BEAEZABYE

BREAB
COLLECTION OF EXHIBITION CATALOGUES
TSINGHUA UNIVERSITY ART MUSEUM

FRERFEAR
AMERICANS ABROAD

LANDSCAPE AND
ARTISTIC EXCHANGE 1800—1920

ZEHBRARZRFIAFT ZAR G HEE
19—20 HEXRER

REAYZABLE DEIBAFAEIATFTIAGHE &

HETE T




EREW: ER /4@

ISBN 978-7-302-51067-3

30215106731>
Eff: 260.00 5T




BEXFZZAREYIE

BEAH

COLLECTION OF EXHIBITION CATALOGUES
TSINGHUA UNIVERSITY ART MUSEUM

FRTENZAR
AMERICANS ABROAD

LANDSCAPE AND
ARTISTIC EXCHANGE 1800—1920

[ BNV R A BTN 2R R PR e
19—20 tH20 X 5% ) Ji
—

BEASZREME HEEZRAZRMIRFTZRENE &

v % 4 & it
it =



WRARERE , BIUBR . FINEIREIE: 010-62782989 13701121933

FEERRSGH (C1P) #dig

SEHOATEIY A - JEENE S0k AR5 LA W01 9-20 40 LB/ 355
REFEZARTEYIE, ENE LN 2ERITI AT ZAR DG, — Jba - e, 2018

GBS AR RS AT )

ISBN 978-7-302-51067-3

I. D% T, OF - QER- M. DR — L a % — R — 192014 V. (DJ231

r [ AR [ P CIPERAZ 7 (2018) 251918 135

THEGE: A
it £ OB
TR : o
SEEENE]: ]k

&L T: IEEAE I bRt

i) HE: hp:/iwww.tup.com.en,  http://www.wqbook.com

Moo Rk JbaUEREREERERE A JE B S 100084
5 #HL: 010-62770175 HE WA 010-62786544
R S EEH RS . 010-62776969, c—service@tup.tsinghua.edu.cn
R 010-62772015, zhiliang@tup.tsinghua.edu.cn

=

E % #: KHEESOT s E A R A 7

% SEFERN

A 230mm x 290mm ENsk: 10.75 FH 238 TF
B Wk 2018 HEQ AN 1R EPYR: 2018 4ESH A 1 IENR

E i 260.00 I

P 081069-01



BEXFEZAREMIE

REAR

COLLECTION OF EXHIBITION CATALOGUES
TSINGHUA UNIVERSITY ART MUSEUM

Eft: @ & THE

g (KRBT )

oo TRl PR AEE AU B BARE MR TR dIERE R AR
kR BT REH Sl @ A0 oSk Ee skokth MR Tl @ K BRA
ok RO ¥ M b fbEE e dekeE

ARG EERFEARMIIE  EESLA BN 2 AN
RORRN: A K- (]

BYHE: 5 P BEL

WA sl - R fR AL

i s N BRI

RIEEIAL: B

MWL £ W

IEH bR R - AT R

YT M ANEER Gk B 5 BE XAEER
P st afc WA FRRIE - HlEH

SRRt MR E OB BT

PSS S

SR RSN ARG 2

Editorial Board

Head: Feng Yuan, Wang Mingzhi

Members: Ma Sai, Wang Hongjian, Wang MmgzhL Lu Xinhua. Dai Daguan. Feng Yuan, Lu Pintian, Zhuang Weimin,

Liu Yuanfeng, Liu Jude, Du Dakai, Du Pengfei, Li Wenru, Yang Dongjiang, Yang Xiaoyang, Wu Weishan, He lie, Zou Xin,
Zhang Gan. Zhang Fuye, ( ‘hen Lusheng, Fan Di’an, Shang Gang, Lang Shaojun, Xu Bing, Xu Hong, Peng Lin, Jiang Yunzhong,

Lu Xiaobo, Zeng Chenggang, Xue Yongnian

Host: Tsinghua University Art Museum  Eskenazi Museum of Art. Indiana University
General Director: Feng Yuan, David Brenneman
Executive Directors: Su Dan, Yang Dongjiang

Curator: Jennifer McComas, Xu Hong

Project Leader: Wang Chenya, Wang Peng

Assistant Curator: Ge Xiuzhi

Visual Supervision: Wang Peng

Logistics Coordination: Anita Bracalente

Exhibition Team: Yang Hui. Sun Yiwei, Zhang Ming, Lan Yu. Liu Yaxi
Catalogue Editing: Zhang Ming, Mariah Keller

Text Proofreading: Huang Wenjuan, Wang Ying, Xhong Ziwel
Administrative Coordination: Ma Yanyan

Support: Terra Foundation for American Art. Chicago

TAM1  guews . TERRA

424z xeme INDIANA UNIVERSITY FOUNDATION FOR AMERIEAN ART




v

Tl

Hij

KB - fisl]
N8 2R A BTN T AR I IR 1

L U
R ZAR T IS

“GRATEN EA—— SRRV A R 19— 20 22t e
MR IREREL, RIS A I TF A I STt kS A R
Whrle, AR A TR

SEHITAN T EAR =TT 19 LSRRI R K, AR e 30
RIBKH ATEBCR , HESTRISC R TR AR SR 2, VRN T 19 142y
P M AR AR IR OIS it AR AT G £ AL
KPR, 1K — SRR T 1Ay LR M AR AT AN T ZA N 2
SFMER ARG, EA. IR Ml A2 IS AL

[ BRAZ A ZAREHF BRI A TR B AR "SRRI ZR™ KOs, il
HMEZ P ARG 2 A ARBBAG I AN (AT SR AT IAIH.

19 HEZE R, RS BAT GRS 3R, Al e T s BB 2R R 17
i f AR RERRISE, R oR 19 20K KU S
SR T RIS . T 18 HEECHIRRINT A5 T, Bl - Afese - PTRRAIREESE H v 29 ik
IRRNR] 8 - AEEFIZ 6 - SPRF IR TG - AR EREE , BRORLSEN T ARG AR S A i2: |
TR AN TAGHE XU I REAS K B A e L k22 S BOIR N AR G T s AR A 56
Ty Ko, HARRT I FRA TR B I G BT R iR %) . ko, (6 19 e, —J7mminy
JTE R RS ARSI, 55—y IS 4 P T E IR TR R ok, IX— IS ik
(I RS SEMETA T, AFAREEX L, FAT AT DA B A 11 5 FE TIN5 1
(e LR OB L, S AT URSZ B 22 FL AR AR & e By M E [ 52 2 [
&y, IEIA KRR 5L It A R [ Bog i miE A

19 20, REZEARFIHARTEEESES], HPRgEar 2R %8 F QS ES P 7T
FE R Z AP EAR . SRR E Ty SO A8 T A2 P B 1 [ 45 e A 20 T2 40 FEAGELIY]
R A BRI B S7 2 AL R, (EBA SO A2 i A 5k AT LGB B8 1979 4 9 (] 1E 2 7 e



FeF WIER, W AR BIfE A RS T AR R IR R N RIEE E
RAJRE ;2007 4F, IR GE R A B G A R IR AR T REEAR
300 4E" AR, [, SR T IEAES R R R R SE A, Heln 2017 SEAEALLGRHE
S EATEA), OIS AR TCE R IO (ZATTHT 221—ATT 220 )7
SISy rp A AR TSR EAR AN, AR E AR I SR AN AR IR
LAl FEATEI AR AR UM DR ZAR R R IR, TR N ERAR
FFgs—AMHET PIEIE 2 RGN H— 2R (A ) (ALRE ¥, X — RO RIE A TE
RAFEAR T e

oAl IOV (E FE A A 2R R R X AN R SRR MAL R Y, I ReARR
ARG IR, B TR A A AE S 2R AT T IBUR H AR WO R [ 2
(i, PHE—BOEE I EARMER S EAL, Ty ZARZEREB S .



Vi
vl

FOREWORD

David Brenneman

Director of Sidney and Lois Eskenazi Museum of Art, Indiana University

Feng Yuan
Director of Tsinghua University Art Museum

The exhibition Americans Abroad: Landscape and Artistic Exchange, 1800-1920 is the first cooperative
project between Tsinghua University Art Museum and Indiana University s Eskenazi Museum of Art as

an inauguration of the groundbreaking partnership .

Inspired by the Eskenazi Museum of Art’s strong holdings in nineteenth-century American landscape
painting, this exhibition explores the exchange of ideas and artistic practices between Americans and
Europeans in a time of political, social, and cultural ferment. Through its focus on American artists who
traveled to Europe in the nineteenth century, the exhibition shows how international exchange broadens
artistic and cultural horizons. This theme, in turn, mirrors the exchange of exhibitions, art, students, and
museum professionals facilitated by the partnership between the Tsinghua Universty Art Museum and

the Eskenazi Museum of Art.

What is the influence of international communication on art? We hope that more and more artists and

the public can have a deeper understanding of this question through Americans Abroad.

Landscape emerged as a significant genre in Western painting by the carly nineteenth century, serving
as a vehicle of stylistic innovation. The seventeenth century saw the creation of two dominant modes
of depicting the natural world—Dutch and Italianate—that influenced succeeding generations of
landscape painters through the end of the nineteenth century. Various European philosophers of the
eighteenth century, from Jean-Jacques Rousseau and Edmund Burke to Johann Wollgang von Goethe
and Johann Gottfried Herder, influenced artists’ conceptualization and depiction of nature, leading
to the recognition that landscape painting could address greater social and political forces. Therefore,
There is more than meets the eye in the beautiful, and sometimes sublime, landscape paintings that form
this exhibition. Besides, the nineteenth century saw, the solidification of national identities in Western
countries, as well as the colonial expansion of some of these countries, the consequences of which still
impact us today. In the exhibited works we can see not only how American and European painters
sought to create a sense of national identity in their landscape paintings but also how ideas about the
depiction of nature flowed easily across national borders, just as today " s globalized world thrives on the

exchange of ideas across borders.

Chinese artists first began to study in the United States in the late nincteenth century, and some
introduced Western aesthetics to a broader Chinese audience through their own work. Although official
cultural exchanges were first facilitated by the US. Department of State in the carly 1940s prior to the

formation of the People”s Republic of China, the era of modern cultural exchange can be traced to the



establishment of formal relations between the two countries in 1979. Two years later, the Museum of
Fine Arts. Boston, sent a major exhibition of American art, including abstract paintings, to Beijing and
Shanghai. More recently, in 2007, the Solomon R. Guggenheim Museum and the Terra Foundation for
American Art organized Art in America: 300 Years of Innovation, a major exhibition also shown in
Beijing and Shanghai. In the meanwhile, important exhibitions have also traveled from China to the
United States, for example Age of Empires: Chinese Art of the Qin and Han Dynasties (221 B.C.=A.D.
220), a special exhibition which represented the new era of Chinese and American cultural exchange,
held at New York™s Metropolitan Museum of Art in 2017, Unlike previous exhibitions of American art
designed for Chinese audiences, Americans Abroad, co-organised by Tsinghua University Art Museum
and Eskenazi Museum of Art, is nota wide-ranging survey tracing the development of American art over
several centuries. Rather, it aims to provide a more in-depth examination of American artists approach
to a single genre (landscape painting) in a single century. The exhibition’s focused subject is appropriate

to its presentation within a university art museum.

We look forward to the presentation of this thoughtfully organized exhibition and its related
programming in the beautiful galleries of the Tsinghua University Art Museum. Likewise, we eagerly
anticipate the future presentation in Bloomington, Indiana, of a selection from Tsinghua University s
Chinese paintings collection, which will tell a different story of art and history and continues the cultural

dialogue between our two countries.
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CROSSING THE OCEAN, FUSING INNOVATION

Reflections on the Evolution of Modern Chinese and American Paintings

Xu Hong

Chinese people are no strangers to American art. Artists from China have traveled to the United States
to study art since the late nineteenth century. Li Tiefu (1869-1925) of Guangdong was one of the earliest
documented students to travel abroad to study painting in the Western style. In the thirteenth year of the
Guangxu period (1887), Li Tiefu was sponsored by his family to study painting at the Arlington School
of Fine Arts and the New York Academy of Fine Arts, and he later served as an associate professor at the
National Academy of Design. He studied under John Singer Sargent (1856-1925) and William Merritt
Chase (1849-1916) , and Sargent” s artistic influence is apparent in the accurate modeling, calm coloring,
and brushwork of Li Tiefu s paintings. As exemplified in the expressions and postures of his painted figures,
Li Tiefu also mastered the lighting techniques used by earlier American painters. His brushstrokes are both
deep and natural, referencing the classical European culture and traditions, which were so different from the

sentiments of later Chinese portrait paintings.

After Li Tiefu, Feng Gangbai (1884-1984) also went abroad to study painting. He graduated from the
National Academy of Fine Arts in Mexico in 1905 and went on to study in the United States at Berkeley
Academy of Fine Arts, the Art Institute of Chicago, and New York University s Institute of Fine Arts. Feng

stayed in the Americas for twenty years and studied under the artist Robert Henri (1865-1929) .

Long before Li Tiefu and Feng Gangbai, the painter Lei Yong (1840-1900) resided in the United States. In
the 1860s, Lei Yong immigrated to San Francisco, painting portraits of the city” s residents and becoming
a master of Western oil painting techniques. Yun Gee (1806-1963) also immigrated to San Francisco from
Guangdong in 1921, determined to integrate traditional Chinese cultural elements with modern painting
by combining Chinese scenes with Cubist forms. He also helped facilitate the establishment of the Modern

Gallery in San Francisco.

Tsinghua University graduate Wen Yiduo (1899-1946) was one of the select few Chinese artists to have
studied in the United States during the early twentieth century. In 1922, he left Tsinghua to study at the
Art Institute of Chicago, where he focused on Impressionist painting. After studying there for more than
a year, he left Chicago for Colorado Springs, where he joined fellow Tsinghua classmate, educator, and
literary theorist Liang Shigiu (1903-1987). Wen Yiduo” s beautifully elegant and natural paintings left an
unforgettable impression on his peers. In fall 1924, Wen went to the Art Students League of New York to
continue his studies and, after returning to China, served as dean of Beiping Art Academy (Beiping Yi
Zhuan), where he experimented with depicting real life in China by applying the artistic techniques
he had learned in the United States. Although Wen later abandoned painting, turning his attention to
history and literature instead, his importance in the exchange and development of Sino-American art is

difficult to ignore.
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‘The 1950s marked a period in which Chinese painting was aligned with the Socialist Realism of the Soviet
Union and cultural relations between China and the United States stagnated. Following China’ s
policies of reform and opening at the end of the 1970s, American art was reintroduced through
prints and exhibitions that deeply influenced a new generation of Chinese painters. In fall 1981,
major American paintings from the Museum of Fine Arts Boston were the first to be displayed in
China. A few months later, Native American artifacts and Western paintings from the United States
were also shown to Chinese audiences. In 1982, the Armand Hammer exhibition of classic European
and American paintings, and later the Brooklyn Museum s exhibition 7own and Country: Images
ol Urban and Rural Life in America (1984), offered a glimpse of the American way of life and the
American people to Chinese audiences. These kinds of paintings, especially the works of painters
Edward Hopper (1882-1967) and Andrew Wyeth, (1917-2009) reflected a realism and individualized
emotional expression that resonated deeply with many Chinese artists. Some older Chinese artists were
attracted to the realist traditions of American painting, believing it exposed some of the inequities of
a capitalistic society and confirmed the value of realistic art, which was the style generally preferred
in China. While most people did not fully accept and were confused by Impressionism and later
Modernist movements, American Realism offered artists a fresh new mode of expression. The works
appeared straightforward, and they guided the Chinese school of Realism into a new era. Central
Academy of Fine Arts professor Wei Qimei (1923-2009) was clearly influenced by Hopper. Some critics
believed Hopper was “often inspired by creations in ordinary life that are not usually considered
worthy of paintings: old houses, monotonous streets, empty dwellings, ordinary shops-+-scenes that
are so lackluster in a modern city not only appear in his paintings, but once depicted have a profound
and moving power.” Wyeth’ s Christina’s World (1948) also touched the hearts of many Chinese
people. The feelings of loneliness and helplessness conveyed in the painting resonated with many who
just experienced the Down the Countryside era under Mao. He Duoling of the Sichuan Academy ol
Fine Arts described the memories of the educated youth who were sent to live in rural arcas. His work
Spring Breeze Is Awake (1982) conveyed the inner thoughts of people at the time. Ai Xuan set his
sights on the plateau area and painted Tibetan girls in an empty and quiet wilderness environment,
capturing the beauty of their desolation and silence. He and Ai not only absorbed Wyeth” s exquisite
realistic techniques but also allowed their works to express complex emotions, facilitating Chinese
artists move from commentary on social themes to a focus on the psychological world. Their “Native
Realist” works were reflective and groundbreaking during their time, and reached a wide audience in
the early days of China s reform and openness. Luo Zhongli” s Father (1980) shocked the Chinese art
world. In this large-scale work, he draws from American Photorealism portraying an clderly Chinese

farmer as if he were a national leader. It is difficult for viewers to avoid the eyes of the farmer, and the

details of the image—the skin, facial features, and coarse cracked hands holding the broken bowl of

water—all succeed in enhancing the spiritual strength of this large-scale portrait.

In 1985, works by Robert Rauschenberg (1925-2008) were exhibited at the National Art Museum of
China, where they were shown with domestic Chinese paintings. This spurred China” s shift from
classical Realism to Modernism. In the 1990s, American Pop Art, especially that of Andy Warhol
(1927-1987) . had a huge influence on the Chinese art scene. In terms of concept and style, Wang
Guangyi’ s works were directly inspired by the Pop Art Movement. In fact, there is a shadow of Pop
Art in all aspects of contemporary Chinese art. Thanks to the popularity of their political Pop works

in the art market, Chinese artists now enjoy a special place in the international art scene and are seen



as celebrities by the younger gencration in China. As reflected by the volume of viewers, the public
is already accustomed to the satirical characters and images that are usually portrayed in Pop Art. In
comparison to Western Pop Art, Chinese Pop Art is more realistic with an emphasis on secular culture.
This is obviously related to the Chinese people” s emphasis on secular life and the absence of “God™ in
their cultural tradition. Furthermore, Chinese people are accustomed to festive, lively images that are

visually appealing but lack of deeper questioning and rethinking.

'The influence of American Abstract Expressionism on Chinese art has been lasting and intriguing, Paintings
of this type were difficult for many to comprehend, but due to Clement Greenberg” s theoretical translation
and dissemination of the subject, art critics were able to better understand its characteristics. However,
Chinese audiences more readily accepted “fashionable™ imagery like video, installation, or popular avant-
garde art, tending to refer to Abstract Expressionist paintings, and any other art not quickly understandable,
as “Abstractionism”. Surprisingly, then, the new generation of Chinese ink painters worked in a manner
similar to the Abstract Expressionists, leading to a broader acceptance of artists like Jackson Pollock (1912~
1956), Willem De Kooning (1904-1997), Robert Motherwell (1915-1991), Franz Kline (1910-1962), Mark
Rothko (1903-1970), among others.

'Ihe late twentieth century was a transformative period in Chinese art that was marked by numerous Chinese
artists making their way to the United States. Not only did they want to see the masterpieces housed in
American museums but they also were attracted to the innovative, free, and spirited environment in the
United States. Artists such as Shen Beixin, Zhang Wenxin, Cao Dali, Wang Huaiqging, Yuan Yunsheng, Xu
Bing, Gu Wenda, Chen Danging, Zhang Jianjun, and Ai Weiwei all went to the United States during this time.
Artists from Beijing, Hangzhou, and Shanghai often traveled to the United States or France. Those who went
abroad in the late twentieth century had very different backgrounds and objectives than their predecessors
who had studied overseas. Most of them, painters who were already known in the Chinese art world, no
longer needed to master Western art techniques, but they traveled to other countries to experience different
art scenes and ways of life. What these artists bring back to Chinese art is not just a certain style, technique,

or transmission of a specific genre, but a certain artistic lifestyle.

Americans Abroad: Landscape and Artistic Fxchange, 1800-1920 shows us how carly American artists
learned and expanded upon their own art by traveling, studying abroad, immigrating, and joining new art
circles. It examines how American art has connected with the other side of the ocean and incorporated
mainstream European ideas and methods, while also developing an art with national characteristics. At the
same time, these American artists brought their own unique perspective to works produced during their
travels. 1t is in this way that Chinese artists have simultaneously established themselves in their native land

and sought to learn from foreign artists and cultures.

In this exhibition, fifty works are grouped into four categories: Landscape and National Identity; Tourists,
Students, and Expatriates: American Artists and French Impressionism; and Coda: Landscapes of
Modernity. These works date from the carly 1800s to the 1920s, and demonstrate how the art of England,
the Netherlands, Germany, France, and laly all influenced American landscape paintings, which portray
the special features of North American landscapes in a magnificent narrative style. The underlying aesthetic
characteristics of this style have continuously evolved and developed in American art, and have finally

become basic features in modern Abstract Expressionism and contemporary art.



