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Resume

Shi Qi was born on February the 2nd in 1940, in Fuging, Fujian Province. He graduated from Fu-
jian Academy of Arts and Design in 1963. He became a professional painter of Beijing Fine Arts
Academy in 1976. He had been vice director of Art Committee of Beijing Fine Arts Academy,
director of Room of Chinese figure painting of Beijing Fine Arts Academy, member of jury of
rating senior professional title of Beijing, president of Shi Qi’s Art Search Society. He is good at
Chinese painting, oil painting and calligraphy. His art opinion is that means of Representational
Art, Impressionism and Abstract Art should be simultaneous employment in an artist’s creation.
He developed the theory of expressing polyhedrons in Chinese painting. He has made his unique
“Big Visual” style through his dozens-of-year art exploration. His art has gained him more fame
and recognition since he became famous in 1972. He has taught hundreds of students and devel-
oped an effective teaching method. He co-organized seminar of Shi Qi’s New Chinese painting
with Creation Center of Academy of Art and Design of Tsinghua University. Shi Qi art exhibitions
had been held 28 times at home and abroad and 26 albums of Shi Qi’s works had been published.
He was awarded the World Peace Prize by UNESCO. Now there are Shi Qi Art Museum and Shi
Qi Art Gallery.
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Preface |
For Aesthetic Art— Mr. Shi Qi’s Oil Painting

It is well known that Mr. Shi Qi is a famous traditional
Chinese painter. Then, if someone hears that Mr. Shi Qi paints
oil painting as well, his first response maybe: “That is occa—
sional” . Now, he shall hold his exhibition of oil paintings in
the National Art Museum of China, to display his oil painting
works, more than 100 pieces. This shall make the public look
at Mr. Shi Qi with the new eyes.

In fact, since his childhood, Mr. Shi Qi was strongly in—
terested in the oil painting. Both the Chinese traditional arts
and the Western arts always influenced his way towards the art
world. At first, he was attracted deeply by the printed master—
piece of some well-known European oil painters, and he quietly
made the replicas of them, to learn from their art. Later, he
visited many Western art museums and their collections, then
began his efforts in the oil painting.

In Mr.Shi Qi’ s traditional Chinese painting, we can see that
he absorbed some elements of the Western oil painting, using
them to meet the needs of modern Chinese painting creation, to
enhance the technique of expression of the color ink in modern
Chinese painting, thereby , he creates his own unique art style.

Mr.Shi Qi always holds on his own idea on art, the
“three—in—one” , which unites the figural, impressionist and
abstract concepts as a whole, because he has the accomplish—
ments both in Chinese and Western arts. As he does in the
traditional Chinese painting, he puts his feelings from the real
life and some refined figural ideas, into the atmosphere com—
posed both of the impression and the abstract atmosphere.

By the way of “three—in—one” , he achieves a broader
scope for the expression in his creation. Since he knows well
the technique of oil painting and takes advantage of its splen—
did colors, Mr.Shi Qi harmonizes the point, line and plane of
Western painting with the freehand brushwork of traditional
Chinese painting, thereby shows us the pictures with his aes—
thetic sentimental mood.

What Mr.Shi Qi considers the most important is how to
create the “Chinese style” in oil painting. While he blends
those “magnificent colors, vigorous shape, and rapidly chang—

ing skills” (as he says) in the classic and modern Western oil

painting, Mr. Shi Qi also makes good use of the main imagery
language—line—in the Chinese traditional painting and callig—
raphy, including the color concepts in the Chinese traditional
architecture, handicraft and costume.

Since bred by the Chinese native culture and arts, Mr. Shi
Qi naturally shows the Chinese style and features in his oil
painting. This means that the ways to create the Chinese style
in the oil painting can be different, however, the basic and in—
dispensible elements inside are the Chinese heart and the artistic
accomplishment in Chinese culture.

Through his oil painting works, I understand more why and
how Mr. Shi Qi does in the Chinese traditional painting. And
comparing his oil painting works with his Chinese traditional
painting ones, we can get a clearer idea: oil painting, Chinese
plain ink or color ink painting, all are vehicles, nothing more.
Both in his oil painting and Chinese traditional painting, what
we find is the same Mr. Shi Qi with active ideas , forthright
and sincere feelings, and the same explorative, even lively and
lovely painter. The only difference lies in the tools he uses.

Mr. Shi Qi has been in hot pursuit of the “aesthetic art”
for more than one decade. The cultural meaning of aesthetic art
shows the strength and beauty mainly through the figural lan—
guage, to give us the visual and spiritual comforts. The realm
of aesthetic art is not easy to reach, which needs the hard and
exploratory labor, and the special capabilities to sense and to
express the figural beauty.

As a spectator, I enjoy his excellent technique and persistence
for the beauty in the art, and hope that he shall give us more
thoughts about our real life through his endless changing lines
and rich colors and good tastes in figural presentation. How—
ever, when I am writing this sentence, some new idea appears
in my mind: each artist has something in which he excels, to
give us the various enjoyments. It seems to be his mission from
God: to give the people the sense of beauty he refines from our

real life.

Shao Dazhen
(Translated by Wang Xinhua)
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Preface 11
Shi Qi and His Oil Painting Art

The 1970s was the barren period in the Chinese art his—
tory. But, Mr. Shi Qi, with his diligence and cleverness in
art, found his way towards the art world through those tough
years—a cultural desert. At that time, in the art field polluted
by the political struggles, Mr. Shi Qi showed his art works
with the natural human feelings, and indeed gave the audience
something fresh and happy.

The late years of 1970s were the fast growing period for
Mr. Shi Qi’ s painting art. His independent art style and art
form grew with the clear development of social expectation for
the freedom and the openness. However, though versatile and
widely—thinking, Mr. Shi Qi did not remained unchanged, and
always considered and searched for some new ways in Chi—
nese painting. Unlike many of his colleagues, he had the wide
observation and the comparison between the Chinese and the
western arts, which encouraged him to join the art innovation,
instead of staying in the narrowness of artistic nationalism. He
studied with an open mind the art works of Lin Fengmian, Li
Keran, Huang Zhou and others, but he did not simply follow
their steps, he took over the innovative spirit from these mas—
ters. As he once said: “I am a modern Chinese, the modern
Chinese must have the modern Chinese painting. In my mind,
there is no desire to follow the old way of Chinese painting. ”

In order to richen the expressive power of vision and the
forms of the art, he began once again his oil painting in recent
years. However, this does not mean that he gives up his Chi—
nese painting. And the oil painting is one of the branches of
his art tree, having the same root.

His oil painting art is worthy of attention, because in the oil
painting, he seems more liberal. And oil painting art can give
him more room to demonstrate his nature and aesthetic ideas,
and to display his love for youth time and freedom of think—
ing. Furthermore, we can see how this stubborn painter threw
away those taboos and outmoded rules in the traditional Chinese
painting. But, his long accumulation of experiences in the tra—
ditional art, has given his oil painting works the implicit sense
and the unconventional elegance. He does not “make” or “pile
up” those lines and points and colors, but he does paint them
freely in his own way. Those thick painting stuffs become light
and graceful and easily flying in his hands. But he does not
weaken the roles of colors on the picture space, instead, he does

enhance the power of color expression more than those aver—

age painters do. In his painting, those plump and bright colors,
those heavy lines and profound planes, often make some shining
contrast with each other.

Based on the long and wide practices both in the Chinese and
Western paintings, Mr. Shi Qi summed up his art goal as the

“three—in—one” (figural, impressionist and abstract forms to—
gether as a whole). I did not ask him for his explanation, but
according to my primary understanding, it is not a systematic
art concept, but it means the integration of many concepts and
techniques. He tried to experiment the mixing use of the three
artistic forms (figural, impressionist and abstract) under differ—
ent circumstances, including their different components, different
proportions in their integration and coexistence. This means,
expressing in old saying, the figural form mixes with abstract
factors.

It is because of these mixing, blending, intersecting and
overlapping, his recent painting seems different from those “or—
thodox” oil painting and Chinese painting, and has something
both dream—like and gorgeous, etc. In his oil painting, in
his moving and flashing colors, we can find some dim profiles
of real figures, but they are not the concrete people in our real
life, in fact, they are the feelings and impressions deep in his
mind, the mixture of his remote memories and emotional aspi—
ration. The painter, standing between the reality and fantasy,
makes those real and close become something strange and unfa—
miliar. He breaks those conventional laws and rules of painting,
thereby, changes our indifferent and conventional watching,
forces us to watch the painting works, to feel the world, from
some new angles. This keeps his oil painting works away from
those conventional and shallow, and gives his artistic works the
meaningful and charming power.

More than 30 years past since my first watching his Chinese
painting, both of us become old, but Mr. Shi Qi remains young
for his active thinking in art world and his enthusiasm for art
innovation. In one word, his long efforts, in his art experiment
and his thinking about art, lead to one point: he draws a clear
and the “ skill” . My hope is that

more painters can understand him, and will give him more rec—

»

line between the “art

ognition.
Shui Tianzhong
Feb.2010 at Beijing
(Translated by Wang Xinhua)



S

AM—REMHFHE, SE2RTEE. BEFNENR,
MAXER, HERE TLOLETE, MBEMCROEENES
HERIXZEX=A ER6HLT. 2/F. AR. &R,
MERN—STMEE, BT =KIPIMZHH, EiT19
e T, BT 20 HEFEREMPNES, X, 21 #L
HmEsR AR, HHEX.

—. FI5RR

BEREHHEBEZAN, ROORAEASEXMERF5E—E.
ENMEHREMNETHEZ REZEMAERMNMLE, HIEK
wmar. S, ANFEM. o, OFFEERCMEEH,
HUAERBERBEDTAKE-—NHFRUN, HR. FE.
HMMKEFEENNRET. BHELERE, £FRE, B
AANRNE, XAK=F RAPLE BRRXR+t=ZO0A2EHR
F—ARE (BE—E£AR) . F—F, Fo0EE—%
FriigMEEN TR, HUXHEBERE FERNERH. &
TEHR EEEEMWEXT . HXEKRBR=K—®a3mA.
BN AR, HEBHEERRE: "FHAKXEREMA-—HZ
B, T X, BEAREAR (ANERDS—OAKZR) .
FRRXF—ARS 14 BRETENTENT, tAERME
THTER, TEBERE45 IHERE HR#Hz. —H.
WERIU 280 FREKIPARK, REBRFAEICET, RET
MIEINE, KOTFIE, BT+, AEHRXAHRR—2
BEEE, REAXNMIARER, JUXARE, 21 FHHERE
FEAKEHFK, ZBERILTIERERSK ESILHE, iBH%.
EUEHRBRATBEE TREREFBENTER, EEXE.
BB SF s, HtBRAR BREZKR, ERRSHAR,
PHEIMER(EERF) JIVNELRPRRR, R
Wit) BHEE/NELRIEN, E—FHE (A%E)
ERREBT, FHHPHEBY (ZABRY RZKTS LHE
BAERES, STEEZF BERSEE LHYHEE
RURBBFRAEAC HER . RUTBFSEERNEMHA
AEFi. 1958 F, BRAEFENZAZRERN, 7T RHAE.
—EXFET—EEBA (N NTEESMEITHER.
FECENBR) LA%fR —EF - RRABIEZEMREEX
MOBEARNOBEMAEE, REFEHR, FEET. AB

fi 5F

NERMBHES—2hHEaR. TRERARERN R hika
tE#RRE, BATUAR, B5RER, BMUARTT.
ME—FR 8, siEHEE S hE, HEMSE—RkK, 1963 F,
BERIZERATHEVESRIIERIE. FrbiEHks
BYRLEERERE. HEAT, BEREEEZER. XK.
i BREE. BB, BE. BH. K. EA. REWMHKE
fn . th AR Rl ERPERE. (FFERA) (X
PHEEZR) (RFURHLY (FIAERY SER. #R
POBRMEE, FEthE 2B Y2 AFEMEEE Mm% .
"XE" BiE, BETHRIEE, FEiz &M A—teE.
B—rEEhE, FEEEXFR H—HAEES. B BSF.
DETHNTEE, YR BEFRLE KK, EBRTHHET
BEFAREZWIHK, MBEHFENES, WEAFINATFL,
HI15K, §AB03K, (ERETEE, FMEET, ) 19724,
HeEhEEGEE)Y, £EHMET  WEERTEE—MFKT,
SRE FT & FRORSEAEST R A T (Bt 4 I BIEMREZ)
EZABE—OREEINESERAHE, AEAX. JK.
HhER. BENRXLERHHER, TAERBT. 5/ 80F
R¥, BROAZEATEEGEFHATME S, STFhE.
PELRRBEREL G, ARREREEN, KEBRXHMHIRE
BETRE ZURHZ. BB, LK BRREREAER
KIFEESR, £%3. BRIES, THEENESSREX.
BEFEEHEIEESNEY. BEMNBEK. KM
&M, BEXEARARENRE, BRXBEASREF
Exf. PEZA. PE4AFEIK[HOCM, XAEHEME X
iErEXT. REHE. BERMRITERILABELRR
BIHMEE. £iF, REEXEE. ZE. BAF. @EIEF.
FESF. EZE. FnK. DXAL. HE BAZFEEE,
RERXRZEDINRX, OBEREZARFT, NEFRRHKXIG
EFRMBAXBENERZEAFTERKMNCR, SXE%X, N
EH-EARRRAME BEHBOKRINEG I BE, HLM
FEEZEOCMMNEE, BRNXERAMER, NHIBEL-ESGH,
gRYE BXREF—HERERBARBBENBEEPIRE,
ZERHFE—=RE—
FEBLABMEBY BT | HEEE LRI =R T,



AABNEELAFELRARRNITNFENRELRERNE
BOepRmAaERnEmiUR. BREELNRE M
REZ BiER. ENR. KFRFRLEE. BARMI
ERAENEIEE, FEREEEMAEBROAEZIR. AAH
MEAMERIN, THET —ERERSE— BEEX
MEBERERETE, X—KRNABERFBHLES. KA
MEMAIFNREHENFSHE. REERHJLARRE
AEAER. BERMRIEN, MAKEHETRE =5 =
A ER—1MEm L. RRFHR=ESERT, TER
SEMACH. GWHNer. BEINER. BT HENE,
ERMBESGERMNES, AZKRENIEEXATEE
XIBE, EXEFERS L MERTBH#T. £+ T
REMNEFE, BEAmRDL. BRBEFDOBEIIC,
FizATEXHURREABRKNZIENRES, RNAEHE
fEfh, BEXRBHRERER MERBSEETERERANL.
B B & Re MANIZR&AMBREKRILER BN
EHEE TZER-LEZEMKRZHALRFL. RFER
fZRE—" AE, REETHREKL. T2 120 17
BE G, TRENEOTSRE BR . & ;X .
BUANFNZAREBAMAS. BREOBERE NI
Y, AMBrEkMtEERNERERN—FRHE, 5F
TSR TRITHIAT TXEIXEFT TREPERE A
BEENSETEHRE—AERE, ARTRT &M "R
fmELttiRMEEY S | BERGTE RXHERNE B
Bt ot REN F—MERZARBIARG, HAAER,
BREAMI—RtAESREHEAGHREARAE. TR
R AERX L#H B8XH. RER BRREREREE
B TURBMNNESX. F—R. ERRZMBHLTA
M. BEMEMEE BAZBBAIRTE SEERRER.
wAFE, BHEEEE (BF) (RERHWLD (REA
M%) CRKTY CHKED) (FEMNEY (FDRMATAD
Y—igE T, LIRS ERE-ERUN. BTEER,
JRBAERRAZ=A, REXHERANE, BRIRINE.
HEEIEE IR, DBE. SARERET KARER
9., BE 1980 FEERERDERGEL—KESN =8

BRESFAR: sHALEZAESE= BREEAR.
MEFERINR. 2XVEMR. BEREL=ZFEXKREH,
MK ARINE, ERE (1985 FhBEHA (FEEARIR)
BN—EXEER) . & =& ®wRUERA-=1FEIXT.
BREVEERR. BR . XFR. A TZRBSIBEN =
£ ER XthiFBEERHINER MEEZAUER, =
26— MHEENR, ELRHFAMNEL HBXIEYF IE
T, mREeEXSMN 2 HEEBRRER AR,

=, FRHEHX

LSRR MEHRE—F, SPERTRKESEFRMIED
AR HRAEBZANERNERILTEREEZIXARIE.
EREEHABEN, EMBIARFARET. AT =% K
MRz, ZERLAFHRIERT, AMIRBENFER, FHA
MIAAEEETA, —VIRBELET. BMENKHNAR, YK
HREAECEERML, —BPAMTAZRACHE. EELETEL
B, BFR—X(ZART, B2 ARANETS. BRENH
M LELEEEARSHR, TEPESHER "ARL
B—BAHEERTERABTRAZOMER. HECK. H
BEREMERRNE, BAA "It° TERENKRA, BRM
F—YRTRE, FEFLR, BE. SENZAESS. &
£ O FRYLHPKE. HmERIT (BAERRERNIE) .
MNhEREHELRRXE, EMA E€EELETT | A
‘BAMFIFITTRE—XEATT . ANRERE, WR
BMERTESCAMENARKAE, ZEHW PEEMF
HEHFEXPILE, BEARGEIL—FF, WNBET =&
B =&ALk, BERELERREG, HHE—EEE
HES SEMELATD. I HESHUKRE MARE.
HEREOAEHAR—RKFNARKZAR. HEXH, HE
ARG, 21 L hEE MBI R, B
tmE, RERPOEEEREE, FETER. RTHR.
BEFN. EEX. BER, SHEX. BENHEXEN.
TR, HEARENFALATENSSE, LEEXE,
FMNEHANERBRNSRT T SRS XBREIR.

20102812 H



Shi Qi’s Preface

Whenever the oil painting is mentioned, the people al—
ways praises a lot about its numerous achievements during the
hundreds of years, including its rise and decline, its ups and
downs, and its constant changes. However, only by the 16th
century, its history, from the traditional stories to the Three
Masters of the Renaissance, became clear. Then, its figural,
impressionist, abstract forms developed step by step. When these
three art forms became established and reached their prime age,
the 19th century was over. During the 20th century, they be—
gan to decline. What is the future of oil painting in the 2Ist
century? I have a prediction: a new revival.

1. Study and Exploration

I pay my homage to the oil painting art, with this spirit,
my mind is always wandering together. The grand history of
oil painting art is always kept in my mind.

I know that the natural instincts and the destiny and the
blood of one family are usually go down from generation to
generation. I was born in a poor and remote mountain vil—
lage near the Dongzhang town, Fuqing city, Fujian Province.
My grandfather, father, uncles and the eldest brother engaged
in trade in Indonesia, but that country had some anti—China
movements, then the overseas Chinese lived in misery. Dur—
ing the World War II, China was invaded by the Japanese for
8 years, and then followed by the Civil War for 3 years, these
were hard years for Chinese people. My family of 13 people
had to depend on my mother (she was a farmer all her life).
One year, my grandfather came back home with the money
earned all his hard life, to buy some farmland and to build a
mansion. Unfortunately, the bandits got the news and kid—
napped him and robbed all his money, my grandfather died
soon with tears. When I was born, my grandmother, with me
in her arms, cried that “you should be like your grandfather,
good in business, when you grow up” . In the same day, she
burned herself, in order to save some food only. My father won
the respect of the villagers by his fearless fight alone against 14
armed bandits and forced them to withdraw. Later, he died for
his braveness to help a neighbor whose only son was forced to
join the troupes even after paying the ransom money, and he
died also in poverty, no money to get the medical treatment.
At that time, I was too young to know the misery.

[ stayed in the south for my first 21 years, and then in the
north, in Beijing, for decades. I do not know my nature is

weak or strong, I never cried no matter what happened, in—

cluding the death of Chairman Mao and Prime Minister Zhou,
even of my mother. But, I did cry for my art sometimes.

During my childhood, when [ watched Yue opera Lady
Daiyu Burns Her Poems, Beijing opera The Empty City, the
Korean film Flower and Girl, 1 cried with tears. Though I read
the novel The Dream of Red Mansion again and again, I could
not hold my tears sometimes. [ cried with tears often during
my art creation even while I condemned myself: “I am mad” .

In 1958, when I studied in the Xiamen Art School, I had
two important events. One was that my picture entitled Steel
was published in the local newspaper Xiamen Daily. Another
was that one day I happened to watch an oil painting work of
some great master, copied by my teacher, which showed a na—
ked man in full size, I got shocked and could not control my
tears. Since then, I dreamed to be an oil painter. Therefore,
I did my early oil painting works on the walls of my house
in the countryside during my summer vacation, and I modi—
fied these works again and again, trying to make them per—
fect, and I thought that they were good ones. For a long time
since then, I often did my oil painting exercises, including both
copying and sketching.

In 1963, I graduated from the Fujian Academy of Arts and
Crafts, and was sent to work in Beijing. Though my life was
quiet poor then, I often visited the museum of painting arts in
the Forbidden City for coping those famous pictures. As time
went on, [ became interested more and more in the painting
works by Fan Kuan, Wang Meng, Liang Kai, Chen Laolian,
Xu Wei, Shi Tao, Shi Xi, Ba Da, Xu Gu and Wu Changshuo.
From time to time, I went to the Central Academy of Fine
Arts and its Fine Arts Middle School to watch their oil paint—
ing collections, including the Founding Ceremony of the PRC,
Liu Shaoqi in Anyuan, the Five Warriors on Langya Mountain,
Spring Comes to Tibet, and other painting works. These works
moved me deeply, and at same time, I even shed my sad tears
for my poor painting as I thought.

During the Cultural Revolution, I had to work in a factory
for 7 years. I often used the time after work to practise the oil
painting, including the portraits of Chairman Mao, and on the
other hand, the traditional Chinese painting by drawing chick—
ens, eagles, pigeons and horses. Sketching was my daily job,
more than 10 pieces a day. I threw away those bad ones and
kept the good ones, sometimes, no good ones for quite a few

days. 1 selected those good sketches and put them on the note—



books made by myself, 15 volumes all together, each had 50
pieces. But, one of my colleagues borrowed and lost them.

In 1972, my traditional Chinese painting work Welcome the
Spring became well known nationally, since then, [ specialized
in the traditional Chinese painting for a long time, with less
time on the oil painting (but more than that on the calligra—
phy). Before this change, I had been almost obsessed with cop—
ing the works of those foreign great masters, Vassily Ivanovich
Surikov, Ilya Yafimovich Repin, B.A.CepoB and others. Their
works were very touching for me.

In the early years of 1980s, I concentrated my most efforts
on the traditional Chinese painting, on the other hand, the
oil painting and the calligraphy remained in a hopeless tangle
for me. But, some sense told me how to go. Then, quietly,
I began to cope the works of those great masters like Tiziano
Vecellio, Diego Rodriguez de Silvay Veldzquez, Rembrandt
Harmenszoon van Rijn, Francisco de Goya, Eugéne Delacroix,
and others. During these coping, my natural instincts might be
useful. I gradually paid my attention on the colors of Claude
Monet, the charm of Pierre—Auguste Renoir and the sentiments
of Edvard Munch. Encouraged by the good conditions during
the Reform and Open policy and under the influences of Chinese
culture, art and life, I became more obsessed with coping the
works of Joan Mird, Wassily Wasilyevich Kandinsky, Jackson
Pollock. Their styles seemed to me unrestrained and vigorous.

When 1 visited the United States, France, Italy, Spain, Por—
tugal, Germany, Singapore, Malaysia, South Korea, Japan
and other countries, what attracted me most were their arts
rather than their exotic scenery. The authentic masterpieces of
the great masters were so splendid that I had to be captivated.
Each time when I returned home, I had to destroy some of
my copies and oil painting works which seemed poor and bad,
but, some ones with my hard work were not easy for me to
destroy, then, I tried to improve them. Therefore, when I re—
turned home each time, my first to do was always to work and
to experiment on my oil painting works in my studio.

2. The Three Forms and Three—In—One

During my hard work for a long time, my oil painting
works gradually mixed together the figural, impressionist and
abstract forms (or methods), because I loved the great masters
of figural art, including Tiziano Vecellio’ s clean and graceful
mouldmaking, Rembrandt’s strong sense of painting, Eugéne
Delacroix’ s techniques, the strong colors by Claude Monet,

Pierre—Auguste Renoir, Pablo Picasso, Joan Mird, these were

used to change the shapes, to make their works freer and
easier. Everything has its different development, as we Kknow,
and when these different developments reach some degree, they
shall go to unite together. Then, I followed this idea to go, in
dark and for a long time, to practice in coping and experiment.
Thereby, I tried hard to understand those great masters of ab—
stract art, including Wassily W. Kandinsky’ s symbolic effects,
Piet Cornelies Mondrian’ s cold play with geometric figures,
Jackson Pollock’ s madness, and so on. They greatly encouraged
my efforts to use and to improve the three art forms for their
mixing in one picture. I admire the three mountains in the art
world, and I try to mix them for my use, using their rich col—
ors, powerful shaping, changing techniques, to make them like
music flying in my works. And, I also try to use the Chinese
painting techniques, like the sword in my hand, in the mixing
of the three, here was a quiet war field where peace and war
go together. And, this was a time hard and helpless, I began
to use the Chinese calligraphy, relatively a new way for me,
not skillful then, and I thought that I should use more than
before our Chinese culture to support my creation.

All of my oil painting works originated first from our Chi—
nese roots, which have been showed in the red/blue/yellow/
green/black colors on all Chinese architectures and handicraft
art and costume. Sometimes, [ even used the decorative tech—
niques and other ones in arts and craft to help. My creation of
Chinese style in the oil painting, with the three forms in one,
roots in Chinese cultural soils. Then, my oil painting works,
120 pieces, were produced. Maybe, some colleagues shall say to
me: “you are doing senselessly” , or “you are making jokes” .
I think that every good art creation has something joyful inside,
and my oil painting works seem like something joyful. But,
occasionally, one or two of my oil painting works appeared
in the exhibitions at the National Art Museum of China or at
the Art Academy, some colleagues had the comments: “really

«“

touching” , “original and good” , “ it has the Chinese style” .
In my studio and sitting room, I put on my oil painting work,
some visitors said happily to me: “your oil painting creation is
better than your traditional Chinese one” , however, someone
said: “they look like those pictures in the Cultural Revolu—
tion” . No matter good or bad the comments are, they are not
the most important for someone in hot pursuit of art.

However, no one knows that I do my creation of oil paint—
ing just for my own enjoyment. Therefore, I am different from

those outstanding painters, say, Ilya Yafimovich Repin, Vassily



Ivanovich Surikov, Francisco de Goya,Peter Paul Rubens,

Jean—Auguste Dominique Ingres, Eugéne Delacroix or our pre—
decessors, say, Dong Xiwen, Hou Yimin, Zhan Jianjun. They
concentrated on some special topics and historic events, which
means that the painting is too tiresome, and not free. I did so
in my traditional Chinese painting works like my Welcome the
Spring, Dabie Mountains in Snow, The Hometown of Tibetan
Serf, Water Festival, The Great Wall, The Conqueror(Xiang Yu)
and His Lover, The Master of The Himalaya Mountains. When
I finished each of them, I felt too tired to stand up, when I left
my studio, even breathless, and had to face the Sun for fresh
air, or to drink the rain, to relive me. When the painting job
made me feel to cry with tears, what I could do was to pray
that it would be good if my painting could give the audience
some comforts.

In 1980, 1 asked Mr. Yang Dalin, an artist in the Art Acad—
emy, to make for me one stone seal with the words: THREE
IN ONE. Its meaning is to tell the world that the arts all over
the world are in the three forms, and the three are in one.
Painting is real when it is figural, and painting is impressionist
when it is too real to be real, and painting is abstract when it
is nothing. Theoretically, the definitions of the three forms are
comprehensive, but the two—forms theory is unilateral though
many people agree with it. In 1985, I published this idea in the
Fine Art News. Some historians think that Pablo Picasso is the
typical abstract artist, but this may be too wrong, since we can
watch clearly his each painting touch and what he tried to ex—
press. So, it may be better to say that he is the typical painter
of late abstract art, as Eugene Delacroix should be the typi—
cal painter of the late figural art. Around three decades past,
since I put forward my theory of the three—in—one, only a few
theorists and painters and poets and artists quoted my theory,
however, this also means that it is a new theory, which can
be a rising theory someday. The three—in—one style in the oil
painting art has been a fact, and I think that it is useful and is
going to have an important place in the 2lst century, a golden
century for our artists.

3. A New Revival is Coming to the World of Oil Painting

Each nation in our contemporary world, as China is do—
ing now, is striving for its development in a harmonious way,
and the oil painting art, if in a right way, can be regarded as
one of the symbolic flags of human civilization with the wis—
dom from each nation. However, the situation is not so san—

guine since no enough attention is paid. In each of the three art

forms, there are so many great masters, and the three art forms
like three high mountains, reach their prime age, many people
and artists think that they are too great to create something
new, everything becomes unnecessary. With the advancement of
science and technology, and fast changing of our world, some
artists go to the behavioral art, this means to go away from
the painting art and it belongs to another kind of art. Some
artists go to the market, trying hard to find what can win the
best favour and thereby to make the graceful art become a slum
area. And some excellent painters totally give up their good
senses of oil painting and colors, and change toward the modern
painting, which has been played for more than 100 years in the
West, and then add something native to it. In the early years
of 1990s, I said in a mocking way that the oil painting was in
a crisis ( some people condemned my words as reactionary). By
judgment from the experiences of Chinese oil painting, it is not
easy to speak “we have caught up with the west oil painting
art” . On the other hand, it is not easy as well to speak “to
follow behind the west oil painting” .

Sometimes, some ideas appeared in my mind; if each na—
tion has its own unique oil painting art, that shall be excellent!|
China needs to keep its 5000—years civilization as the nuclear,
I hope that I become a fish swimming from the western three
forms towards the three—in—one. I pray to the Heaven for that
the oil painting art get out of the low tide nowadays, and for
that each nation can have its own great masters, 10 or 20 and
even more, with their wisdom and ambition, new styles and
persistence in oil painting art. A new revival of oil painting art
shall start then, shining in the 2lst century. Furthermore, it
shall be hard to say that the center of the art is in France or
in the U.S., then, the Chinese style, the Russian style, the
Mexican style, the German style, the Indian style, the South
African style, or American style, Spanish style, all of the na—
tional styles shall go together in the oil painting art, making up
the great rising tides one after another, so grand and so mag—
nificent. At that time, when the new revival arrives all over
the world, 1 shall be greatly moved and my tears shall be the
last.

(Translated by Wang Xinhua)
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