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Preface |

Art originates from creativity, without creauvity there will be no art. Art expresses itself through forms and painting, as a visual art is espe-
cially so. Forms of art are in fact forms of feelings and thought. Artists express their understanding of the things of the world through their indi-
vidual work. How they find, grasp and feel toward them and how then express them, all depend on how they master the forms of art and how
then express the scenery and spiritual world they experience and understand in their own language of art. To do without following a set pattern,
to do without repeating the used languages and models, this is where the life of art lies. An artist's capacity for hua (absorbing) and bian (creating)
decides his level of starting point and the original abilities of creation.

Painter Zhang Guiming engaged in art profession in Shanghai after his graduation from the Department of Traditional Chinese Painting, Zhe-
jiang School of Art in early 1960s. Because of the atmosphere of 1960s and 1970s, he was unable to free himself from the influence of the set
models of that time, yet he did have his own opinions and seekings. At the beginning of 1980s, he visited the Federal Republic of Germany,
where the trends of European and modern art gave him much inspiration. He had deep thoughts and reflections upon Chinese traditional paint-
ing and aesthetic problems and made comparisons between them: Western modern art stresses individuality and originality, aren't they in the
same line with the ancient Chinese sages’ aesthetic principles such as “singularity” and “personality”? Why should we always follow the stereotyped
patterns, giving people the impression of similarity? One follows another who followed the other, can this really be recognized to be in accord-
ance with the “tradition”? These new questions caused vibrations in his mind. Perplexity and hesitation of many years gradually dispersed and this
eventually enlightened him to break new ground in art, to shake off the self-confinement imposed upon him by the passive old traditions and to
seek for new creation, that is, to create language of sight more characteristic of his own in modern sense and national atmosphere. Guided by
these new conceptions, Guiming widely absorbed the cream of various schools with his skill and training. Ba Da and Lao Lian are his favorites,
but he does not follow any school absolutely, instead, he draws nourishment from professional painting tradition to folk art and foreign art
according to his own needs. This absorbing of his is none other than getting the pith and the spirit and then integrates them into his own lan-
guage of art. He made one break after another in the field of art with his works the “Portrait of Qi Baishi" and the “Portrait of Zhu Da", in which
he put more stress on spirit than on figure by applying the technique of exaggeration through simplification and made the men in the painting
more vivid and the painting more clean. He admires the Ba Da style, yet the technique is truly his own, which does not come easily but through
countless tempering and frustrations. This is also an evidence that creation is not something which easily comes at one’s discretion, but like a
newly born baby which may come only after nine months’ pregnancy. His later works “Spring”, “Summer”, “Autumn’, “Winter", “Reddening Cher-
ry, Greening Banana" and some flower-and-bird paintings all followed his style of simplicity, plainness and unconventionality with some childlike in-
nocence. He does not confine himself to one model, but tries hard to pursue more variety. His works are rarely similar to each other, this is of
great importance to a- painter. He always engages in deep thought and deliberation before painting. Some works seem easy-come, but are in fact
elaberately done. He uses the seal of “Guiming's Creation”, which is both plain and meaningful. Generally speaking, work in art is called creation
and that in science called invention, though in different realms, they are similar in the meaning that both create.

Guiming, the well-known painter, was born in 1939. He is an outstanding one among the middle-aged painters in Shanghai's artistic circles
and now a member of the China Artists Association and the First-grade Artist, Vice-President of the Shanghai Institute of Chinese Painting. His
works of art have been sent to exhibitions both at home and abroad and won praises and prizes for many times. Here he collects his recent
works into this volume and asked me to write an essay. | present my opinion as an introduction to this collection and quote as a concluding re-
mark the famous saying of Henri Matisse:"As an artist, he must be a creator.”

Shen Roujian



Preface Il

E. H. Gombrich says in his book Art and luusion “Style, like the medium, forms also a psychological orientation, prompting the artist to seek
from the surrounding scene some of the aspects that he can portray. Painting being an activity, the artist's inclination is to see what he can paint,
and not to paint what he sees.” Using these words to annotate the unique style of Zhang Guiming’s painting is certainly most appropriate. Every-
thing for him goes through a subjective kinetic transposition: twigs, straws, dress folds, and bird beaks all alike come out in bold yet mild strokes;
flowers, fruits, lotus leaves, flower vases, personal abornments all alike are in bright, quaint colours of set jewels. The sense of spatial depth has
lost much of its significance, while the feeling of rhythm created by the couplings of form and form, colour and colour, form and colour takes up
a prominent place.

This is a highly purified or, as we say, a programized language of painting. In contrast to the New Wave Movement characterized by the
rapid rise of one and the quick fall of another, it stresses quietism and stability; in contrast to strong political and philoso-phical colouration, it
stresses the integrity of the work itself; in contrast to giving full expression to fervour and the needs of aethetics, it stresses the artistic self-
restraint of the tradional Chinese painting. Rather than say that the theme of such paintings has been made extremely simple and even monoto-
nous, say that the purification of the language of painting has deprived the theme of its significance. Rather than say that the individual style of the
painting is the outward manifestation of subjective will and vital fervour, say that it is the unique artistic visual angle given the subject of the paint-
ing by the psychological orientation formed by the traditional pictorial pattern. Of course, the so-called traditional pictorial pattern is not a closed
concept, but that it is a kinetic system that not only affects the subject by habitual force but is also built into an integrated form by the subjective
choice, dissociation and association in respect of a multitude of pictorial patterns. Verily for this reason, in respect of such paintings, the differ-
ences between laying emphasis on content and stressing form, as well as the contrast between modeling after Nature and learning from the
ancients, have been relegated to utter insignificance, and the key link for ensuring an achievement centres thus in the cultivation of artistic self-
restraint and intuition. The ensuing objective difficulties are that the painter has to place himself for assessment.before the history of art embel-
lished by the grand achievements of the great masters and withal have those viewers of his capable of echoing a response, though not on the
same artistic level, adopt the same orientation. That probably accounts for why Zhang Guiming has but a few friends appre-ciative of his art and
gift in some way, while those who do know him feel a keen love for him.

Ever since painting became mankind's conscious activity; it has had the accompaniment of two contradictory pursuits: on the one hand, peo-
ple are after the “painting of an image.” and on the other, people are after the “image of painting.” When you have your eyes on the latter, what
you achieve is not the direct conversion between the significance of the painting and the form of the painting; when you have your eyes on the
former, you do it at the cost of having to sacrifice a man's many possibilities and desires. These twin contradictions achieved a transcendence to
subjective freedom in the somnolence of the rudimentary paintings; a relative equilibrium of subjective freedom and objective freedom in the
harmony and concordance characterizing the paintings during the periods of maturity and sublimation; and a counter-transcendence of objectivist
freedom in the highly autonomous ideology of the modern and contemporary paintings. At this late hour, contrasting outlooks on values and
pluralized methodology have intertwined to produce so many varied lines of views and options that it is difficult to single out which is the right
one. In the midst of the disintegration and changes in the spatial fields caused by the interflows between China and the West, and the conglom-
erations of the ancient and the modern, the painters quickly create viewers with new tastes, and the changes in the tastes of the viewers in turn
compel the painters to modify their own images and pursuits. Ane artistic environment like this that goes in for the worship of novelty and hold-
ing individuality in esteem more easily than any time in the past gives rise to two extreme biases. Those who uphold “the painting of an image”
reflect on the value of a work by its innate form, its success or otherwise to depend on whether it has found a unique language of form and the
language of form has to respond to the principle of existence and the law of development of the painting itself. Those who uphold “the image of
a painting” reach the reflection on a painting through their appreciation of the existing principles of values; i. e. to the extent the work embodies



a new standard of values, it acquires the prerequisite of the new values. To put it in simple terms, the former concern themselves with how one
paints and latter concern themselves with what one paints; the former have the painting for their object, whereas the latter have the painting for
their medium. The former stress the artistic quality of the work whereas the latter, the value of the work to humanity Though neither side has
the means to dissociate itself from the other side so as to stand by itself, it has in an unprecedented way given rise to a voluntary parting of ways
between the painters and viewers in the process of self-opting and self-projecting.

Examining Zhang Guiming's paintings by putting them against the actual spatial background, it would not be difficult to find a relatively ration-
al criterion. One certainly can concede that the painter is sincere, tenacious, and gifted. His sincerity is, in the main, manifested in his single-
minded pursuit after the nonmenon of art. If it can be said that the critical and realistic trends of the '80s have faced the social reality with can-
dour and courage, one can claim with equal veracity that the sincerity of Zhang Guiming's and that of a contingent of other painters of like prop-
ensity has faced the reality of the noumenon of the painting art itself with candour and courage. The difference between the one and the other
lies only in the horizontal bearings directing one’s efforts and certainly not a longitudinal difference of right and wrong, progress and backward-
ness. His tenacity manifests itself in the main in his unswerving pursuit after his individual style. Be it his early simplicity and plainness or his artifice
of recent years, different in aims and varied in results, it has never drifted with the times. His gift manifests itself in his rather difficult feat of amal-
gamating and casting of a great many different elements. Generally speaking, the commingling of homogenious elements is difficult to achieve but
easy to reach perfection, while the commingling of heterogenious elements is easy to achieve but difficult to reach perfection, While beauty in a
high stratum represents the state of rubbing and swaying on each other to the maximum limit, with the effect of mutual promotion and restraint,
while supplementing and complementing each other. In ancient Chinese art and literary criticisms, such antithetical word-compounds often appear
as (in Chinese renderings) “vigorous-charming," “robust-lovely,” “handsome-stalwart,” “Firm-graceful.” “extensive-deep,” "heavy as a crumbling
cloud, light as a cicada’s wing," --which, indeed, exhibit a mastery of the secrets of art. Zhang Guiming, as an artist of high calibre, combines a
literary man's free hand, bold brushwork and the careful and neat colouring characteristic of folk art and he discards even the neutral transition
between the two, seeking intensity from tranquilness; seeking fleeting movements from still life; seeking interest, charm, and integrity from casual-
ness and imperfections. In short, he ams high. Not without reason, he is wont to compare his artistic work to the plain but mellow Shaoxing rice
wine.

It goes without saying that the author (of this article) has a great liking for his works that embody the above-mentioned pursuits of his. What
he approves especially are just the predispositions of such works, not ruling out, of course, his liking and approval for other works differing from,
or even contradictory to them either in themselves or in the dispositions of their pursuits. In a pluralized world, not only different people’s op-
tions are pluralized, but even those of the same person under different circumstances are pluralized. My elucidation of his works is only one of
the many, and as regards this trifling article, it is only an extension of a part of my elucidation, evidently labouring under a limitation. My only
hope is that it will not go to fetter the reader's own appreciation and judgement, nor even the self-cognizance and self-discovery of Comrade
Zhang Guiming's. In fact it is my view that only with the provision of an unlimited multitude of possibilities unearthed in the course of elucidation
and reeludidations, discovery and re-discoveries will the hoped-for chances making for the creation of a new art present themselves. Here you'd
find the life force of the painting art, and here only!

December 1988 Lu Fusheng
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