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JIANG ZHENGHONG

Born in Zhoushan, Zhejiang Province, in 1936

Graduated from the Central Academy of Fine Arts in 1960, learned
traditional Chinese painting and woodcut printing, under the super—
vision of such masters as Li Hua, Li Keran, Ye Qianyu, Li Kuchan, Gu
Yuan, Huang Yongyu and Zhan Ding

Teacher of fine arts in institutions of higher education since
1960, teaching in the Department of Fine Arts in Central University
of Nationalities, Central Academy of Art and Design, now Academy of
Fine Arts and Design, Tsinghua University

Gold prize winner for his painting "New City" at the seventh World
Festival of Youth and Students in Vienna in 1959

Member of the Association of the Chinese Fine Art Artists since
1963

"Exhibition of Traditional Chinese Paintings by Jiang Zhenghong',
held in the National Gallery of China in 1992 , ,

Winner of the Luxun Prize awarded by the Association of Chinese
Woodcut Printing Artists in 1996

Nominee for the prize awarded by the International Appraisal
Commission at the International Exhibition of Works of Art and
Science and International Academic Symposium on Art and Science in
2002

Paintings collected by The Great Hall of People, The Memorial Hall
of Chairman Mao, and Beijing Metro; hung and collected within such
famous places as The Great Wall Sheraton Hotel and Holiday Inn in
Beijing; published in many renowned domestic and international
magazines; submitted for various exhibitions

Writer of Learning the Techniques of Traditional Chinese Painting;
" Techniques for Freehand Brushwork in Traditional Chinese Painting;
An Artistic Biography of Huang Binhong; Techniques for Painting From
Nature with Charred Ink; and several others
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Foreword

These paintings of mine are not characterised by detailed lifelikeness,
an exuberant application of brilliant colours, or docile compliance with
technical matters, but they express my feelings and introspection, embody
the transformation between ugliness and beauty, and represent my artistic
conception of an unsophisticated, vigorous, flourishing and nourishing
world.

Paintings are not to be produced to please the eyes, but to refine the
soul. Hills and water in the Cosmos are not ugly or beautiful by themselves;
they are perceived to be so by our conscious mind. In fact, the Cosmos has
more ugly scenes in it than beautiful ones. The inspired mind, discon—
tented with sensuous pleasure from beautiful landscape, devotes itself to
exploring the underlying beauty of the superficially ugly landscape.
Whether it is to find grandeur or elegance beneath ugliness, it is the
pursuit of underlying beauty.

Ugliness is the extension of extreme beauty. What ordinary eyes
perceive as being beautiful is no other than a composite form of regularity,
grace, symmetry, orderliness, harmony, abstraction and delicacy. Beauty is
generally attributed to a landscape depicting elegant hills and clear
water, red peach blossoms and green willows, or with misty scenery and
vast void, the faithful representation of whose form is taken to be beauty
itself, without the dexterity of brushwork. Alternatively, it is painted
with some clever tricks, giving it "flesh and muscle", but not "bone".
Such beauty is feeble, lifeless and shallow, and, as such, it is not true
‘beauty. A landscape that looks pleasant to the eyes can arouse only a naive
sense of beauty in everyone, a sense which remains on the primitive

sensuous plane..
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What [ mean by underlying beauty or extreme beauty is charécteﬁsed by the
expression of individualised perception, and the expression of overwhelming and
sweeping beauty. It is the beauty perceived by the painter himself, imbued with
individuality. It is, in itself, transcendental, vigorous, flourishing, nourishing,
harmonious and distinctive. It is like mist and cloud, gleaming and capricious, but
with distinctive brightness and hues, and pleasing to the soul.

To catch grandeur and elegance beneath ugliness, the painter should be able
to go beyond the "ugly" appearance of the scene and represents, on the paper
with brush and ink, what he reconstructs in his mind, a collective product of his
understanding, integrity, use of techniques, insight, analysis, interpretation and
reorganisation. Through such deconstruction and reconstruction of what is out
there, the painter arrives at the true nature of scene, the recreation of which with
brush and ink will be extraordinarily appealing. This may entail some apparent
deformation, asymmetry, disorderliness, dissonance, or may sometimes seem to be
"unbearably ugly". Closer scrutiny and attention, however, will immediately
enable the viewer to unveil the true implication conveyed in the work.

One should certainly not represent ugliness for its own sake, but the
grandeur and elegance beneath ugliness. To express grandeur is to express
the majestic magnificence of the depicted scene, while to express its
elegance is to express its grace, naturalness, simplicity. It is such
grandeur and elegance that give an otherwise ugly scene extreme beauty.
Ugliness is the result of mental perception while beauty comes from
aesthetic experience, followed by the sublimation of that experience. When
the grandeur and elegance expressed by the painting appeal to you, the
apparent ugliness is no longer at work: you are carried away into a realm
of extreme beauty. Such brushwork is categorically superior to that which
attaches too much weight to representing outward beauty, since it derives

inspiration from Nature by mentally reconstructing the depicted scene, and



it is recreated with personal aesthetic experience — the painter's integrity,
technical skills, insights and feelings collectively. Ease and dexterity
in brushwork enables the painter to go beyond lifelikeness to recreate an
image with ink and brush. While this image is not true to life, it
expresses the true character of the depicted scene by ignoring the de—
tailed resemblance and retaining, as the basis, the aesthetic framework of
the perceptual experience.

My paintings are an integration of personal ingenuity, self—cultiva—
tion and many years of brushwork refinement, which benefited much from my
distinguished teachers and other masters of fine art. They are created by
recapturing the spirit of Nature, concentrating it to the tip of the brush
and leaving an image on paper. They are spirit—lifting, intoxicating,
refreshing, inspiring towards a higher aesthetic realm in the mind. They
are targeted at eliciting an aesthetic experience, rather than superficial
and fleeting sensuous pleasure. An artist's experience of beauty necessar—
ily entails its actualisation through creative artistic activity. This is
what we mean by recreating Nature: merging the painter's self with Nature
in the work of art. Throbbing sentiment and rational introspection find
unity in representing the resonance of Nature. The spirit of landscape is
embodied in an appropriate conflation of transformation and unity, produc—
ing the harmony in the depicted scene.

My paintings are more of an expressive than a representational
nature. They are aimed at expressing the substantial inner force with a
structural integrity, dominated by artistic recreation rather than life—
like representation. The ultimate destination is an artistic realm in
which the feeling and the scene merge into each other, and in which the
distinction between the creator and the creation is blurred. The paintings

are endowed with a sense of dynamic movement, stimulating imagination and



arousing shared feeling from viewers. They are marked by an affective interpre—
tation of the depicted scenes, which is an essential abstract element in traditional
Chinese painting, expressing my feelings and understanding.

The manipulation of brush and ink should not be restricted by lifelike
images. Lines are virtually non—existent in real life. The Chinese artists conceive
of their existence, enrich and refine them, applying them in painting to delineat—
ing images. This abstract element was already there at the birth of the traditional
Chinese painting. Centuries of refinement only made it richer, until brushwork
later evolved into an art form of its own right, further detached from mere
imitation of real life images themselves. Various movements of the brush, the
varieties of strokes, and ink application techniques have been developed to create
the desired images on paper, ;endowing them with the much cherished resonance
and soundless harmony. Real—life objects are taken apart and converted into
images on paper by a miraculous rearrangement of lines, dots, colour, and
blocks. Inspired by Nature and the spontaneous inner force, artists
instill into their works of art their personality, experience, feelings
and the art of brushwork, giving their works a sense of profoundness,
loftiness, mystery, intimacy, continuity, or even absurdity.

Transformation between ugliness and beauty, reconstruction, or an
unusual touch of the brush, these are all means to expressing the outburst
of feelings. The expression of feelings, rather than lifelike representation,
is of prime importance in my paintings. I am often so overwhelmingly

intoxicated by my feelings when I paint, that I forget the outward form.
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