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PREFACE 1

The traditional Chinese painting, far from being in a pro-
cess of general decline during the omdern times, has been devel-
oping, butin a unfavourable situation. This has now become the
view held by many artists and scholars in China. International ex-
perts on Chinese art have also had a new perspective on it. They
have shifted their attention to the history of modern Chinese
art. All these pleasing changes occurred only in the past
decade. Before that period, China, in poverty and turmoil and
with insignificant international status, could hardly make its
modern art recognized by Westerners. Influenced by some
inappropriate policies in China, even the Chinese people
themselves belittled their own traditional art and culture. These
facts help to explain why the study of the modern Chinese art his-
tory is still at a preliminary stage. For making improvement in
this area possible, Pan Tianshou Foundation and Yanhuang Art
Museum held“ The Exhibition of the Works of the Four
Masters: Wu Changshuo, Qi Baishi, Huang Binhong and Pan
Tianshou” and “The Symposium on the Four Masters” in this
summer. v

The twentieth century Chinese art, under the Western influ-
ence, became more inclusive.The result was the increase in the
forms of expression. The Chinese painter adopted the genre of oil
painting and other technjques. In the field of Chinese painting,
there were two different stylistic orientations: some painters
drew on Western art experience (including that of Japan and the
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Soviet Union) for reforming traditional Chinese painting and
aéhiéved—their effect by fusing elements of these different tradi-
tions; others based their art on Chinese culture and traditional
values and made remarkable progress independent of Western im-
pact. ‘These two groups of painters are now called “ Fusing
School” and Traditional School” respectively. Both school, with
their different approaches, made distinct contributions to the de-
velopment of Chinese painting.

The Four Masters were the representatives of the latter cate-
gory. We selected them and put them in a chronological order
for comparison because they obvibiisly had typical common.char-
acteristics: v

1.The works of the Four Masters shew an improvement in
pictorial language over that of the painters before them. From
Liang Kai (#) to Qing Teng (F#) and BaDa (/\ k),
the brushstrokes, ink application and composition were gradual-
ly separated from the appearance of the object depicted and be-
came relativély independent elements with increasing aesthetic im-
plications. They proceeded from moderately free to very free.
brushworks. The strokes, ink stains and composition were more:
often used to express the authors 'moods, emotions and personal-
ities: Wu Changshou’s bold strokes with inscriptional effect
showing his strength; Huand Binhong’s ink masses demonstra-
tive of his mastery and training; - Qi Baishi’s his sincerity; and
Pan Tianshou’s.his uprightness. By their efford, they pushed
the traditional Chinese painting into a new realm.

- 2.The period in which the Four Masters lived was ‘a time
when Chinese and Western cultures converged. They knew the
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cultural contacts. Wu Changshuo was in Shanghai, a interna-
tional city; Qi Baishi had some ideas of what was foreign;
Huang Binhong corresponded with Western scholars for years;
and Pan Tianshou held a teaching post in an academy of fine arts
where Western painting was a dominant subject. However, in
their works, there was no trace of direct foreign influence. This
is a point worth examining. It seemed that they consciously drew
a line of demarcation to keep out such influence. - There were two
reasons for their doing so: the first, their nationalism which ste-
mmed from witnessing the suffering inflicted on the Chinese peo-
. ple by imperialists; the second, their profound understanding of
the values of traditional Chinese culture which increased their con-
‘fidence in the future of .the traditional Chinese painting. Their
“protectionist” attitude towards traditional art was, in the speci-
fic circumstance, a counterbalance to the Westernizing
trend. Generally speaking, " this“ protectionist” attitude like the
Westernizing trend was ‘important for the development of
Chinese art.

3.The creative works of the Four Masters had the Chinese
culture as their foundation. What distinguished their art from the
modern Western art was the differences of implicit values in their
works. For example, modern Western artists regarded
nonconformity and originality as the highest\ values, while the
Four Masters laid emphasis on the values of inheritance and cu-
mulative efforts. In the West, a person might become a famous
artist overnight, but this was highly impossible in a traditional
sense. The Four Masters considered learning from the past, get-
ting proper training and acquiring sdphisticated techniques to be
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the starting point for innovation. Modern Western artists tried to
develop their art by breaking traditional restraints and by going
to extremes, while the Four Masters made an effort to create
something new within the limit of traditional media and find a
proper balance between what to inherit and where to innovate=a
balance most difficult to strike and most valuable to

obtain. Furthermore, the Western artists, who disintegrated-

the comprehensive functions of classical painting, isolated for de-
velopment individual elements such as visual stimulant, concept
etc. and looked upon art as the product of individual talent,
while the Four Masters, who held the idea of painting in posses-
sion of comprehensive functions, had a high regard for cultural
accomplishment in an artist’s background and viewed painting as
the embodiment of the artist’s complete personality. Whether the
opinions about the essense of art held by the Four Masters are
outmoded or whether they should be replaced by modern West-
ern atr concepts are questions which need further discussion.

The differences between Chinese and Western cultures lie in
their different systems of values. The values of modern Western
societies, of which United states is a representative, have
brought about high material civilization, but they may not be
able to ensure constant prosperity in these societies. The Eastern
countries are now accelerating their development in many
areas. Happily we should say: God is so clever as to create a
world with many differences. Then, should Chinese art follow
the Western path?I have doubt about it. If the study of the Four
Masters can make us consider seriously the future of Chinese
painting, then this endeavour can be justified.
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San Francisco
Pan Gongkai

Academic Director of Pan Tianshou Foundation



PREFACE 2

This collection contains some of the treatises presented at the
recent symposium on the lives and works of the four leading mas-
ters of literari painting: Wu cangshuo, Qi Baishi, Huang
Binhong, and Pan Tianshou.

From April to June 1992, Zhejiang Museum, Beijing Art
Academy, Pan Tianshou Museum and Yan Huang Art Museum
Jointly held an exhibition in Beijing of the works of the Four Mas-
ters. Inaddition, asymposium was held by the Yan Huang Art
Museum and the Pan Tianshou Art Foundation from June 25 to
June 27.  This symposium got support from many fine art col-
leges, research groups, fine art museums, and the Four
MastersMemorial Hall and was attended by more than 40 special-
ists, scholars, and painters from Beijing, Zhejiang,
Shanghai, Jiangsu, Hunan, Sichuan, Guangdong, Fujian,
Neimenggu, Taiwan, and the United States. It received over 40
treatises.

The renown Four Masters have had a great impact on the world
and this symposium provided the first opportunity for a comparison
of the Four Masters and a re—evaluation of the development of
Chinese painting in the Twentieth Century from present—day perspec-
tive. The main focus was on the immediate influence of the representa-
tive artistic practices past on the present. This was the continuation of
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in the post“May 4th Movement” discussions of the future and fate of
Chinese painting.

The symposium provided a place for heated discussions of
the arts in the areas of macro—comparison, creation theory
study, discovery of chronology, and artistic activity, and
methodology. ‘

The papers presented to the symposium discuss the new con-
clusions regarding the study of fine art history and art theory dur-
ing these years.We hope this book will make a positive contribu-
tion to future research on the Four Masters ’ art and promote ar-
tistic pursuits in regard to art history and its individual painters.

We acknowledge our debt to all the people who had worked
for the symposium and helped us in bringing this book tothe pres-

ent form.

Editors
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