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About the Artist :

Born in Hubei Province in 1937, Ou Yang is a native of Jiangxi Province. After gradu-
ating from the Guangzhou Academy of Fine Arts (GAFA) in 1960, she became a professor
of GAFA. She is also a member of the China Artists Association and a council member of
the China Oil Painting Society.

Since 1960s, Ou has been very active in the circle of painting. The style tended to
be realism in the works of her early period. From 1985 on, she turned to the exploration
of “Chinese Imagism” in oil painting under the guidance of Zao Wou-ki, an established
French-Chinese artist. She forms gradually a unique style of her own by combining the es-

sence of traditional Chinese literati painting with that of the Western Impressionism.



FHHEBSNERTE—FTBHhERE /%4 ... 5/6

B RRmEERBE. PRmR 9/70

T 10/ 11
BREMIF o 13
TAETHT = e 4501053055505 e i 5 et i o P 14/15
B R 16/17
LT, . it 5755 s et s ames s S st S5 19
FRRBIIMER oo 21
FHFATEE. T cvs vt somnnsnmmonssmamsmme e s s S i moas i 23
FABRBUZ 7N 25
FOBBEFIZIU oo )7
B 29
I 34855 RS o s st s e s o i 0 S S 31
BRBREE o 33
AR o civinui cobinsnsnios sshmmnsms momeo asonsminn masns o ne asis an o santasns 35
B 37
BB B oo e . 39
B - A
BIBALT2 oo a5
BEHEEOTTS .45
BHRF|Z— ——FK oo CEE301 votans s s A i 47
B RDIZ 0 F 48
BRI Z 78— oo 49
FRRANTEITE oo 51

KART—FF A oo -

RIFRF——BHEM2 oo 54 / 55
HERT T oo 57
HERT T e 58
HERT|——FH oo, 59
FEZNO .3 oo 61
TEZNO .4 62
TEZNO B oo 63
BEZENO .8 oo 64
TEZINO . TQ i 65

TR 67

A B 2 — o . 69
PHHERRZ——IFHEARME 71/ 74
RHRERRZ " — IFHoHERKER 75/78
BEHBRRZY—EEARLETE .. 79 /82
ROERSMBISE 83/177
—. By “BRHE” ANFEFEBFR ... 55

Z U EEGEETRWER 85

= EEFERSRLEIM .. 86/102
M, EFPEXAKBEERER 103 /104
hoORARE, |SBEGER 105/ 109
AN REPALERARITNER ... 110 /117
t. PEEHKBEEENEBLE 118/ 122
N, FEZEGKEEEBOMEE 123 /140
. BARGMEBRENSIA 141 /152
+. ARZEREATEROHEL e, 153/ 177



ERHERT L

1986 “BSEHER — BEHEREES
PN E— R (BTR)
1988EFH MNP FI1989FEEERE ... ..
ERME" B—REE

1991 8 — KRN BEHER “EERER
RIS (hkERFRETIE)
“EIERERERT IS
199B4EAERE R, EEMEHALEN

B SHER

19984 Z2000%F “ZHBL - BHHEIES
WEE (M —dtE—EE)
EHER——SERE SR TR
pIEERE S RE, mAME

20074 “BFHERR20F—BFERR
(REZERE) o
“ERAERR20E AR URES
“BRAERR20F— EERR FtE

SEMERSSE () /EF o 249

W3 (HE ) M

£S5 MRt e — BB EATERIRY /F
SHER—FBFHAER (FBX) /HARK .
REMEE — = LMHIFRR (B%)
RAZE——EBFRRIMEE

R AIGNE

BESESEVEENR /5 theh

JEBA oo 259

ARG B hEERRRERTE
WMEENE—— S FI A AY I ) /£ 5
BRESR—EFZREM /5%

M ........ 25

- 179/299

Ik E ..... 256

REARR —EEHBREZ/hE2
RHER, NHGK BEHME /T
EIFEEZE K ke, BE ;

RE¥, HATVERSORENHRTE (K A it
RERARSMEZ AR —— EBINRESIR/E—#
BEHERR20EH K /144
HRPERE LS EF R
— B ER M
RE¥S5RARKHE

L = RO
RESFIERENR /IR ..
BHomE, PEMKRE
—FREEN RS HER R/ EER
REBRRME B
—HE A REEIFEFRF/
BRI Hi s

TEBE B JBIIT oo :
HE/GHE

REMER —REFNE

BEESOEZIHMEE
BHIKIEIBESIRE ,
EUSTR BTTBURT ... oomicusis sussmanssins sisimimesnmsncmimmsiions
ETRFTEGET
BHAZRASHE ., T oo !
ZABEBEAE
KABEEEIRER . vnanee sovsseniin sma s cmmvimsnsns swssssnas s »
BSSERIETE oo
RIS PR .. oonncoemsomnnors s b oo e

‘Jﬁ( A %'LE, TR ZE e

CARY e, BF

264 | 267

.. 268/271

290 /292

.. 293 /295

298 /299

301 /372

303/319

.. 320/330

331 /334



Contents

Airtist’s Prefage: @ s i 1 sesaasvasopssen i & 5 5 7@ aessdssssetsmm
My Exploration of Imagery Oil Painting (Ou Yang) -~
Searching for the Eastern Charateristics of Oil Painting
Language — On Ou Yang’s Recent Works (Huang Zhuan) -
Selected Works of and Comments on Ou Yang's Imagism Oil
PRt == - <% o e wminons sni s sins s 46 s o 55 8 MO o B e 68 54 9
Ups and DOWS «+++rwewesssmusnsss sons s ssionssss syeasi b s oo
SPHing in WHer--++vesveessssnnre s o soineesosinsist saneoees

Au[un-\n AI-CS ........................................................
Auluml’] LO'.US NO.Z ................................................

Autumn Pond Series No.6
Aqrtumin Pond Series N 0 cosss w o v vsmeiememersgsmyis o & 5 5
MeSSage of SPring ««++++=++sssrssermreeiomesiiiieieten
Overilow N2 wessseie @msssor 5 & 5 5 (Fess Aoy 4 o 1 s
PULDIEIMISE * ¢ 35 st i i 80 50 o sioFoiostsvaasssoms 56 o i 513
SPHNG Greeting -+++++ svrsssiressominttimiiesonnissananesainsons
Dond GF NSt = asrmnssensnmsesane s b o b o8 SH0usARES H5858 0 o 5 08
Bird Song in Spring Mountain -+« «xcrsrsesereeee, )
FEOE SONE ++vr+-srremssmrmmsemtosseint ittt
SiitisetClow: [Tl <esereres o nm s i 5 5 5o 7as it amiasmm & v o w -
Hero's SKy +++ressrseeesmmessmmsss et 15
Flourishing Age Series No.1 —Happiness =+ ««-«xoeeoeeeeenes }
Flourishing Age Series N0.4 —Harmony -««-«coceoeeeeeeees 18
Flourishing Age Series No.6 —Peacefulness ««-«-wooooeeeees 19
SPring MOANg +++--++rsvesemrsssseeinmeistoise e
Great Flower Series——Wildness. = =« s e ssssoneseisesionsns s s
Great Flower Series—Ode to Hero 11
Group Series—Trace of Fall »=zes oo o s s v sosieesnnniononasi s s

Group Series—Februrary

Group SerieSiMay ................................................ 8]

Searching for Blankness No.3
Searching for Blankness No.4 -+ crevererer
Searching for Blankness No.5 «-voveeeeeeren
Searching for Blankness ING.8 -+« wxvevsce s vsvsmsmmnnnnanisncan.
Searching for Blankness No. 10 «-«-coevrrereee
S[l'ong Wind ........................................................
RiCh FrUi[S NO. | ....................................................
Exploration of Oil Painting in Early Stage Part |

—Search for My Characteristics of Art-««-ooeeooeeoeeeons
Exploration of Oil Painting in Early Stage Part I
—Looking for the National Oil Painting Style--+---+------

Exploration of Imagism Oil Painting

—Za0o Wou-ki's Painting Clasg »- =« == s = sroesnenemonnmoninassns

Ou Yang’s Experimental Imagism Oil Painting -+~ &3

I. Confirm Imagism Oil Painting as the Aim «-----oooeoeoee

[\V)

. Study Objectivity from a Traditional Chinese Perspective =+

3. Traditional Chinese Painting Theme -« «---vrovrrmreens

. Traditional Chinese Literati’s Image -+« «-+-+-roereeeenne

o

. Eastern Artistry, Pursuit of Artistic Tone «-«+-wrorooereeeenes

6. Merge Western and Eastern Style, Try a New Painting

SI\l“ ................................................................
7. Learn from Traditional Chinese Painting Skill ----------o-
8. Learn from Traditional Chinese Ink Painting Style «+-----
9. Learn from Traditional Western Oil Painting Skill -+-------
10). Learn I"roln Modern Al‘l ........................................
Imagism Painting Showcase and Review ~--------ooooemeeneee 179

Ou Yang: New Works 1986 — Debut of Imagism oil painting in
Guangzhou (Star River Hally-------esreeeen
1988, 1989 Exhibitions in Singapore and Chinese Taipei -+
The first award for “imagery oil painting™ -« -ocoereeeenes

Ou Yang put up her first imagery oil painting show in Beijing.

209



(China Central Academy of Fine Artg)-««--«--reeereremeeeeeees 183

In 1993, the “Ou Yang Image Oil Painting Fine Arts Exhibition”

was held in Paris, France and Los Angeles, U.S. ----oeoeeeeeeesee 190 /191
1998-2000 ““Eastern Image-Ou Yang Oil Painting Artworks Tour
Exhibition” (Guangzhou-Beijing-Hong Kong) ==« «woereeeeeees 193 /194
Created huge Imagism oil painting to the public -«-----+-oo-- 202 /204
Ou Yang: 20 Years Experimental Imagism Oil Painting,

DN i s 1 2 25,50 55 65 N 50 5 500 S R T B SR e 21 5 9 56 205

Ou Yang : 50 Years of Art Journey
Exploration of Gouache Language in Early Stage -------------
Innovation of Ink Painting -« «-«-ccxorrereerrreer
Learn from the Eastern and Western Culture «-«-«----oooeeee
Early Oil Paintings and Sketches =« «---w-orreerereeeeens
Portraits of Celebrities -« ««-wrererrmererrrr e
Searching for of Nude Sketch -« «w-eoeeeremerereeens
Ou Yang’s Art CRronology «++«««««r++ssswrreesssmineses.
Editor’s Afterword (Liang Jiang) ««-«-c-ooeormemreeeeees



)y

BRELRY, REBTEZARETRLDHMBEAN, EREZARRRFIHEB, 20L80FRPH, MIEHERZRK
ih, EF—EMNSTMERKDY], FDOAINA, BREGEXXRETE, ERABHER, BRMROEF—KELEN B
FHE" RRZEE.

1986%F, RAF—RX “BRME” HERESHN (FIE) 75E: “HAEARETECHZAER, FERRKA
C—— TMHRATANREE. REMES, 2RW. £RBIE XIFRZANREE. 7

B1985FARTRABMBERBERELEBRSEFR “BRME” BRR, ESE24F7, FABRNKE —& k>
BXLEFNLEILR TR BAeSHIE, PEHREE—MUHERIN “BHRHE" IBE A RE, #HTKL20ZEFMNFARARE
B, FCEAL X AR,

AT HEREPECEESE, RARMBAHEBERATALUNEE, ABRXAZTFE “BRME” KRMAFRER “X
W, FEATEHEARTHTREH—HFREM.

BIF19NFAEFRERZRFIEENBRAELTNER “BREOHE” MR, SNERMNERTIS L, FRZFRIIE
g CEFMZAEATHNZAKRLEREXABSREMERER, MXMEERKRT SRFZARER " LHFIELNT
BOSHEYKR, URSFERNGEE “BRME” KWER CE—ERBEO.

NESH, EXETEAET, GWHEZIR, BRBAERY, BARANERALSEXTEANZAKLETEXAESEM
BEE, KRSEZRFRZMEMUFRAKI, EBIERIFHIATHHERHRAEIR “BRHE" ML E, FERF
HEETE, ERAAE APX” NEM. BEPERRNALHE, DERAEEET THRAZIEZ.

XM X B, BT EM BRME” KRUAFNEIRERRTHN, BERATHZEENERZTIR. BRMNHK
BRESMITEXE, HhAEELE. SRR AEZ BB, 5% BT KRR #IE B8 FHEH EXz2. [
B, MIB. EFE. EZEXR, FESE, BBEEF XEXERTHRSNFANEN, BLTROZRERTFSIFHFHEM.

RAT1986FE T HEFRK” . 199TFAL TP REARZRBRFIIE. 1998F REARIE, 1999FM2007 FhEXANIEZEST
ZR ‘BREBE" TANE, RUSHHAHN “BRaE” XRMER HEBFTLXERTS, SHZHFREEBRETHR
EERXSBEERNZARZNEN, EEHBETEN NEAREENESEX, ERZHE.

EXBKN “BRAE XKATFE, AERMNER, LEHTAE. #if. MERFIRDOXIE, mEwka. IhxE=
ETWR, BRXIER SRNE B8 BB IRASFE—E#NER, MIEEISREAARIHE FLEER
FHEIN, ZER—EXIFR. MR, LRERSEHEFROKE.

REBSFEEAREIEK. PEZAMARERAARAAKRLEE, EEILPRAOXZE, ETHIM KK .

“EEME——EE24E NI CER” BICR M I1986E E2009F AL, hiFSEESEHNEE, BHEFA 7
XNFTER72YSHRAIK, BEEFTE—X.

CEpE
20094E10 F

BRIME — 24T H (1



Artist’s Preface

Being an artist, I am not a “law-abiding” person — my very interest is to search for various possibilities. In mid-1980s, | was a fine arts
teacher who had already obtained the basic skills of realistic oil painting. Some people said that if I carried on, I would become a successful
painter; however, | made my mind to blaze a new way of “Imagism oil painting”, which was a totally strange world for me at that time.

When I drafted the preface to my “first Imagism oil painting exhibition” in 1986, I said: “I wish to create a novel way of painting that
belongs only to myself — through which I could discover, sense and seek the true essence of arts with the eyes, feelings and language of an
Easterner.”

Now 24 years have passed since | participated in Zao Wou-Ki’s painting class in 1985 and began my exploration of Imagism oil painting.
Some people suggested me to publish a document book to record my artistic journey. So far, there is no other Chinese artist who has carried out
continuous academic experiment on the subject of “Imagism oil painting” for more than two decades, and then made it into a documentary book.

Though the Western oil painting has been introduced into China for over 100 years, we still face the problem of “Easternization”. Now I
wish the compilation of this book could offer an academic case to the research in this field.

In 1991, my first “Imagism Oil Painting Exhibition” debuted in China Central Academy of Fine Arts in Beijing. A followup seminar was
held after the show. I still remember the comment by renowned art critic Liu Xiaochun, “Ou Yang's painting combines Western oil painting
skills with the Eastern traditional artistry, which represents the future art development.” Liu's words have greatly inspired me, and made me feel
confident.

Another 17-18 years passed since then, and the fashion in the oil painting circle has changed a lot. Although it seems that Liu’s prediction
has not fullfiled thoroughly, I am happy — as a forunner in this regard — to see that more and more artists are joining in the “imagery oil painting”
group. | believe in the future, Chinese oil painting could establish its fame in the international art circle.

Besides my own experience and works, you can also find a number of articles written by artists, critics on me in this documentary book.
Among them are Wen Lipeng, Shao Dazhen, Sun Meilan, Tao Yongbai, Yi Ying, Huang Zhuan, Zhang Xiaoling, Yang Xiaoyan, Huang Yihan, Li
Weiming, Wang Shouzhi, Lin Yong, Wang Jia and Che Jianquan. They are of high academic value and bring huge support to my artistic career.

[ have held “Imagism Oil Painting” exhibition in many places, such as Guangzhou Star River Hall in 1986, China Central Academy of Fine
Arts in 1991, Guangdong Museum of Art in 1998, and National Art Museum of China in 1999 and 2007. Several seminars were held during these
exhibitions, and I have learnt a lot from the honest advices given by many art critics and artists.

During my long journey of “Imagism oil painting” experiment, I have experienced both the happiness of success and also the frustration of
failure. Fortunately, I got lasting support and suggestions from many people such as Tao Yongbai, Sun Meilan, Huang Yihan, Zhou Yong and He
Jiancheng. Without their encouragement, I might not persist in my artistic belief.

Besides, 1 want to express my gratitude to Liang Jiang, vice president of National Art Museum of China and head of the Visual Arts Research
Institute of the Chinese Arts Research Academy, who took the charge of compilation of this “documentary record” amid a busy schedule.

This book has recorded my experiment experience in imagery oil painting from 1986-2009. Though I'm 72 now, I wish to have the

opportunity to compile another “documentary record” after conducting more experiments in the future.

Ou Yang
October, 2009

2 | Chinese Imagism Ou Yang: 24 Years of Experimental Oil Painting
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My Exploration of Imagery Oil Painting

Ou Yang

In 1986, I showed my first group of experimental imagism paintings in Star River Galery. Those works were accomplished after I took
part in the canvas training class held by famous artist Zao Wou-ki and researched the world art in America for some time. The words I wrote on
the preface of the exhibition were as following “ I wish to create a novel way of painting that belongs only to myself — through which I could
discover, sense and seek the true essence of arts with the eyes, feelings and language of an Easterner.” I wrote these remarks because I felt so
lost. I failed to take shape personal style because I used to accept other’s observing and thinking mode and expression when studying foreign oil
painting. The feeling of a mere rehash of stale idea was even stronger when I studied the world art in the US.

I'm not a person who is content with the status quo and I like to get fun from the frustration in the process of researching and exploring the
art. Although there was a smooth way other people had paved in front of me, I prefer to choose a tough one. Just like the comment made critic
Lin Yong “if she follows the gray tone of the former Soviet Union’s style, she can make a very vivid depiction and can get achievement naturally;
if she follows the Impressionism school, she also can get fame. However, she chooses to express her emotion to life directly...”

In fact, there is no much mystery for painting. It’s just a kind of inner calling of heart, just like talking in one’s own native language. |
wonder if I could I find my own painting language.

I really appreciated Zao Wou-ki, who inspired me to paint in a way of myself by integrating Western and Chinese tradition. He said: “Chinese
tradition has its own merits — everyone chooses and digests the part that lures and suits him best. Then take the good from the Western art that
you have learnt. Combine the two parts gradually and naturally and you will get your own style.”

Under the guidance of Zao’s arts thought, I began my art innovation though I was not young at that time. I tried to extract the imagery
painting language of Chinese traditional literati paiting, which echoes to my heart, to express my feeling and understanding of life, reality and
nature. I tried to grasp the essence of Chinese traditional aesthetic cohering the oriental spirit — rhythmic vitality — and to get its implied modern
ideas as well an its abstract elements.

From China's traditional aesthetic mentality, I chose the impressive landscape, such as pond lotus as my creation fodder. I expressed the
lively movement of universe, nature and life with the light and color of Western Impressionist painting, and the abstract image modeling of
Chinese ink painting. I emphasized the cantus, color, acoustics and rhythm in the "music” of life movement and endowed the oil painting with
modern factor.

It has been more than 10 years from my first attempt in 1986. During the period, my new works had experienced cold acceptance, frequent
refusal from exhibition organizers and even being diserted by art dealers. Fortunately, I persisted and never stopped my exploration effort during
the lonely long time.

Gradually my works got recognition. For example, my painting Spring in Winter won a silver prize in Beijing. My solo exhibition exhibition
gained praise among peers. The paiting, Ups and Downs, was collected by National Art Museum of China. A president of French Art Gallery
appreciated my works and invited me to held an exhibition in France. I won the Art of Merit in “94 China Art Exposition.” An ordinary worker
loved my works, saying he would like to buy a painting from me with the salary he received in several months. My gratification is beyond words

and I express my heartfelt thanks for those who have helped me.

August 1997

Guangzhou Academy of Fine Arts

4 | Chinese Imagism Ou Yang: 24 Years of Experimental Oil Painting
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Searching for the Eastern Charateristics of Oil Painting Language
— On Ou Yang’s Recent Works

Huang Zhuan

The confrontation and exchange between Eastern and Western arts is a haunting theme stayed in the heads of Chinese artists throughout the
20th century. In my opinion, that is not only a challenge of culture, but also an opportunity. As far as artistic creation is concerned, Chinese artists,
unlike their colleagues in other nations, can open up to the outside world; At the same time, they enjoy plentiful and colourful artistic traditions.
Such a background provides them two-way resources as well as the possibility of surpassing both.

As an oil painter, Ou Yang has offered a special experience to the course of confrontation and exchange between Eastern and Western arts.
She tries to search for a way of her own between the Eastern imagery tradition and the Western "abstract” tradition. In my opinion, she did find
her way. Ou considers herself as an artist specially stressing on sensibility. This does not mean she is an artist advocating “expressionism”, nor
an artist without artistic questions. As a matter of fact, she often mentions the influence of Zao Wou-ki, an artist who forms his personal style by
combining Eastern imagery tradition and Western abstract tradition. Zao's success can be regarded as a followup of artist Lin Fengmian, who,
together with his followers, advocated to “mix the East with the West™ at the beginning of 20th century. Such kind of “mixture” that features
historical shift of resources derived from traditional Eastern and Western art so as to create a generally accepted mode of art. Undoubtedly, it is
more difficult and risky when comparing to Pan Tiannshou’s “maintianing distance from the West” and Xu Beihong’s “full adoption of Western
techniques.” For it requests a generally accepted rational combination of the two cultures, rather than a superficial experiment.

Neverthless, living in an era that is more complex than Lin and Zao lived, Ou’s choice and experiment reflect more marks from the time.
The attendance of Zao’s training class in 1985 was regarded as a turning point in Ou's canvas art, indicating that she turned into a mordern,
experitmental and unique artist from a painter familier with realistic creation. Of course, here the so-called “modern and experimental” doesn’t
mean that she is a modernist or an avant-garde artist, it implies that she has become an artist with definite goals in mind, pursuing individuality as
well as more open visions and creativity. In a certain degree, Zao's influences on Ou are on value level rather than her style, in other words, it is
an illumination that provides a possibility of entering a new artistic condition for her artistic experience and forming her artistic accomplishment.

Ou calls her works “imagery oil painting,” which, suitable or not, shows her rational attitude to her art. She tries to put the descriptive
Eastern language into her canvas, making it more suitable for personal expression. Ou’s oil painting has been completed its change through the
following stages: first, she has tried to search based on Western oil-language and Eastern water-virtue language for a start. She took a bold innovation on
adding washed of oils on canvas to present a tone effect, something like the “clash of water” or “clash of powder” skills in Chinese traditional painting.
All foreshadowing for a free and natural imagery atmosphere — to produce a dreamland of images and a lasting appeal of oriental odour through her
painting.

Another factor that can not be overlooked in Ou’s oil painting is the treatment of light and shadow. Ou is in favour of using light and
shadow in her paintings, even in those works created during the Cultural Revolution (1966-1976). Here the artist’s understanding of light is
neither realistic nor impressionist, it has almost functioned as the same as the so-called “taking white as black™ according to traditional Chinese
aesthetics. It makes up the main method to express the sense of rhythem and transparency in Ou’s work. Grounded by such factors, she forms
her formal basis of oriental style. Also on this level, the oriental characteristic of painting language is no longer taken as a symbol, but a way to
express one’s experiences supported by cultural accumulation.

The most direct and persistent impression of Ou’s oil painting is an uniformity between the free and easy style and the holistic musical
feeling. Usually Ou would make a draft composition of the painting, then adjust it with layers of expressive brushstrokes and varified tones. The
course of such adjustment is not simply the pure outpouring of one’s emotion but a search for rhythmic placement and relationship between the

plastic elements. And it is such course that helps Ou to complete her change from Western language to native language. These special aesthetic
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effects are a natural result of her long-time study on the relationship of spaces between the rhythmic composition in traditional Chinese painting
and the subtle tones in Western oil painting. Viewing from Ou’s representative works like the Autumn Pond series, we could find that the tree
branches against the clear and transparent background are well arranged in line with the compositional principal of traditional Chinese painting.
All of these perfectly reveal the presentation of both oil and ink materials. When appreciating Ou’s works, we can feel a fantastic change from
Monet’ Water Lily to Zhu Da’s Lotus and Ducks (Zhu is painter in Ming Dynasty). These paintings are lucid, lively and forthright in style. They
are very natural and condensed that synthesize the rational analysis and the intuitional realization.

Searching for the Eastern characteristics of oil pianting language has always been one of the most fascinating goals for Chinese oil painters
of the 20th century. The approach to it has gone through a shift from the superficial depiction of certain subject matters and sampled symbols to
internalization of artistic languages, and then to the thought of cultural value. Generally speaking, the central subject that Ou focuses on is to find
a personal expression by combining two different artistic languages. The unique experience and value from her art have added new content as
well as vitality to the oriental oil painting. Her change from an excellent realistic artist to an imagist painter has provided more inspiration for all

of us.

(Huang Zhuan, art critic and associate professor of Guangzhou Academy of Fine Arts, March 1998)
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