detailed, and this handscroll modeled after Guan Tong's “Streams and
Mountains Clearing after Mist” is the best. It is known thégrabeing
instructed by Yanke [Wang Shimin] to copy the masterpieces dddng

and Yuan dynasties around the age of forty, Shigu achieved the Great
Synthesis in his art. Therefore, the finest of Shigu’s paintings dene
between the ages of forty and fifty, and his works modeled aftézranc
masters are particularly good. He excelled in painting in tmg $anner,

but was less interested in imitating the Yuan masters. kilissssuperior

to his expression of spiritual resonance; his works in color ater likin

those in ink monochrome.

This scroll was executed in the brush manner of Guan Tong at forty-seven.
Not only is it the greatest work of Shigu’s whole life, but goatould not
have been done by anyone else of the Ming and Qing periods or later.
Judging from what | have seen, among the Song masters, Shigu’s
imitations of the styles of Guan Tong and Fan Kuan [ca. 960 — ca. 1030]
are his most marvelous. Occasionally | have seen a couple raf ithe

albums, but have not seen any long handscrolls or huge hanging scrolls.

*® Handscroll, 1678, ink and color on paper, 29.3 % 8%, Shanghai Museum. See Fig. 1.
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Then | saw this work twenty years ago. For years | could orgiet it.

Now | have it again. It is indeed like the line in the poem by Ya

Yuanxian [Yan Shu, 991 — 1055], “As if they once knew me, swallows

return.” In mid-autumn of thevuyin year [1938], | asked for the opinion

of Sun Bangrui, my senior, on whether he agrees with me. Wu Hufan

inscribed in the Plum Vista Studio.

RTEERIIA BT EEL N RAS, AT B, HERL
WS R BRI B E o I AR T2 e e fR 7 i 2
RICAI G, 29K oAy m AP 1+ ks, st
L. HABRKTER, MAMEC. smaf2E T, s
HEFKS. N2 2Rk, MO ABAS &1,
MG AR ANRENZ o BRI A IRNE, BLRAar, Y%
AEBAERKIN A, WA MR AR s H— =, 35 KA EUA R 2 s
o WAL THEE L, LDHASERY, SRR, Mo
i FMBLE AR R et . IS TR AR B A0 R L IO AR 1 RIIIL

WP, ©

*® Translation modified from Maxwell K. Hearn (edLandscapes Clear and Radiant: The Art of
Wang Hui (1632 - 1717New York: Metropolitan Museum of Art; New HaveYiale University

Press, 2008), 206.

® Maxwell K. Hearn (ed.)Landscapes Clear and Radiant: The Art of Wang H6B8@ - 1717)

(New York: Metropolitan Museum of Art; New Havenalé University Press, 2008), 206.
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In another of Wang Hui's painting “Fang Juran Shanshili’= 4% il 7K

(Landscape in the Style of Jur&h)\Vu Hufan wrote:
Light Transmitted from Huanghe [Wang Meng, 1308 — 1385]

This painting’s brush method may be traced back to that of master J
[Juran, active ca. 960-85] through that of Wang Shuming [Wang Meng],
therefore, its “breath and soul” are heroic and full, and it magtioned

a masterpiece by Qinghui [Wang Hui]. Wu Hufan inscriffed.
BT

SEPZETL B B BSOSO, PRI U . S

63

As an art critic, Wu has focused on the artistic merit of Widngs work and

emphasized on its stylistic connections with other painters.

GAO JIANFU =814 (1879 — 1951)

The Gao Brothers of Gao Jianfi @4 (1879 — 1951) and Gao Qiferig#y 4

(1889 — 1933) had been influential in Southern China. In modern China

®' Hanging scroll, 1664, ink on paper, 131 x 65.5 8ee Fig. 2.

® Translation by Shi-Yee Liu, in Maxwell K. Hearn,.edandscapes Clear and Radiant: The Art
of Wang Hui (1632 - 1717fNew York: Metropolitan Museum of Art; New Havelrale
University Press, 2008), 188.

® As cited in Maxwell K. Hearn, edLandscapes Clear and Radiant: The Art of Wang HGBQ
- 1717)(New York: Metropolitan Museum of Art; New Haveviale University Press, 2008), 188.
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Guangzhou had been most exposed to the Western culture, and the two brothers
advocated the blending of both Eastern and Western approaches indart a

established the Lingnan School (Lingnan PaigJK). In his article “Wode
Xiandai GuohuaguankIELALE E W (My View on Modern Chinese Arff,

written during the War of Anti-Japanese Aggression, Gao Jianfu stated:

Since the Four Great Painters of Yuan, the court painting styldodean
ignored and the literati painting had been promoted. This had lasted since
the beginning of Yuan through Ming and Qing dynasty till the Repaibli
Period, which had been the dominant style of painting in the previous six
hundred years. Even though there are some slight changes duriimgethe
how many painters can have different styles during the six hundeed,y
where there may be hundreds of different schools . . . Unfortunatély

the modern time of the revolutionary new Republic of China, thedet st

of all of China, except Western style painting, is the old traditional $tyle.
FICUS Y, — AR BeVEXG i R B SO N . L X Teh] 29

FWAL BEPRRE, NEFREERFE NSRS 28, Hin 5

AT, BENTFEP A AEHMmEA, BEARFILM? ... W

% For the discussion on Gao’s major text, see R@lmtizier, Art and Revolution in Modern China,
The Lingnan (Cantonese) School of Painting, 1908951 (Berkeley, CA: University of
California Press, 1988), 110-114.

% Gao Jianfum#4C, “Wo de Xiandai Guohuaguardk (IHLALE H ¥ [My View on Modern
Chinese Art]. Reprinted irfErshi Shiji Zhongguo Meishu Wenxuan 7~ /4 £ 17 /% 55 K X %
[Selected Works on Fine Arts in ®2@entury], edited by Lang Shaojutif 41 # and Shui
TianzhongZK K H' (Shanghai: Shanghai Shuhua Chubanshe, 1999), 1A602arding to the editor
Yu Feng X, Gao’s article was composed during the War of Aafpanese Aggression (1937-
1945).
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Gao Jianfu expressed a similar attitude as Kang Youwei and Gheun. Ble said,
“After | have followed Dr. Sun Yat-sedhi%ll [1866 — 1925] for political
revolution, | have found it necessary to revolutionize the art of CAtr{a! 14

bE R PR O Ear LUS . s 2 B 2R EH 5o 2 2. ) Gao Jianfu
advocated innovation and learning from nature, while opposing stickiogdto
conventions and blindly imitating the ancient masters. Gao did not teant
abandon the tradition totally, and he wanted his new national Chinesegao
possess a distinctly Chinese character. Gao praised suditieguas spirit
resonance (Qiyun Shengdorfd %) 4 3l)) of the old Chinese painting, and

believed that certain scientific methods such as perspective lagdeg.®’ In

Gao’s text the wordfQiyun Shengdongeems less a technical term than a
reference to the essence of traditional Chinese painting. Gawst of Guohua
(national painting) must have some connection to Nihonga in Japan, where he
studied from 1906 to 1908. The style in his painting seems closeénondd than
traditional Chinese painting. Gao’s vision was to make Chinesdrgambdern

but still Chinese. Therefore Gao needed the support of the tradistsel of

Chinese art before the Four Wangs.

% Gao Jianfu, “Wo de Xiandai Guohuaguan,” 506.

*” Gao Jianfu, “Wo de Xiandai Guohuaguan,” 510-11.
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HUANG BINHONG % i1 (1865 — 1955)

Huang Binhong was a great painter of the literati traditicthéntwentieth century,
who wrote many articles on art. Huang Binharig= [ (1865 — 1955) was born

in Shexian, Anhui Province into a family of scholars and paintersetaived a
classical education. In 1907 Huang left his hometown for Shamghere he

served as the editor Guocui Xuebad###*7# (Journal of the Quintessence of

National Culture) director of the art department at the Commercial Press, and
also taught art at several schools. In 1937 Huang worked in theeRdlseum in
Beijing inspecting cultural artifacts. During the war witlpda Huang lived in
Beijing and devoted his time to writing and painting. In 1948 Huangewh to
Hangzhou and taught art at the Hangzhou National Art College andrthe

Institute of Zhejiang until his death.

In a time when the traditional technique of brush and ink seemegahlke of
further innovation, Huang still searched deep within the traditienh&tl faith in
the traditional Chinese painting of brush and ink. Both Huang's pesct
painting and his theory of Chinese painting are deeply imbedded intefai |
tradition®® As Huang himself was seeking innovation in the Chinese painting
from brushwork, his analysis of the Four Wangs naturally focasatie methods
of brushwork, style, and taste. This was the traditional Chiselselarship on

painting. In hisGuhua Wei# /7 (On the Ancient Paintingsf 1925, he wrote:

% Jason C. KuoTransforming Traditions in Modern Chinese Paintityang Pin-hung'’s Late
Work (New York: Peter Lang, 2004) offers a good analydiHuang's theory and his late style of
painting.
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Yuanzhao [Wang Jian]'s brushwork is more tangible than Yanke [Wang
Shimin]’'s. Shimin can grasp the spirit of landscape by his gilbda
brushwork, and his work is vigorous and graceful. In Wang Jian’s work
traces of strong brushwork can be seen, and his imitations capture the

spirit as well. Both are surely belonging to the 15&st.

Fr o M, J2 28 BRI R S . IR HIZE, R TIANE 121l
FEREHUA, i, HRESETS . IR 2 AR, ISl B

B R . AREHE R, Es B3, TBHEH.

Shigu [Wang Hui] has mastered the Six Methods, and his composition is
balanced: there is no contemporary painter who has surpassed him. But he
has left too apparent the traces of his brushworks which have been harmful
to the charms of his painting . . . In the past two hundred yeaes dhe

more and more people imitating Wang Hui. People only imitate WWamg

but do not know what Wang Hui had learned from; this is the reason for

the decline of painting in the Qing dynasly.
HENERIR, WA, EEZ g, AR REEL T
B, MHGW. L TEHEK, WEAZmE, AL, g

AT ANSRAAT Z e, i A & H g 2 .

® Huang Binhong# % I, “Guhua Wei” i/ i/ [On Ancient Paintings]Xiaoshuo Shijie

Congkan) ¢/ 1177 [The World of Novels]1925. Reprinted ifuang Binhong Yishu Shuibi
HEMTZ AKEZ [Essays on Art by Huang Binhongddited by Lu Fusheng4ii% (Shanghai:

Wenyi Chubanshe, 2001), 59.

" Huang Binhong, “Guhua Wei,” 60.
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Wang Yuangqi’'s works are mature while not sweet, simple whileaugh,
bland yet broad, hard yet pure, and the air of cultivated refinemsaérs
in the canvas . . . Wang’s landscapes are as graceful as thegfldouds,
misty and luxuriant without end. His brushworks flow naturally without

the sense of rigidness or being confiéd.

ANANEE, AN, IR, LR, BEZK, SR
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During his early career Huang had been imitating the old nsastexd his
favorable comments on the Four Wangs also revealed his sympathg old
literati style. As Huang developed his own distinctive stylenduhis later years,
his opinion on the traditional literati painting, especially the Myangs, changed.

In his “Jin Shushinian Huazhe Ping?%{-4F i # P (Comments on Painters of

Recent Decades) of 1930, Huang said:

It seems that painters from late Ming dynasty learned omg Qichang.

They established Yunjian and Loudong Schools and called themselves the
Southern School. Scholars had regarded Yanke [Wang Shimin], Yuanzhao
[Wang Jian], Qinghui [Wang Hui] and Lutai [Wang Yuanqi] the “Four
Wangs.” Those who had obtained paintings from the Four Wangs believed
they no longer had to learn from ancient painters. Many fakeimpgsnt

appeared among the genuine works and circulated from one hand to

"' Huang Binhong, “Guhua Wei,” 61.
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another, which were imitated repeatedly and there were natilitamilies

who did not possess such paintings. Therefore they had disregarded the
artistic rules from the masters in Tang, Song and Yuan dynastiesere. Th
were numerous painters in the Jiangsu and Zhejiang provinces who made
their livings by imitating the paintings from the Four Wangs.d8se of

endless imitation, the genuine artistic values were not carried out.

i H A X5, TP RFZEAREIR, AR . 8 i
[ MR I 5 9 DU . U2, BEEATBARTE N ERIZRAL,
IS, LRZH, WAFLZ. A0, BEBRITAN LT
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In the past when Huang Dachi [Gongwang] made comments on the
painting, what he hated most was sweetness and mediocrity. Nerpaint
had been free from these faults since the School of Loudong. Painters
from the School of Xin'an at the end of Ming dynasty learned frioen t

great masters in the past, while since the Reign of Qianlong B 1366]

2Huang Binhong#i ¥ 1T, “Jin Shushinian Huazhe Ping/t#i+4F i #F [Comments on the
Painters in Recent Decades]. (ShangBaihgfang Zazhiz 7 #% [The Oriental MagazineP7,
no. 1 (1930):155-157. Reprinted Yihai Gouchen, Jindai Zhongguo Meishu LU&i# #/1, ¥r

1 [HFER 184 [Collected Essays on Art in Modern Chinajdited by He Huaishud #fif
(Taibei: Yishujia Chubanshe, 1991), 2:155.
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and Jiaging [1796 — 1821] most literati painters had acquired the poor

habits of the Four Wangs. What a pity that painting had been deciting.

EROHeE, B AEMA L, HERIRAT, BTLS, haibAg,
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Commenting on a painting by Wang Hui “Landscape after Wang Meng’
‘Travelers amid Autumn Mountaints)ifi T 52 #k 1L 47 & (Lin Wang Meng

Qiushan XingliY* Huang said:

Wang Qinghui [Wang Hui] used the brushwork of Yuan painters to build
mountains and valleys [in the style] of the Tang and Song periodsisi
work, mountains and streams are round and full, while grass andrteees a
resplendent and lush. Though copied from Huanghe Shangiao’s [Wang
Meng’s] painting, it actually captures the spirit of Dong BeiyjBong
Yuan]. It was because, by studying a wide range of ancienteraase

was well grounded in the tradition. Those who examine this painting
should treasure it with great care. In the early spring ofyiyeu year

[1945], Huang Binhong inscribead.

3 Huang Binhong, “Jin Shushinian Huazhe Ping,” 159.

" Hanging scroll, ink on silk, 58.7 x 26.7 cm. Ség. B.

S Translation by Shi-Yee Liu, in Maxwell K. Hearrj.eLandscapes Clear and Radiant: The Art

of Wang Hui (1632 - 1717fNew York: Metropolitan Museum of Art; New Havelrale
University Press, 2008), 214.
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In the painting Wang Hui does seem to have successfully inedrpedrious
styles from previous dynasities. In the painting between therlsigiy mountains
is a river leading outsides with several boats on it. A smgldige is located at
the foot of the mountains and travelers are seen on the road.,Hsatige great

literati painter, keeps the spirit of literati painting alive.

Huang’s comments on the history of Chinese painting were moreasighahd
showed less political influence. Yet, we must keep in mind thae dsad created

his own distinct style in his later years, he grew morecatitof past painters. For
Huang, the Four Wangs were no longer the painters he could leann brd
rather served as the background against which his own genius adks alear.
Huang avoided the debate on whether realism should be introduced intoeChines
painting, or social reality should become the subject mattepdorting. Those
debates seem irrelevant to him. Huang wanted people to know thgteais
innovation was within the literati tradition and his criticismGifinese art history

also focused on literati painting.

XU BEIHONG #1535 (1895 — 1953)

® As cited in Maxwell K. Hearn, edLandscapes Clear and Radiant: The Art of Wang HaBQ
- 1717)(New York: Metropolitan Museum of Art; New Haveviale University Press, 2008), 214.
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In the early half of the twentieth century, many Chinese pairsteidied abroad,
mainly in Japan and Paris. Some were intrigued by vividness ofetiistic
quality of Western painting. Therefore, they sought to revolutiorieeliterati
tradition in Chinese art through the realistic art. Notable paiterong these are
Xu Beihong#&:E (1895 — 1953) and Lin Fengmiafi XUk (1900 — 1991), Xu
being the more influential one. Xu studied Western Art in Pand was
fascinated by the realistic art found in Europe. As a studeRams Xu only
studied realist painting, and formed his aesthetic view of resgeotily those
paintings that were “true to life,” and applied this principtejudging all the
works of art in history, both East and West. When he returned to ®hihalped
establish various art schools and served as professor. AfteiX1Ogé&rved as the
chairman of the Chinese Artists’ Association, president of thetr@l Academy
of Fine Arts, and became one of the most influential authorititreeiart world of
China in the 1950s. Xu Beihong was passionate for socialist readisnt and
used his position and fame to advocate for the realistic stylentéaded to

create a radical revolutionary discourse in art.

In his “Xin Yiyu Yundong zhi Huigu yu Qianzhanfi 2. K3z [alJii 55 i i
(Review and Prospect of the New Art Movement) of 1943, Xu Beihongafaid

Dong Qichang and the Four Wangs:

Because of his status as well as being a great collectorg Qichang
created such an atmosphere that a painter may not be knowledgeable about

nature and things, but he must be aware of the styles and scholés of t
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ancient masters, otherwise he would be a pitiful person. Dong was quit
arrogant not only because of his fame, but also because of hik;ieia
was very bad. Therefore there were the Four Wangs andtiséard

Garden Painting Manuelwhich was only for fame and profit.
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Xu expressed his opinions on the history of Chinese art in many of his writings. In
his “Xin Guohua Jianli zhi Buzhou’ [ i &t 7. 2 0 ¥ (The Procedures to
Establish New National Painting) of 1947, for example, he usedasisatirical

tone calling the paintings by Dong Qichang and the Four Wangskswof
hypocritical cliché.””® (% J& )\ B =03 8 7 1 /6 &) Similar to the reformers
during the May Fourth Movement such as Kang Youwei and Chen Duxiu, X
may have thought it necessary to vehemently attack the oldidredif one

wanted to incite any revolutionary change. Xu’s strong posgpoke to his

" Xu Beihongf& £, “Xin Yishu Yundong zhi Huigu yu Qianzhari 2 Aiz 52 7l i 55 iffiE
[The Retrospect and Prospect of New Art MovemedtjpngqingShishi Xinbaoz [k 2 577K
[New Timek 15 March 1943. Reprinted Xu Beihong Yishu Wenjit#54 2 K X 4 [Essays on
Art by Xu Beihong]edited by Xu Boyangr1fH and Jin Sharf: 111 (Taibei: Yishujia Chubanshe,
1987), 2:428.

8 Xu Beihong#: ki, “Xin Guohua Jianli zhi Buzhour ¥ i & 37, 2 L 3% [Procedures to
Establish the New National Painting}eiping dt°F: Shijie Ribao /% /7% World Daily, 16
October 1947. Reprinted iBrshi Shiji Zhongguo Meishu Wenxuan 7 /£/ 7 11 [# & R X %
[Selected Works on Fine Arts in ®2@entury], edited bylLang Shaojunii 44 # and Shui
Tianzhong/K K (Shanghai: Shanghai Shuhua Chubanshe, 1999),.1:717
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political and institutional strategy as well as his adisbnviction. For Xu, “if he
had been able to avoid modernism in Paris, he was no longer ablestoido
Shanghai.” Here at home Xu found himself in the center of a cultural debate.
The strong tone seemed necessary for Xu to hold his position whihissoc

realism was still not the predominant ideol&gy.

By now we have reviewed the various opinions on the Four Wangs during the
Republican Period, which should be viewed in their historical cont&ith
increasing cultural exchange during the early twentiethuegnthe introduction

of Western-style realism into Chinese art seems inevitablkg,how to treat the
traditional brush and ink painting is under debate. The Four Wangsydghe g
painters in the literati tradition in Qing dynasty, have becdmeefdcus of the
debate. Some thinkers attacked the Four Wangs as a culturabgtfat the
modernization of Chinese art through the Western approach, such g@s Kan
Youwei and Chen Duxiu. Others, such as Jin Cheng and Chen Shizeng, found it
necessary to defend the Four Wangs in order to uphold the litadhtidn, which

they regarded as the essence of Chinese art. Some critieezEdur Wangs from
scholarly and artistic points of view, such as Yu Jianhua and Dealng Yibecause

they did not find any innovation in their art. Some literati pamtsuch as Fu

® Eugene Y. Wang, “Sketch Conceptualism as Modefisttingency,” inChinese Art: Modern
Expressions edited by Maxwell K Hearn and Judith G Smith (N&erk: The Metropolitan
Museum of Art, 2001), 113.

% For more on the cultural debate in the late 19468, Richard Vinograd, “Relocations: Spaces

of Chinese Visual Modernity,” i€hinese art: Modern Expressigrsdited by Maxwell K Hearn
and Judith G Smith (New York: The Metropolitan Museof Art, 2001): 162-181.
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Baoshi and Qin Zhongwen, praised the Four Wangs, either out of artistic
conviction or as a way to defend themselves. The great lifgaatter Huang

Binhong’s opinion on the Four Wangs shifted over time as his own style matured.
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CHAPTER II: EVALUATIONS OF THE FOUR WANGS DURING TH

PEOPLE’S REPUBLIC PERIOD (1949 — present)

Mao ZedongE ¥ 4 (1893 — 1976) is without question the most important figure
in twentieth century China to shape both the political and intelleletndscape of

the country. In higZai Yanan Wenyi Zuotanhui shang de Jianglitia %X 2
K LgF (Talks at the Yanan Forum on Art and Literatuo£)1942, Mao

called for a socialist realist art of the people as a sugpothe revolutionary
cause of the Communist PaffyMao’s sense of art was clearly based on the class
struggle and Mao believed art must serve the masses, andtbeadists and
writers must learn from the people because “in the life optuple itself lies a
mine of raw material for art and literature, namely, thingsheir natural state,
things crude, but also most lively, rich and fundameritaFér Mao, the art of the
people must have the practical function of reflecting the lif¢hef people and
educating them at the same time. Mao’s call had a profound ncBuen the
direction of Chinese art and literature, especially when the Corstrigaity fully
took power. Since then the idea that art should serve politics less fibely
established under China’s Communist rule and social realism hamédbe

dominate ideology in art.

8 See Mao Zedong:¥% %<, Zai Yanan Wenyi Zuotanhui shang de Jianghitia ' ¢ 2 #£
_L#99f [Talks at the Yanan Forum on Art and Literatuf¢]uadong Xinhua Shudian, 1949).
Bonnie S. McDougall’'Mao Zedong’s “Talks at the Yan’an Conference oefature and Art”; A
Translation of the 1943 Text with Comment@Ann Arbor: Center for Chinese Studies, The
University of Michigan, 1980) offers commentary ttee historical background, compares the
major changes from the 1943/1944 text to the 1%¥&Bltext, and compiles major editions and
translations.

¥ Mao Zedong,Talks at the Yanan Forum on Art and LiteratyBeijing: Foreign Languages
Press, 1956), 22.
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XU BEIHONG #& 15 (1895 — 1953)

History called for socialist realism in art and Xu wis tentral figure to realize
that goal. Xu’s opinion on art had moved closer to the official idgolaf the
Communist Party of China since the foundation of the People’s Reptil@litina

in 1949. Marxist class theory was apparent in Xu's “Mantan Shanshuifiui”

7Kk (Random Talks on Landscape Painting) of 1950:

[Such ancient painters as Shen ZRgW# (1427 — 1509), Qiu YirffL 3%
(1502/03 — 1552), and Yuan Jiaggy1. (1671 — c. 1746)] were all capable

of learning from nature as well as their own feeling, theirkeaejected
the vulgar taste of the ruling class, but were full of joy daflusive
dwelling; these were successful works done by literati paimighsgreat
efforts. While those painters like Dong Qichang are just imfditerati
painters of high official ranks who wanted to master the artaoitipg
without laboring . . . As for the Four Wangs, they merely imitatee

ancient masters without any innovation; and then Li Liweng [lLiZ¥f

(1610 — 1680)] cooperating with some painters, compiledMbstard
Garden Painting Manudior those bourgeois students to master the art of
painting in three months, just to follow the fashionable trend. This had

smothered the life of Chinese paintiffg.

8 Xu Beihong &6 1%, “Mantan Shanshuihual® i% 111 /K il [Random Talks on Landscape
Painting]. InXin Jianshe#/# i [New Development] (Monthly), no. 12 (1950). Reprinted ¥u
Beihong Yishu Wenjit #5724 Z K X % [Essays on Art by Xu Beihongidited by Xu Boyang 1

FH and Jin Sharf: 111 (Taibei: Yishujia Chubanshe, 1987), 2:575.
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It is clear that the prevailing political opinion dominated Xuisughts on the
history of art. Xu applied Marxist theory of social classeshit writing on
Chinese art. At the end of the article Xu summarized his pilitdea on the

history of Chinese art:

Therefore we need the art of socialist realism in our.tiie landscapes
showing the cultivated pleasures of a leisurely life, even thoughhthe
achieved great accomplishment in history, could not have any instructional
function for the people, nor any other positive influence . . . If we have
talented painters, let them paint the stories of heroes (subbrass in
war), all kinds of models who had shown that we are fortunate oflini

such a great era . . . [These works of social realism] cander@ésthetic
enjoyment as well as encouragement to people, are they restthatt the
landscapes of Shixif]i%, Kuncansébk (1612 — 1673)] and Shitad %

(1642 — 1707)%

8 Xu Beihong, “Mantan Shanshuihua,” 581-582.
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WANG XUN Fifh (1916 —)

With socialist realism in art as the dominant ideology, new textbooks wedlethee

to meet the new political requirement. Wang Xuf®nguo Meishushi? /%7 A

& (History of Chinese Paintingyas written in 1956, but was not published until
1980s, edited by his students. It was widely used and circulatdu dsxtbook

from 1950s to 1970s for the Chinese Central Academy of Fine Arts. Kiamg

¥ (1916 — ) studied philosophy at Tsinghua University, and in the 1940s and
1950s he taught art history at various schools. In 1957 Wang Xun helped establish
the department of art history at the Chinese Central AcadermynefArts. Even
though in hisHistory of Chinese ArtWang tried to analyze painters’ stylistic
shifts, the tone of the prevailing political ideology was still app especially in

his narration of the artists’ social background. Wang praised thievament of
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the Four Wangs in their employment of dry brush andiftt criticized their

lack of creativity:

In their work they had given up the pursuit of expressing the content; yet it
is different from the works by Shen Zhou and Wen Zhengming, whose

works stress the poetic theme; the Four Wangs Radd' 77 (copying)
Dachi [Huang Gongwang]”, and.in / (after) Juran” as their titles; they

had imitation as the purpo&e.

ABATTRO AR S BE— DT TR I A K, S50 AN SR I A E A
VRSB A R B 1 S B A AL B DA AT B4 it gle W 3 BL 41K
P, I EAR R, AEDLmEE NSRS T .

The content Wang Xun mentioned here is no doubt referring to thisticeal

depiction of life that socialist realism requires. The valuétefati painting can

no longer serve the political need of the New China.

YAN LICHUANG &)1

Another textbookZhongguo Meishu Shilug’/#ZE A % (A Concise History of
Chinese Painting)was written in 1958 by Yan Lichugf/iij)!| and the revised

edition was published in 1980. In this book, the Marxist ideology of clasggte

% wang Xun F i}, Zhongguo Meishushi/ /& 3£ & & [History of Chinese Art](Shanghai:
Renmin Meishu Chubanshe, 1985), 420.

8 Wang Xun,Zhongguo Meishush#20-421.
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completely dominated the text. Yan considered the literati paiakemembers of
the bourgeois class who simply exploited the working class. Yan wrctiee

1958 edition of paintings in Ming and Qing dynasties:

Paintings in Ming and Qing dynasties “were based on the caowueoit
forms, devoid of real life. The themes had become narrower and narrower
and the images in the painting were lack of change. Thertfer&ling

and Qing paintings will inevitably lead to formalisf.”

W 2 NIE TR R A, MRS T ISR A9 U Va TE H i/

FWILRERZ AR, DA w] 3kt St 1) o e .

This reminds us the suffering of Lin Fengmian whose art wasized during the
Cultural Revolution for being an example of formalism without any aoci
relevance. In his revised edition of 1980, Yan kept his fundamental opinions

unchanged and still applied the Marxist doctrine to the history of art:

The literati painters of Ming and Qing dynasties, who had condrdlie
art establishment, alligned themselves with the ruling clHssy avoided
the struggles of real life, and their minds were empty. Infleérzy the
idea of literati painting from previous dynasties, the trend$atK to the
ancients” and formalism had been strengthened among schools, and the

sectarianism had been established. Painters had no mind for ideas,

87 As cited by Lang Shaojulii44H, “Siwang’ zai Ershi Shiji” YU F" 7 14 [The Four
Wangs in the Twentieth Century], Qingchu Siwang Huapai Yanjiu lunwerf 2774 1 i JleiF
Z it X # [Theses on Research of Four Wangs' Painting inlfE&ing Dynasty],edited by
Duoyu Bianjibuzs = g7 (Shanghai: Shanghai Shuhua Chubanshe, 1993), 858-8
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contents, or subject matters in painting, but only dwelled in landscépes
trees and stones, and few forms of birds and insects to expeEss
emotions and ideals . . . Therefore they could only compete with eac
other in the techniques of brush and ink. The state of art, inevitably,

declined®

TR AVE RES TR N U s NP N 17/ 8 NTITE S W TEE G, Tl
WL F 4, DTS iE . AERPAQ SN B SC e 2 1, R
= SCRE 33 SR BT 5 R BT AT 22 18], AR TR IRE o AN
ROAE N AGER T3 30, 5 AR TC A4 TR L KB A R RS T LR A 1 ey
EUERET TR L SR ARSI EERR. BT,

M- B 2R %, Bl .

Particularly of the Four Wangs, Yan wrote:

[The Four Wangs, Wu, and Yun] had enjoyed their ability to imitate
ancient paintings. They had only pursued various brush techniques, and
satisfied in the elegance of brushworks. All their paintingsttegesame,
devoid of power and grandeur. Because of such “orthodox” or

“mainstream”, it reflected the decline of art in that tithe.

8 yan Lichuani@ [ )11, Zhongguo Meishu Shilug”/#7 A &% [A Concise History of Chinese
Painting] (Beijing: Renmin Meishu Chubanshe, 1980), 284.

8 van LichuanZhongguo Meishu Shilug97.
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But Yan praised Wang Hui:

Wang Hui . . . because of his imitation of Yuan and Ming painters, his
brushworks and forms are prudent and concrete, his composition of the
scene has a sense of wholeness, and the spirit is throughout the. pictur
his “Sleepy Crow in Autumn Forest” both the brushwork and coloring are
concurrently vigorous and calm, which goes beyond ordinary elegance
His composition is more natural without any built-up blocks. This Wang

Shimin could not achiev¥.

T2 . R TS KIS, BRGS0 4,
SRR, T, MMER (GRMRERIED) ke, TwHES
o, ARAEHVCE, Sl T BRI, Sl i B R

DHERIAE o IX AR I B DT AN S

It is no surprise that Yan selected the realistic paintinghgga Emperor on His

Southern Inspection Tour” (Kangxi Nanxue FifE 1% )% and praised it.

% yan LichuanZhongguo Meishu Shilug97-298.

°! See Fig. 4 for a detail of the painting.
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“Kangxi Emperor on His Southern Inspection Tour” [Kangxi Nanxue Tu],
even though it is a court painting extolling the emperor to faeldasense
of prosperity, it draws the traditional approaches from such gra&svas

“Peace Reigns over the Rive ] Lif[4]. The scene in the painting is

spectacular, and the drawings are meticulous. All the way freymg to
Shaoxing, the painting includes thousands of figures and many gégsca
and rural scenes. It reflects to a certain extent thewgnial productions

and industrial and commercial activities in the city during Qing dyTasty

CREERFIR) ... XA 18 5 B AR ki AR D) A LR K1
MEEZAR HERIRT G EWED SHELNESE TR I
TR, Z0Rs A, AAE ST R Z%, s E 7 NP T3 X 3
TS AR ROG, 0 iy AR A = R TR &P e — e FE 8 b
A TR

In the works of Xu Beihong, Wang Xun and Yan Lichang the Mackigtrine
completely dictated the writing of art history from 1950s to #¢yel 980s. It can
be imagined that since the new People’s Republic of China the mood of
challenging nature had become the prevailing social emotionijtaratilpainting
was unable to offer anything to this state of mind. The calldoiafist realism in
art seems inevitable during that time. Unfortunately, art mmicwas not
unaffected by the prevailing political thinking, and Marxist ideasenapplied to

the study of art history.

%2van LichuanZhongguo Meishu Shilug9s.
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HU PEIHENG#{iff (1891 — 1962)

Hu Peiheng continued to write on art until the 1950s. Hu's monoldvgaeg
Shigu_7 777 was published in 1958 and the content was pretty much the same as
the bookWang Shigu Huafa Juewet 77 24,2 % (On the Painting of Wang
Shigu [Wang Hui])he wrote 20 years before. It is clear that the dominant &icial
realism advocated by Mao Zedong and Xu Beihong influenced Hu’s niginkiu
himself had made explicit that “the purpose of our research of \Bhig . . . is
to serve the creation of painting of socialist realiSf@kATHIFT £ A B H
(ry, ... PP 3 LS 3 UM BIERSS . ) It is not surprising that the
painting The Kangxi Emperor on His Southern Inspection T@# /&, of
which Wang Hui was the chief painter, was also mentioned in Hu'otadk and
praised for its realistic achievement in depicting the lif¢hef people during that
time®* In his book Hu stressed the lack of realism in Wang Hui's worke“T

biggest weakness of Wang Shigu is that he did not turn his eybe tedl life

and he had not learned enough from life. But his work was not totahpuwtithe

joy of life.”® (47 B e R MG st J 1T I BLSEANS , Bz 235, (HiBA 2=

% Hu Peihengil i, Wang ShiguZ777¢ (Shanghai: Renmin Meishu Chubanshe, 1958), 2.

* Hu PeihengWang Shigp19.

* Hu PeihengWang Shigu32.
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TN TG, ) Hu's remark was less radical and more scholarly thanofht

Beihong.

YU JIANHUA i &i4£ (1895 — 1979)

Yu continued his writing on Chinese painting after 1949. In one artic\amy
Yuanqi published in 1961, Yu criticized Wang Yuanqi, claiming that his painti
was not true to nature and could not have an instructional function todpke pe
Yu said that he did not like Wang Yuangi in the past because healjhdgerom

the standpoint of brush and ink techniques; he thought that now one must make
judgment based on broad perspective in order to have an accugateejudabout

a painter or his work® Yu considered the Four Great Painters of Yuan dynasty
passive because they retreated into the mountains. The worksFafuh&/angs,

Yu wrote, are only serving the ruling class. Therefore all ethesrks are
politically reactionary. Artistically, Wang Yuangi’'s work, Yeontinued, is also
reactionary because it is not true to nature. These works canr rgitoeirage nor
educate people. Yu’'s writings after the 1950s were clearly infeeériby Mao

Zedong’s thoughts on art and literature.

While sharply criticizing the Four Wangs, Yu exalted the Foonké. The Four

Wangs were considered serving the ruling class, while the FaumkdMwere

% Yu Jianhuafii £14€, “Ye Tan Wang Lutai Huathi% £# 4 @ [On the Paintings of Wang
Yuangi], Wen Hui BaoX™ 7%, 26 July 1961. Reprinted Mu Jianhua Meishu Lunwen Xugnz
1EZE K14 % [Yu Jianhua's Essays on Artedited by Zhou Jiyin® #1%{ (Jinan: Shandong
Meishu Chubanshe, 1986), 323.
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considered loyal to the former dynasty. Such contrasting judigings been
influential up to today, and many critics still consider the FtMangs and the
Four Monks and their followers in direct opposition to one another in both thei
artistic style (creation versus imitation) and their chraoyal versus disloyal

to the former court). Such comparison is certainly derived fronfatite¢hat social
and political aspects of art history have been weighed more thsiicanerits.
Especially during the early years of the People’s Republic lohaC politics

dominated every aspect of cultural affairs.

TONG SHUYE# i\l (1908 — 1968)

Tong Shuye#: 1\l (1908 — 1968) was a famous historian of ancient Chinese
history, who also wrote many articles on art history. Tongisla “Wang Lutai
Huihua de Pingjia Wenti"F: # 5 2z ¥ vFAT 0] @ (The Issue of Evaluating the
Paintings of Wang Lutai [Yuangi]) was written in 1961. Tong’'s wgsinvere not

without political tones, but besides that his works were mainly scholarsly.

There was nothing good in the ideas and contents of his painting. Justas
about the ideas and contents of the literati landscape painting,vatchot
bother to say much. His major contribution lies in the methods of lamgh

ink. In this respect, we could not deny his achieveriient.

" Tong Shuye# 5\, “Wang Lutai Huihua de Pingjia WentiF # & 22 1 ({ PE4 10 #L [The
Issue of Evaluating the Paintings of Wang Lutai §¥gi)]. InTong Shuye Meishu Lunji 77/
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Besides that, his analysis of Wang Yuangi seemed to deviatelitileryfrom
traditional scholarship on the criticism of art. On Wang Yuangi'sshordor
example, Tong wrote: “the brushstroke of Lutai [Wang Yuanqi] wak dil
strength but the sharp edge was not expo¥ed & (1 H2E, R4 &
B8, ) On the spirit of Wang Yuangi's painting, Tong wrote: “The spirit
resonance was very special. [His painting] was boundless and broadanoure

romantic. It was worth considering and left with good impressTofi 1] <

WA A, SRS, RELEE, AT, 2 NEIZREA. )

Tong compared Wang Yuanqgi with Huang Gongwang and Dong Qichang and
praised Wang’s innovation in brush techniques. Tong also did not agreth&vith
opinion that Wang Yuangi's landscapes were mere imitations, tiafiecothing

from nature. Tong said Wang’'s painting was based on his observatidre of t

landscapes in the Jiangnan region.

The excellence in Lutai's composition was shown in the fact tmat t

whole canvas was filled and not much blank area was left to iadicat

K124 (Art Essays of Tong Shuyeyited by Tong Jiaoyingi (3% (Shanghai: Guji Chubanshe,
1989), 665.

% Tong Shuye, “Wang Lutai Huihua de Pingjia Went§87.

% Tong Shuye, “Wang Lutai Huihua de Pingjia Went87.
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clouds or mists. The whole canvas was one, elegant and deep. This was
achieved because [Wang Yuanqi] was learning from Zijiu [Huang

Gongwang] on the one hand and the nature on the othetfand.

O MERDAE RIS, DHSmRE <, EERE. X

AT A, SRR .

It might be the case that Tong had to disguise his true opinions on the Four Wangs
due to the political climate. Besides this, his judgment of Wang Yuanji wab/pur

scholarly and full of insight.

WANG BOMIN EAfffk

Wang Bomin’sZhongguo Huihuashi?’/# % (History of Chinese Painting)
was finished in 1966 and was first published in 1982. In the preface Btanm
set the tone for the whole book: “art has class chara®ere A &4 ¥ 2 1 (1))

In this book Wang quoted theories from Marx, Engels, and Lenin to support his
analysis. He had criticized the Four Wangs for their imitatiohshe ancient

masters without any learning from nature.

190 Tong Shuye, “Wang Lutai Huihua de Pingjia Weni$89.
191 wang Bomin F {14, Zhongguo Huihuashi’ /&% % [History of Chinese Painting].
(finished in 1966.) (Shanghai: Renmin Meishu Chghan 1982), preface, 2.
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NIE CHONGZHENGZ; £

From late 1980s the political climate has become favorable fadeaucs,
especially for cultural affairs. Nie Chongzherf4z 1I-'s article on the Four
Wangs was written for theahongguo Meishu Quangiublished in 1989, which is
meant to be a brief and yet authoritative account of early @mghistory.
Different from the previous discussions on the Four Wangs which were
influenced by political ideologies, Nie's article readdrestiggl issue from a
scholarly point of view. In general Nie had given a positive juddgroéthe Four
Wangs and quoted Qing scholars such as Qin Zuydfigyk (1824 — 1884) in
his criticisnt®. Of Wang Shimin, for example, Nie wrote: “his brushstroke is
reserved, and his style is vigorous and eleg®i(fHZER & &, IHEIE. 24

75. ) Of Wang Hui, Nie wrote: “his brushstroke is exposed, not reserd&¢H
LR HEE, ANEEE. ) Nie praised Wang Hui's ability to depict nature and
commented that as a professional painter, Wang Hui did not stadbigre to

Dong Qichang’s Dichotomy of Northern and Southern Schidls.

192 Qin’s landscape is based on the style of Wang Bhamnd hiss opinion on the Four Wangs is

quite favorable. For a brief biography of Qin anémples of his painting, see Li Zhujip# %
and Wan Qingli/j i 7J, Zhongguo Xiandai Huihuashi Wanging Bu 1840 — 19444/ /(4 i
S M2 4% 1840 — 1911 [History of Modern Chinese Paintind_ate Qing Period 1840 — 1911]
(Taibei: Rock Publishing International, 1997), 38.

193 Nie Chongzhengd:42iF, “Qingchu Liujia jigi Huihua YishuiE#] /s 5% & H 4 m 2K [The
Six Great Painters of Early Qing Dynasty and Th&imting], inZhongguo Meishu Quaniji’/&
FERPLE (L Fs 10: /504 +7) [Selected Works of Chinese Art. Painting. Vot. R8inting
during Qing Dynasty, Part ll{Shanghai: Renmin Meishu Chubanshe, 1989), 3.

104

Nie Chongzheng, “Qingchu Liujia jigi Huihua YishuB,

195 1hid.
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At the end of his article, Nie referred briefly to the debztehe Four Wangs
during the twentieth century. There were many more paintesisidsethe Four
Wangs during the Qing dynasty, Nie wrote, who only learned from tdreechers
of the established conventions without any innovation; but it is due tBaie
Wangs' great achievement that they got most attention. Nie egoiatit,
“Because of the huge influence of the Four Wangs, it is inevithblethey had

been discussed and judged either positively or negati¥yti 7= “PU+"” 5%
MR, 5HEEHER 5308, WiEnRi. ) Overall Nie criticized the Four

Wangs’ imitations of the old painters without innovation, but affirmedr the

excellent brushworks.

INTERNATIONAL CONFERENCE ON THE FOUR WANGS

In 1992 an international conference was organized in Shanghai on thegsadft
the Four Wangs. More than fifty international scholars attendedahierence,
which was considered by the participants “the only discussion orotireV¥Fangs

during the twentieth century that was purely scholafy.”

In this thesis three essays from the conference proceeditidgsevwnentioned to

illustrate the views on the Four Wangs during the early nindtieSusheng 4

1% |pid., 12.
197 buoyun Bianjibus z 445 #, Qingchu Siwang Huapai Yanijiu lunwewfi #7/4 1= i@ e i} 7 i

K% [Theses on Research of Four Wangs' Painting infEQing Dynasty](Shanghai: Shanghai
Shuhua Chubanshe, 1993), 928.
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“£’s article “Siwang Lungang?i £ i£4X (General Remarks on the Four Wangs)

offered a general and philosophical discussion on the Four Wangerwciogc
their historical and artistic development. Lu proposed an approach that
emphasized on the intrinsic development of art history rather than a paitnter-pa

relationship or the duality of orthodox/non-orthodox.

A painter will always enter into the history of art in atagr point in its
development. Painting is an ever evolving and changing historical form,
which is constantly producing new painters and new paintings, thus
forming a dynamic process with connections of painters. Thensitri
dynamics of art history will set its general norms and clsoice its
development. This is the historical truth in art, the resultointrinsic
dynamics. To study the Four Wangs from the intrinsic dynamvitt help

us see things clearly without many details. We will be fi®m such
modes of thinking as to whether they served the court or #teyated

into the mountains, whether they are conservative or innovative. This

approach will offer a new starting point with profound significafite.

) 5% S ST A — S A SRR B B N, T s A R — R AN IR R
WA AT B P SRTERS, OB RAEANET ™ A Ax 22 1) 10 S0 4 A
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% Lu Fusheng4fi ¢, “Siwang Lungang'Vi Fi£4{ [General Remarks on the Four Wangs], in
Qingchu Siwang Huapai Yanjiu lunwewi§ 27/4 + il i/ 7 it X % [Theses on Research of Four
Wangs’ Painting in Early Qing Dynastygdited by Duoyun Bianjibuisz 4i#5 % (Shanghai:
Shanghai Shuhua Chubanshe, 1993), 3.
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While Liu Gangjix|4{ 4t expressed different ideas from Lu in his article “Siwang
Lun” P4 12 (On the Four Wangs), Liu did not believe that art is independent of

its historical context. Instead, Liu pointed out the connections betwesen t

paintings of the Four Wangs and contemporary trends in literature and poetry.

Seen from a larger historical background, the school of the Four 3Vang
was the product of the cultural policy and cultural trend during dregKi

Reign [1662 — 1723]. During this period in literature there was chssi
prose advocated by Fang Bao [1668 — 1749], in poetry “gentleness and
honesty” were advocated by Shen Degian [1673 — 1769] who put
emphasis on the instructional function of poetry. And in the field of
painting it was the Four Wangs who were the major representalivese

was an obvious commonality among the three art forms in theheties

trend: this was the same cultural trend manifested in different ais &l

% Liu Gangji x1494¢, “Siwang Lun” JY £ i [On the Four Wangs], iQingchu Siwang Huapai
Yanjiu lunwenjiZ 27/4 1 E R #7 75 16 X % [Theses on Research of Four Wangs' Painting in
Early Qing Dynasty], edited bypuoyun Bianjibu 2 = %i 4 (Shanghai: Shanghai Shuhua
Chubanshe, 1993), 19.
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In

These were the products of what the Emperor Kangxi had required

“pureness, truth, elegance, and integrity” from Confucian vafes.
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Xue YongnianiE K ’s article “Lun Siwang”i: )4+ (On the Four Wangs),

Xue praised Wang Hui for his ability to learn from various pamtes well as

from nature. Xue summarized, in his article:

... The art of the Four Wangs was highly valued by the Qingsraled

was even regarded as the orthodox, and no other painters or schools ca
achieve this status. There are two reasons for this. Firstotire\Wangs,
especially Wang Yuangi and Wang Hui, did have new achievement in
their language of the landscape painting. This is why such great paister
Wu Changshuo [1844 — 1927] had praised them highly. Second, even
though their art was not without the common aesthetics accepteldl by a
classes, it still mainly reflected the value of the liiedass, whose

spiritual life tended to recognize the idea that “the truth shall not change as
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Liu Gangji, “Siwang Lun,” 30.
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long as the heaven does not change.” This is why the Qing héekrs
chosen the Four Wangs to support their cultural construction instead of
Shitao, a man of great personality and expressive spirit. Igneare the

first reason, we will simply regard the art of the Four Waagsthe
embodiment of the feudal culture and thoughts and fail to seettbicar
achievement and experience of the Four Wangs. If we ignore ¢dbadse

reason, we will not clearly see the limitation of the Four Wahgs.
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Xue Yongnianf# /K 4FE, “Lun Siwang” £ P4 £ [On the Four Wangs], iQingchu Siwang
Huapai Yanjiu lunwenji;g 27 /4 + i1 JE W 5 i X % [Theses on Research of Four Wangs’
Painting in Early Qing Dynastyledited by Duoyun Bianjibuz 4i#5 %5 (Shanghai: Shanghai
Shuhua Chubanshe, 1993), 98.
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CHAPTER Ill: CONCLUSION

In this thesis | have examined the reception of the Four Wdungisg twentieth
century China and the debates concerning traditional Chinese cultargme of
great confusion. Since the introduction of Western painting in an unpreedde
scale in the early twentieth century, traditional Chinese pairtiess been re-
examined in a new light. Whether or not the literati styleedes the highest
status it used to enjoy has been under fierce debate. The Fogs\Whearly
Qing dynasty have become the symbol for the literati painéind,the debate on
the Four Wangs is also a reflection of the attitude towardditémati painting.
Those who wish to introduce the Western realistic stylelatiae Four Wangs,
while those who are defending them find it necessary to uphold tfigamnaof
literati painting as a whole. With the advent of socialistiseal advocated by
Mao Zedong politically and Xu Beihong artistically, the literstyle can no
longer stay relevant and the Four Wangs received severasanitiWwhen the
political environment became friendlier in the late 1980s, discussmounding
the Four Wangs started to focus, once again, on the artistic thterthe
political. No longer were the Four Wangs a symbol for any culideslogies or
employed as a strategy for political discussion. Throughout thisr papave
examined the aesthetic value of the Four Wangs’ painting. fkiéelong debates
in the twentieth century on the Four Wangs, both during the Republicatha
People’s Republic Periods, the value of the Four Wangs's work heill

appreciated again.
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The root of this debate is found in Chinese philosophy. Confucianism has long
been the dominating intellectual and moral guide for the Chintesati class as
well as the common people. The Confucian’s preaching of social invahteme
means that art should have a social function. From Confucian’s leligfe
ability of art in improving morality and society to Cai Yuaripesupport for the
aesthetic education replacing religion, utilitarianism of artlbag been part of
traditional thinking. In literati theory, painting has become ay ved self-
cultivation. All these are in fact the utilitarianist approacteeart. Different from

the Western intellectual tradition, in China, art has never besciated with
metaphysics in any sense. Metaphysics is not fully developeéd is seldom
discussed from the metaphysical perspective. Art has beemledgas a way to
improve the self or the society. It is not surprising that the tdetwa the Four
Wangs became a debate about traditional Chinese art itsielf doe first half of

the twentieth century. It is also not any surprise that Marseology became the
dominant ideology as of 1949, when art became a tool for improving society,
receiving wide intellectual support. From this perspective we lmagin to
understand the complexity of the debate on the Four Wangs in twecdiatiury

China.
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