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ABSTRACT

Zong Baihua, the prominent aesthetician in
the history of Chinese aesthetics in the 20th
century, has made many original achievements in
the fields of philosophy, aesthetics and art,
especially those of Chinese art, the history of art,
and comparative study of aesthetics and art
between China and the West based on his
profound studies concerning the spirit of Chinese
culture, Chinese philosophy, Chinese aesthetic

ideas, Chinese art ideas and practices, combined
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with his contemplations about the developments of
Western civilization, cultural ideals, value
consciousness, art spirit and aesthetic theories.

Focusing on the creation of Yijing ( Z1# ,that is,

in the main, a meaning and poetic state) , artistic

6 consciousness of space, and the discrepancy of



aesthetic ideals between China and the West, he brings forward some
important aesthetic proposition and thoughts, such as “VYijing is born
in the intercourse of the objective nature vision and the subjective life
sentiment” , “the characteristics of Chinese artistic Yijing lie in Tao,
Dance and Emptiness” and others. The ideas and special methods
that he has developed exert a great influence on the subsequent
inquests and made a distinguished contribution to the development of
Chinese modern aesthetics. The study of Zong Baihua’ s aesthetic
thoughts will be essentially significant to a full recognition of the
modern development of Chinese aesthetics in the 20th century in
perspective of academic history and a profound understanding of the
objectives of Chinese aesthetics in the 21th century.

In philosophy, Zong Baihua was influenced by Schopenhauer and
Kant in his early days. It can be sensed of the traces of
Schopenhauer’ s Theory of Will in Zong’ s view of the world, his
understanding of life and his inquiry of aesthetic issues. His point of
view that “aesthetic sense is derived from sympathy” has something to
do with his way of understénding of Schopenhauer’ s philosophy. At
the beginning, Zong Baihua had an entirely positive attitude to Kant’ s
apriori idealism and agnosticism, but later he attempted to criticize
Kant’ s “pure formalism” on the basis of materialistic dialectics.
Starting from the reception of the two Western philosophy masters,
Zong developed his own philosophy, namely, the simple
understanding of the materiality and mobility of the world. His

understanding of materiality of the matter as an immediate reception

and impression, is based on the intuitionistic standpoint. His

comprehension about mobility has made his aesthetic study always

highly emphasize “mobility”, and his aesthetics can be seen as an
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aesthetics of movement as a whole. Furthermore, his scientific attitude
and methodology, as the foundation of his personality and his ambition
of social reform, are both the starting point and the aim of his
thoughts, which have influenced his understanding of life in reality
and made his research quite convincing.

In regard to aesthetic essence, Zong Baihua’ s thoughts stress the
relations between beauty and life, the creation of life, and artistic
associations, which fundamentally consists of the basic spirit of
Chinese aesthetics. In the respect of the essence of beauty, he exerts
a strong and distinctive pursuit for the values of life in which the
subject and the object are unified. He regards “Beauty” ( Yijing) as
the unity of “natural creation” and “spiritual resource” and the unity
of the objective trait and the subjective experience, and puts the unity
in the inner activity of life. As to the problem of the forms of beauty,
one of the major characteristics of Zong Baihua’s aesthetics is to link
the form with the content ( the magnificence and sentiment of life) ,
and he also makes it clear that the form must serve for expressing the
mobility of life.

Zong Baihua formulates a theory of the genres of sense of beauty
(beautiful ideals) based on his profound understanding of the spirit of
Chinese art and aesthetic ideals. For the first time he completely
analyzes the difference between “literary brilliance” ( elaborately
carved and colorfully embellished) and “lotus flower appearing above
the water” ( “concise modesty” ) and regards the later as the highest

aesthetic sense. Zong Baihua has two aspects of ideas about the origin
e

" of aesthetic sense. Firstly, it is generated in the unified course of “the

objective world being reflected in the mind” and “the objective

feelings projecting out onto the world”. Secondly, “Contemplation”



as the starting point of all artistic and aesthetic life, demands the
“emptiness” of the subjective inner mind, that is, the free spirit from
any constraints of things. Far from the “psychological distance” in
western psychological aesthetics, the emptiness is not isolated; the
course of aesthetic perceiving must be associated with aesthetic
practice.

Possessing the distinctive Chinese characteristic, Zong Baihua’s
theory about artistic beauty, especially his study of Yijing, represents
an extremely high level of theoretical state. He brings forward a
proposition that “ creation is the essence of art” through his
understanding of Chinese art practice and aesthetic spirit. His
emphasis on the truth of life of artistic creation ( the expressing of
“vitality” and “movements of life” ) not only embodies the ontological
prescriptions for art but also reveals the spirit of Chinese art. Under
his understanding of Chinese art practice, Zong Baihua’ s theory of
Yijing rises to the level of modern aesthetics and makes a point of view
that Yijing is the crystallization of “sensation” and “vision” and the
theory about “the three levels of artistic Yijing”. He takes the
abstract” and “the concrete” as the two essentials of the construction
of Yijing and consciously highlights the relation between Yijing
construction and the artist’ s cultivation of personality in which
“vacancy” and “substantiation” are also the essential elements. The
emphasis on the artist’ s cultivation of personality shows the inner
relation between Zong Baihua’ s aesthetics and the spirit of Chinese

traditional aesthetics.

In terms of “space-time syncretism” of artistic space, Zong
Baihua emphasizes its “melodious” and “rhythmic” representation,

namely, the incarnation of life flow and spiritual fluxion in the artistic
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space. So, he takes “Dance” as characteristic spacial consciousness
in Chinese art and model of all Chinese Yijing, emphasizing that
spacial consciousness and spacial representation of Chinese art just lie
in * Seeing infinity in finitude, and returning to finitude from
infinity”. Only in such artistic space can the profound contents
uncovered by artists ( namely, “Tao”, life rhythm, “real life”,
“cosmic truth”) be embodied, and can artistic creation reachs its
ultimate ideal and maximal achievement.

Originated in the deeply excavation towards the kernel and
implication of Chinese culture and art all the time, Zong Baihua’ s
Chinese and Western comparative aesthetics and artistic research
exerts beauty spirit in Chinese culture and unique value in Chinese
aesthetics and art. In the 20th century of Chinese aesthetic history ,
Zong Baihua’ s research on aesthetic difference between Chinese and
Western artistic representations possesses the most systematic and
original value. Among Chinese aestheticians in the 20th century,
Zong Baihua is the first person who investigates the discrepancy
between Chinese and Western aesthetic spacial consciousness. After
generalizing the cognitive root of this kind of discrepancy through
different perspective of Chinese and Western paintings, he sums it up
in the difference of Thing-I relations, which means tension and
abruption in Western world, and association and amalgamation in
China. This conclusion establishes a solid theoretical presupposition
for the farther inquiry about representation of aesthetic spacial

consciousness in Chinese and Western art. On one hand, he unseals

=g

the receptive types of Chinese artistic space as representation of life
significance, interpreting the characteristics of the receptive types of

Chinese artistic space through two concepts: “ Emptiness” and



