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GUIDE TO THE USE OF THE SERIES

1.

N

PAINTINGS BY CHINESE MASTERS is a large series of
painting albums, totaling 30 volumes.

. PAINTINGS BY CHINESE MASTERS is published with

English-Chinese bilingual texts.

. The contents (in presentation order) are: photograph of

the artist, outline introduction, general preface,volume
preface, reproductions of selected works, the artist on
painting, the artist’s chronology, postscript and table of
contents .

. Each volume contains between 80 and 100 reproductions.
. To facilitate appreciation, the works are not arranged in

the customary chronological order or by conventional
category; they are mainly arranged according to visual effect.

. The chronology is presented in customary order, and its

contents focus mainly on the artistic and academic
activities of the artist.

. The artist’s views on painting are arranged according to

date of publication. When there are ancient Chinese
characters, variant forms of characters or interchangeable
homophones, the original characters are adopted. Some of
the views on painting are from inscriptions on paintings.
Undecipherable characters are replaced by blank squares.

. The English version of the preface and chronology of each

volume is somewhat shortened. In the translation of people’s
names and place names, pinyin is used in principle. In
some instances, when suitable, translations are used, with
pinyin added parenthetically.
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GENERAL PREFACE

Wang Bomin

C hinese painting has an extremely long history and is very well established. The artistic images on the Neolithic painted pottery and rock paintings
carved into cliff walls are the first sources of Chinese fine arts.

The glory of the paintings of the Han and Tang Dynasties is a source of pride for all Chinese. From the Song, Yuan, Ming and Qing Dynasties
down to modern and contemporary times, interest in and practice of Chinese painting have not weakened and in every generation there have
always been artists who continue the work, and each of the artistic works they leave behind bears characteristics of its own time. All these
traditions are continuing and becoming greater day by day. I have written many histories of Chinese fine arts and I feel profoundly that Chinese
painting is as lofty as the Five Great Mountains of China, continuing to flow through the millennia like the Huang (Yellow) River and the
Changjiang (Yangtze) River.

Chinese painting is the carrier of Chinese national culture. It contains our national character, the essence and the wisdom and awareness
accumulated by the generations of artistic creators. They are an extremely valuable cultural inheritance of all Chinese people. The Chinese have
philosophical traditions that are shared by many people of the East, but they harbour especially deep national sentiments with regard to Chinese
painting.

In the field of painting theory, Chinese painting constitutes a system of its own. In the selection of subjects -- no matter whether it is the human
figure, landscapes, flowers and birds or insects, fish, birds and animals -- the range is wide open and yet specialized, rich and yet disciplined. On
the matter of methods of painting, they specialize in brush pen and ink. They can be detailed or free brushwork, they can be blue or green, or
just black ink. Each style has its own special qualities. As for the whole of painting, they especially pay attention to the spirit, appeal, thought
and scene, as well as to conception and taste. The special characteristics of our nation’s artistic styles can be seen in the generations of famous
traditional paintings. These artists all have resounding names, for example, Zhan Zigian, Zhou Fang, Dong Yuan, Ju Ran, Xu Xi, Huang Quan,
Li Cheng, Fan Kuan, Mi Fu, Li Gonglin, Guo Xi, Cui Bai, Zhao Chang, Li Tang, Ma Yuan, Xia Kui and Huang Gongwang, Wang Meng, Ni Zan and
Wu Zhen of the Yuan Dynasty. Altogether there are just too many to name, and they all have left behind outstanding works. When these works
are exhibited in the exhibition halls of Beijing and Shanghai in the 20th century, viewers rolled in like waves. Their eulogies came out in the form
of long, thunderous sighs. The powerful and poetic expression of Chinese painting is indeed magical. When painting a landscape, for example,
the power of breaking through the time and space of the limited painting surface brings the painted scenery within view of people who generally
cannot see it. This is true whether painting the endless stretch of the Changjiang River or painting the towering lofty Mount Hua. When painting
with the “misty distance (i.e. viewing the mountain through mist and beyond waters)” method, one of the “six perspectives of painting far away
mountains”, one can paint “the mountain seems both to be there and not be there”, or one might choose to paint “the mountain is in the hazy
whimsical mist”. When we look at this painting, we feel as if we are reading the poetry of the immortals. One poem says: “Incomparable art of
this world moves the gods and ghosts to tears. The blue sea beyond the mountains makes the sky my roof.” When studying a Chinese painting,
indeed the enjoyment of beauty feels like this.

Chinese artists are willfully devoted to our nation’s cultural qualities and stylistic vigor. For instance, if they respect “hills and gullies formed from
within” as the way of painting, the artists will all self-consciously observe this principle. This lets the energy of painting come from within, so it is
not just added on from outside. This has been formulated by thousands of years of tradition. How rare and valuable this is!

The future for the development of Chinese painting is boundless. We live in an era which is advancing. Development and raising of standards
should take place in step, but they are also relative to each other. Therefore various kinds of complexities may develop on the path of
advancement around the world. In modern and contemporary China, apart from the artists of the previous generation like Qi Baishi, Huang
Binhong, Zhang Daqgian and Pan Tianshou, who is the great master of Chinese painting today? This cannot be decided by just anyone. We have
to wait until we can see all of the artists’ accomplishments. Undoubtedly, the condition of Chinese painting during the first half of this century
is that the artists are still in the running. Being still in the running is a normal and unavoidable phenomenon. Being in the running is self-
motivated. When there are more runners, the roadway must be widened. We should build more overpasses to let the running go more smoothly
without obstruction. Being in the running will bring advancement, more talents and more good works of art. We should appreciate this era of
painting being “in the running”.

Speaking from the perspective of historical summary, a history of painting naturally praises certain excellent works and intelligent and talented
artists. In the final analysis, however, a history should eulogize the existence of people and the value of people’s creations. Therefore, in observing
the future of development of a country and a nation’s art, we mainly should observe the quality and the moral condition of the people of the country
and the nation. China is naturally no exception to this. I am very confident and know very clearly that the Chinese people are diligent, brave and
wise. Chinese people struggle with heaven and earth and can overcome whatever difficulties until victory is achieved. The art of Chinese painting is
situated in such a setting. There is sufficient energy and all the conditions are right. The situation for painting is like the season of spring with gentle
winds and beautiful sunshine. Its advancement is occurring naturally and without limits.

I deeply believe that the art of Chinese painting has an incredibly boundless and bright future.
June 2008
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THE GIANT OF THE “SHANGHAI SCHOOL”: REN BONIAN

Gong Chanxing

“What lively design and such delicate harmony! Within these dense colours, owing to such fresh tastes and simplest
but most natural of methods, he easily and smoothly expressed so many things. Are these not the works of a great
artist? Ren Bonian is truly a grand master.” --Pascal-Adolphe-Jean Dagnan-Bouveret, Paris, France, 1926

Ren Bonian (1840 — 1895) whose various names include Run, Bonian, and Yi, and whose assumed names were
Ciyuan and Xiaolou, pet name “Heshang (Monk),” was born at Hangwushan, Shaoxing in Zhejiang Province. His
father was Ren Hesheng, courtesy name Songyun, a man who “studied, but not for the goal of getting a government
position. He set up a portrait painting stand by the street and made a living as he studied. He was good at painting,
particularly at realistic paintings.” Ren Bonian had received artistic influence in his family ever since he was very
young. His father made strict demands on him: he had to do realistic portrait paintings every day — folk portrait
paintings. Gradually, he accumulated many small portrait paintings. It was said that when he was about ten years
old, whenever his father went out, he would tell Bonian not to bother about asking visitors’ names, but rather only
show him their portraits. Indeed, whenever visitors came, Ren Bonian would quickly pick up a pen and do a portrait
sketch. When his father returned and saw the portrait, his father would say: “Ah, it’s him.” This indicates that Ren
Bonian showed good painting skills when he was no more than a young boy. Under his father’s tutelage, he learned
to carefully observe people in such a way that “his mind would remember what his eyes would see.” This was very
important in laying the foundation for his portrayal through painting, especially his portrait painting.

Xiaoshan was on the path of the Taiping Tianguo Movement. In 1861 Li Xiucheng’s troops moved east. When the
troops passed Xiaoshan during their invasion of Shaoxing, Ren Bonian fell into the hands of the armies of Hong
Xiuquan and Yang Xiuqing during the chaos of war. “The big chief ordered him to hold the army flag” and “he had to
wave the flag in the front of the army”. “Sometimes he marched with the army, and when he was in the fields, he slept
under the open sky until morning”. Although it was a short war experience, it had great influence on his creative life
later.

After leaving the Taiping Army, Ren Bonian came to Ningbo and this was where his early works began. “Farewell to
Dongjin” (1868; China Art Gallery) is one of his representative works during the 1860’s, depicting a farewell scene
at the bridge outside the East Gate of Ningbo. The five people in the painting are Chen Duofeng of Yin County, Ren
Bonian of Shanyin, Xie Lianshi (also named Fulian) of Zhenhai, Wan Geting (also named Houcheng) of Yin County
and Ren Fuchang (also named Xun) of Xiaoshan. This is the earliest extant self-portrait of Ren Bonian. All five of the
subjects are wearing Chinese long gowns, and are standing in various poses. The artist’s simple but strong strokes
portrayed their lingering farewell feelings. The scene is filled both with void and concrete painting; it is solemn but
not stale, as the concrete gives spirit to the void. The vast blue watery background contrasts with the double-lined
leaves and the bridge. Using his very own personal experience, this artist under 30 years of age appropriately depicted
true, moving farewell emotions, with scenery and feelings woven together. All this demonstrated his outstanding
painting skills.

Ren Bonian later left Ningbo with his uncle Ren Fuchang and went to Suzhou. Although he was in Suzhou for only
a short time, it was an extremely important period in his life. In painting, he continued the old tradition of the great
painters of the Song, Yuan, Ming and Qing Dynasties, but he also studied the portrait painting techniques of Ren
Fuchang who was of the new age. Suzhou itself is an ancient city imbued with culture. The four artists of the Wu
School: Shen Zhou, Wen Zhengming, Tang Yin and Qiu Ying, were well known all over in the Jiangnan area. After
the Yangzhou School, the market for paintings shifted to Suzhou for a short time. Ancient paintings of famous
artists were not hard to find in the Suzhou markets. Ren Bonian was able to expand his vision by viewing many
famous works there. He copied and imitated works by Chen Hongshou and his son for practice; he carefully studied
the outlining and colour application methods of the Song Dynasty, and expanded upon the special skills of portrait
painting that he had learned at home. This was an extremely fast improvement for him in learning the traditional
painting skills. He painted “Small Portrait of Sha Fu at 39", “Small Portrait of Ren Fuchang”, “Small Portrait of Bo
Ying at 40”, “Hengyun Mountain People Begging”, “Portrait of Fanshishan Farmers”, “Small Portrait of Madam
Peiqiu” and “Portrait of Liu Sheng”. Because of his outstanding portrait painting skills, he made friends with many
painters, not only in Suzhou but he also became acquainted with Hu Gongshou of Shanghai. And it was because of
Hu'’s presence that Ren Bonian moved from Suzhou to Shanghai in 1868. There, he still relied on selling paintings for
his livelihood.

When Ren Bonian first arrived in Shanghai, he “lived in the Yu Garden and was very unsuccessful. He went to the



Spring Wind Teahouse for tea every day. There was a sheep pen below the teahouse and by observing sheep everyday,
he learned to paint them in such a way as to capture their spirit.” Sanpailou was the commercial centre in Shanghai
that was densely populated and bustling with commerce with various trades and all types of people with countless
displays of feelings and customs. Ren Bonian carefully examined their customs and habits and understood these city
folk’s interest in beauty, and this is fully revealed in his paintings. During this period of time, Ren Bonian became
acquainted with many famous artists there, for example: Yang Runbo, Zhang Zixiang, Xu Gu, Gao Yongzhi, Hu Zhang,
Wang Li, Zhu Cheng, Zhao Zhigian, Wu Changshuo, Liu Dezhai, Pu Hua, Wu Dazheng, Yu Quyuan, Zhou Xian, etc.
These were all professional calligraphers or painters well known in society and they all had profound understanding
of traditional literati paintings. Ren Bonian’s contact with them was a great benefit to him. At the same time, in
order to express the new artistic needs of citizens, he continuously sought to improve his painting skills. While selling
his paintings at the Stationery and Fan Shop, he paid particular attention to the demands and preferences of the
mass of citizens. Although painting fans is a simple artistic creation, “the demand kept on increasing because all the
merchants considered being able to pull a folding fan out of their pockets or sleeves was something to be proud of.”
Under the influence of these literary people, Ren Bonian established a sound foundation for the freehand brushwork
paintings that arose after the literati paintings. His paintings also became more poetic and not just by inscribing
poems on them. Poetry was in the images of his paintings. Ren Bonian often told people: “I can say that my paintings
are ‘written’ ”. Both the Shanghai Forest of Calligraphy and The Sequel to the Shanghai County Gazette testify to
what he said. He himself said: “When painting, whether it is well done or not, it all depends on the word ‘write’ ”.
Why does he not say “paint”? The reasons are two: 1. To “write” from the heart, is to be poetic. What he meant by
“write” is to paint from life (“writing life”) and use freehand brushwork (“writing spirit”). And freehand brushwork
(“writing spirit”) is a technique that is unique to Chinese painting. Only when there is spirit is there content. On
many of his paintings, such as “Secluded Bird Singing in Spring”, “Myna” and others, he inscribed the words: “written
in front of the living object”. And on many others, he inscribed: “spirit written by Bonian” and on many more “written
by Bonian”. He painted the spirit of his images with a strong skillful brush and would not paint too realistically with
fine strokes. In other words, he looked upon content as spirit and developed the content with spirit. 2. Why did he
select the word “write”? Discussions on Paintings by Wang Xuehao says: “The one word ‘write’ says everything. It
is very sincere. Characters have to be written, not retraced over, and it’s the same with paintings. Once a painting is
traced over, it becomes rather common.” From an objective point of view, Ren Bonian emphasized that his paintings
were “written”, and this shows that he is no common artisan. When Ren was instructing Wu Changshuo in painting,
he taught him to blend calligraphic brushwork with that of painting. This shows that he himself had absorbed the
creative ideas of the literati painters. This was particularly so after he read the volume by Bada Shanren (Zhu Da,
1626 — 1705), when he “understood even more the beauty of using the brush. Even when painting something very
fine, one must use the strength of the mid-part of the wrist...” Bada Shanren can use the least number of strokes of the
brush pen to paint the richest objects. His lines are long and there are many curves. The images he creates are round
and smooth, so his strokes can be horizontal, vertical, smooth turning or sharp turning and they are very flexible and
versatile. Ren Bonian learned from Bada Shanren that no matter whether one is producing a large or small painting,
one has to use the middle part of the suspended wrist, so as to make the lines round, strong and enduring. Therefore,
“writing” is inherent in the act of using the brush pen vigorously.

In 1885, Ren Bonian inscribed on a page of a volume of figure paintings: “When Xinluo Shanren uses his brush pen, it
is like Lady Gongsun performing her Sword Dance and Breakaway Dance: sharp and smooth with appropriate pauses;
and no one can challenge this. Nowadays, when people are just beginning to learn to paint, they will start imitating
Xinluo Shanren right away. This is really laughable!” It is true that among the Yangzhou School of painters, both his
brushwork and inkwork are marvelous any way you look at them. They are strong, full of spirit and uniqueness. This
is why Ren Bonian respected him so much. We can see that among all of Ren’s works, many reflect what he learned
from Xinluo Shanren, examples being: “Silk Bamboo of East Mountain”, “Golden Valley Garden”, “Tending to Ducks
at Luding”, “A Collection of Figure Paintings”, etc. Ren Bonian is an artist who truly understood Xinluo Shanren,
because although he learned Xinluo’s techniques, he only imitated his spirit and not his paintings. As a result, Ren
Bonian was able to keep his own style. Ren Bonian said that he “writes” his paintings; one of the reasons is because
he obeyed “the six ways of painting” and he made a serious study of traditional paintings. He believed: “What is
good about the paintings of Song Dynasty artists is that they are good at painting live objects (xiesheng)”. This is
completely correct and he continued this tradition, but he is not bound by old methods and is able to create whatever
comes naturally. Zhang Yuguang said: “Ren Bonian is very strong in painting live objects and there is not one among
the ancients who can match him.” This is not an exaggeration at all. All his paintings of figures, animals and birds,
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birds and flowers and landscapes are from real life, and his portraits of real live objects are well recognized.

In 1876, Ren Bonian painted “Small Portrait of Zhongying at 56”. Ma Heng, curator of the Palace Museum, wrote a
postscript on the portrait: “I heard Fang Qiaoling of Zhenhai say that at first when Ren Bonian was selling paintings,
Ren looked after Fang’s household. Fang Qiaoling respected people and was very hospitable. He treated Ren with
much respect but Ren never expressed any thanks to him. After half a year when Ren was about to leave, he painted a
portrait for his host. Ren pulled out some paper, spread some ink on it and with just a few strokes, he painted a view
from the back, and whoever saw it would say it was a marvelous likeness. And Ren Bonian said, ‘Ever since I began
serving here, there was not a moment when I was not observing my host’s behaviour. Now I am just conveying his
spirit and not his likeness.” Xi Wen painted my portrait this spring and both my spirit and my likeness were captured.
He truly rivals Ren Bonian. Naturally whenever he sees a portrait by Ren Bonian, he collects it and stores it securely.
November, 1948. Ma Heng of Shuping, Yin County, at Beiping (present day Beljing).” Xu Beihong (1895-1953)
wrote a postscript on the painting: “Ren Bonian excelled in his art and was extremely talented and he had a keen
ability to observe. Every time he produced a work, he would reach into a unique realm. Just like in this painting, it
is marvelous how he expressed the spirit of the subject. His way of painting this portrait is oblivious to the old ways,
but it is natural and at ease, unadorned and graceful. If this is not genius, what could it be? In the autumn of 1948;
Xu Beihong happily inscribed these words of praise.” Therefore, “write” represents Ren Bonian’s excellent skill and
“spirit” is his mode of expression. This is the core of Ren Bonian’s aesthetic philosophy. Due to his environment,
the times, the needs of society and other reasons, he was strongly influenced by literati paintings. Although his
figure paintings followed the ways of folk art, soon he would be influenced by Chen Hongshou, Zeng Bochen, Xiao
Yuncong, and Fei Xiaolou. He did not simply follow one painter’s style; he accepted them all. He also studied the
Taoist Priest Qing Teng, Bai Yang, Bada Shanren, Yun Nantian, Shi Tao, Wang Wang’an, Li Shan, Hua Xinluo and many
others. His later paintings very clearly are mixed with elements from the literati paintings and western paintings, and
the transition from folk art to literati art becomes more and more obvious. This happened until his old age and it will
not be an overstatement to say that he had already become one of the literati painters. No wonder he repeatedly said
that his paintings were “written”. He said the word “write” could make a painting good or bad. This shows that his way
of paintings is not quite the same as that of the literati painters. This then is the special characteristic of Ren Bonian’s
paintings. He chose the word “write” and no doubt it is the most important core. This is the refined theory of his taking
“spirit” as the master while he “wrties” a painting.

Ren Bonian said to Wu Changshuo who was just beginning to learn to paint: “You are good at calligraphy; why don’t you
use seal script method to paint flowers and use cursive script method to paint trunks. Change the lines of calligraphy
and fuse them together with painting. Then it will not be difficult to discover the secrets of painting.”

After Ren Bonian moved to and lived in Shanghai, he had a painter friend Liu Dezhai who had considerable influence
on him. Liu who was good at western painting, was the director of a art gallery which was Shanghai Catholic Church’s
gallery at Tushan Bay at Xujiahui. Under his influence, Ren Bonian studied sketching and painted human models,
and this increased his ability to paint from life. It is said that whenever he went out, he would carry a notebook and
quickly sketched whatever he needed with a pencil. This enriched his source material for creativity.

Not many years after Ren Bonian moved to Shanghai, he gained surprising fame as a painter; and one after another
people came to commission him for paintings and there was quite a backlog. He owned his own residence after he
moved from the upstairs of the Stationery and Fan Shop to a place next door to Eternally Great (Jiuda) Tea Shop at
Sanpailou in town, and he married Miss Lu. His neighbour was Zhang Ziyun who was good at making opium pipe
bowls from purple sand (zisha) clay and they were very expensive. When Ren Bonian saw this, he was suddenly
motivated to gather high quality purple sand clay and make them into teapots, wine cups and many other kinds of
utensils. He also made a statue of his father, which was about three feet tall, complete with great detail in facial
_expression and clothing. He spent every day on this and neglected his painting so there was not even any money
for food. His wife was so angry that she knocked over the table and all his clay works fell to the floor and broke into
pieces, except his father’s statue. There were other painters in the history of Chinese art, who also did sculpture: Dai
Kui and Dai Bo of the Eastern Jin and Yang Huizhi of the Tang Dynasty. There were very few after the Song Dynasty
and Ren Bonian was the first one since the beginning of the Qing Dynasty.

Ren Bonian started smoking opium when he was in Ningbo and became too lazy to paint. Commissions piled up, but
he could no longer keep his promises. His good friends Dai Yongbo and Yang Borun criticized him sternly because of
this. Yet, every time after he had his opium, he would become lively as a dragon or a tiger, full of spirit and energy.
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He would then leap up and finish some truly fine work in an instant. He painted swiftly with ink full and dripping —
they are indeed exquisite works by gifted hands.

Ren Bonian displayed both talent and hard work. The figures, portraits, historical stories, legendary heroes,
immortals, double-lined flowers and birds, freehand flowers, birds and animals and landscapes are all outstanding.
He is an all-round artist. He created and painted works with strong eastern qualities to let the whole world know the
enchanting charm of Chinese art which surpasses time and space. Ren Bonian painted three different paintings of the
ox. In 1997, Togo in Africa issued a set of stamps: “Ox Paintings in the Year of Ox — selected works of Ren Bonian”.
This shows indisputably that Ren’s paintings definitely have entered the international painting and overseas art
markets and enjoy world fame.

Ren Bonian is an outstanding and talented grand master of art. He has had profound and wide influence in the
history of modern Chinese art and he enjoys an extremely good reputation around the world. He was an equal of
his contemporary, the world famous Vincent Van Gogh (1853 — 1890) , and was as talented as Anders Zorn (1860 —
1920) of Sweden and Joaquin Sorollay Bastida (1863 — 1923) of Spain. He was a supreme epoch-making creator. In
an environment solidly grounded in traditional painting, unafraid of ridicule by writers, artists and traditionalists,
he dared to create new realm and injected modern ideas into both the content and the form of the old traditional
painting, making it more popular, more up-to-date and more personalized. Thus he has become the finest of the
Shanghai School of artists.- A Collection of Authentic Paintings by Mr. Ren Bonian (1887) was published during
his lifetime and it enjoyed the reputation of being “the grand view of six ways”. Paintings From the Mustard Seed
Garden (Jieziyuan) also added Ren Bonian’s figures, flowers and birds, and landscape paintings. Because of these,
he is considered the chief artist of the “Shanghai School” and was the most outstanding and famous artist in Shanghai
during the Tongzhi and Guangxu eras (1862 — 1908). After he passed away, there appeared many special studies of
him and many collections of his works, and his artistic achievements have been fully confirmed. Xu Beihong thought
that Ren Bonian was “way ahead of the four greats of the Yuan Dynasty, and Wen Zhengming, Shen Zhou and Tang
Yin of the Ming Dynasty. I certainly think he is the greatest painter since Chou Ying (Shizhou) and this is not at all
an overstatement.” Wu Changshuo calls him the “Holy Man of Painting” and deems him one whose skills in art have
reached the highest realm. From this, we can see the esteem and respect in which Wu held him. “Ren Bonian was the
star of his generation, but he was not pedantic; he was a lyrical poet, but not an epic poet. He was limited by his life
and profession. His talent is closer to Li Bai (701 - 762) than to Du Fu (712 - 770) of ancient times.” Li Keran (1907 —
1989) said: “Ren Bonian is very good at composition in his paintings. In some paintings, a few trees occupy most of
the painting, and the figures below are perfectly placed and in a marvelous way.” The revered Zhu Qizhan thought “Ren
Bonian is an all-round artist who is good at figures, flowers and birds, and landscapes. He has many works and a wide
variety of topics. He has refined skills and his ways are fresh. The only regret is that his personal qualities are a bit
lacking.” All the praise received from Chinese and foreign artists naturally makes him the greatest figure in Chinese
art in the 19th century. He is well known to the whole world with his fearless creative spirit. Ren Bonian truly is the
greatest of his generation, and his paintings are on top of the crowd of painters; he is the greatest of the Shanghai
School, and his elegance and talent are peerless.

Ren Bonian had a difficult time all his life but he never ceased struggling and working hard. He left behind thousands
of works. In his late years, he suffered from tuberculosis and became weak and old before his time. He panted and
coughed and sickness invaded his whole body. Therefore he could not devote himself to painting and not very many
works are left behind from his later years. In 1895, this world famous grand artist Ren Bonian could not bear his cold
and harsh environment any more. On December 19, 1895, he died in sickness and poverty when he was 56 years old.
A great star in China’s art world had fallen.

Wu Changshuo traveled to Shanghai from Suzhou and cried bitterly over Ren’s body. Ren’s friends Gao Yongzhi, Xu
Gu, Pu Hua, Wu Changshuo, Shu Pinggiao and others took care of his funeral.

Xu Gu wrote an elegy for Ren Bonian:
“Your brush pen is not run of the mill; you always come up with new ideas, your art is supreme. Heaven has stolen
you from us; who can continue your work? Our ways will no doubt decline.”

Wu Changshuo composed an elegy:
“Everlasting fame in painting; even in dust, you will forever live on.
I cried and cried in the wind, the world of water and ink has lost an understanding friend.”
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PAINTINGS BY CHINESE MASTERS

R EN BONIAN
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1840 — 1895

Ren Bonian is a famous modern Chinese artist, born in Xiaoshan,
Zhejiang Province, and his ancestral home is Shanyin. His given name
is Yi; his style name is Bonian and his assumed name is Xiaolou. He
was one of the important founders of the “Shanghai School of Painting”.
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