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From ‘Hua’ (%) to ‘Guohua’ (&) : Issues in the
Development of a Modern Language for Chinese Painting

B % # (Kao, Mayching)

Professor of Fine Arts / Director, Art Museum
The Chinese University of Hong Kong

China in the twentieth century has witnessed unprecedented upheavals which brought about revolutions
and transformations in all aspects of her existence. Att, as an integral part of Chinese cuiture, not only gave
pictorial expression to these changes. but also achieved its own metermorphasis in the process. Motivated
by the twin forces of the re-examination of China’s artistic heritage and the spread of Western art,
generations of Chinese artists strive for a new art that is both modern and Chinese.! At the close of the
century, views are being developed about the great masters and masterpieces of the modern period, the
evolution of a new pictorial language, and historical narratives that attempt to interpret the diverse and
complex trends in modern Chinese art.2 Modern Chinese art has gradually taken shape as a respectable
sphere of academic investigation, engaging the talents and energy of an ever growing number of scholars
and critics. However, much less attention is given to the language of art which has also undergone radical
changes as a result of the infusion of new ideas and styles of art from Europe or via Japan, and the intense
debates arising from the contact/collision of the artistic traditions of China and the West. It bears as much as
the creative works the imprint of the search for identity that has confronted every conscientious Chinese
artist in this turbulent period of China’s history. Therefore the convening of the present symposium by the
College of Fine Arts of the Seoul National University is timely and necessary, and [ hope that my paper on
the issues of the development of a modern language for Chinese art will provide a basis for the comparison
with similar pursuits in Korea and Japan.

China is renowned for her long and uninterrupted tradition of scholarship in the arts, particularly in
painting and calligraphy. The publication in 1911-12 of Meishu congshu (F43#2), an encyclopaedic
anthology of writings on art of previous ages edited by Deng Shi (8f% 1877-1951) and Huang Binhong (#
BT 1865-1955) brings together over 250 titles in forty series,® still the compilation is by no means

1) Chu-tsing Li, “Xiandar Zhongguo meishu shy de jige went1” (Several questions concerning modern Chinese art history), Xiongshi
meishu 212 (October 1988), 54-60

2) The latest and most comprehenstive coverage of the modern period is Michacel Sulltvan, Art and Artists of Twentieth-century China
(Berkeley: University of California Press, 1996).

3) Deng Shr & Huang Binhong, eds Metshu congshu (Anthology of art), 40 series (Shanghat. Shenzhou guoguang chubanshe, 1911-
12).



exhaustive, Yu Shaosong (£#87K 1882-1949) edited an annotated bibliography of writings on calligraphy
and painting from ancient times to the early twentieth century, Shuhua shulu jieti (E5E5k%E).» With
over 860 titles in ten categories, namely histories and biographies, techniques and methods, discourses,
criticism, inscriptions and colophons, catalogues, miscellany, anthologies, spurious writings and lost
writings, the bibliography gives a clear indication of the breadth and depth of traditional scholarship of these
two closely related arts up to the 1920s. Moreover, these texts exemplify the self-sufficient system of
artwriting in China with approaches and vocabulary closely linked to classical learning, particularly
historiography and literary criticism. The emphases are on the biographical data of artists, while the
venerable association of painting, calligraphy and poetry in the literati tradition naturally produces a large
number of prose and poetry which are recorded. However, this independent system of artwriting, as in other
spheres of traditional scholarship, underwent a process of rejection, modification and change in order to
accommodate new ideas and developments in the art world following the spread of Western art in China,
leading to a modern configuration of words and images that is very different from the past. A quick glance
through the index of the two volumes on art in the authoritative encyclopaedia of China, Zhongguo da baike
quanshu:meishu (PR HEH2F),S or any art dictionaries published in recent decades, will yield a host
of new terms invented in the present century, and the list continues to grow in step with the introduction of
new knowledge and approaches into China.®) It will be a thankless task to try to sort out individual words
on art as in a dictionary of imported terminology. Instead, this paper makes a preliminary attempt at
identifying some of the major issues which contribute to the formation of a the modern language of art in
China.

II

The most important factor bringing about radical changes in the language of art is found in the modern
definition of art as seen in the popular use of the collective term “meishu” (324f), which made its first
appearance in the late Qing period.” Historically only painting and calligraphy, often named together in a
two-character term shuhua (£3), were considered the embodiment of creative and spiritual values in
China. But attitudes began to change as the Western concepts of “art” were introduced to describe painting,
sculpture and architecture at a time when China was actively learning from the West. Lu Xun (% i\ 1881-
1936), one of the greatest modern writers and thinkers in China, was among the first to promote this new
definition of art in his “Draft Proposal for the Propagation of Art” (¥eff /i SeMi & RLE) of 1913, only one

4) Yu Shaosong, Shuhua shulu jieti (Annotated bibliography of books on calligraphy and painting) (Beiping: Beiping tushuguan,
1932).

5) Zhongguo da baike quangshu: meishu (Encyclopaedia of China). 2 vols. (Beijing: Zhongguo da baike quanshu chubanshe, 1990), 1,
1237-1298.

6) Jiu Shijun & Lin Qinghua, eds. & trans. Xiandai xingainian shouce (Handbook of new concepts of the modern period) (Guangzhou:
Huacheng chubanshe, 1988), p. 14.

7) Li Xiaopu, Riben jiyou (Japan travelogue) (1880). Reprinted in volume 3 of Zhou xiang shijie congshu (Approaching the world
series) (Changsha: Yuelu shushe, 1985), pp. 174, 177; Fu Yunlong, Youli Riben tujing yuji (Additional records of travels in Japan)
(1889). Zhou xiang shijie congshu, p. 212.
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year after the founding of the Republic of China. He informed us that “meishu” was an imported word,
saying that “*Art’ (meishu) as a term was not mentioned in ancient China. Its application was translated
from ‘art’ or ‘fine art’ in English.”® Summarising the aims and functions of art in the same essay, Lu Xun
put forth the idea that art was the expression of culture, symbolising the thoughts of a people and an era. He
saw art as the soul of a nation (guohun &), apparently under the influence of German thinker Hegel
(1770-1831). He maintained the Confucian edification of art, emphasising its role in the moral cultivation
of the people, while the modern concept of the utilitarian value of art in contributing to national wealth was
given a new prominence in view of the urgent needs of the young republic.

The adoption of a collective term of Greek origin to encompass painting, sculpture and architecture, in
addition to the inclusion of decorative and industrial arts, means a tremendous expansion of the scope and
nature of art in modern China. On the one hand it raises the status of objects formerly considered to belong
to the technical crafts to a common field of artistic and intellectual enquiry as painting and calligraphy. On
the other hand, it virtually means the lowering of painting from its formerly supreme position as well as its
dissociation from calligraphy. A compromise between the national identity of Chinese art and the newly-
established definition of art of foreign origin is witnessed in the First National Art Exhibition held in
Shanghai in 1929. The exhibits were divided into seven parts. Painting and calligraphy and seal engraving
represented the traditional arts, displayed alongside Western-style painting, sculpture, architectural designs,
decorative arts of embroidery, lacquer, ceramics and pattern design, and art photography, all of which were
new-found members of Chinese art based on imported ideas.” Counting the number of exhibits, we note
that painting and calligraphy were still the largest with 1,231 items, an indication of their unchallenged
popularity and importance in the art world. Western-style painting was represented by 354 exhibits by
Chinese artists, in addition to a selection of works from Japan and by foreign artists residing in Shanghai. 1
This is considered a remarkable achievement in consideration of the short history of oil painting in China
and 1s symbolic of its secure status on a par with traditional painting by this time.

The establishment of Western-style painting alongside works based on the native tradition necessitated
the creation of new terms to define the situation and to describe the works which are very different with
respect to materials, techniques, subjects, pictorial representation and critical theory. From this time on,
painting in China, formerly known generally as “hua” () in Chinese, is called “Zhongguo hua™ (Chinese
painting {8 ) or “guohua” (national painting B &) to distinguish it from “Xiynag hua”, “Xihua”
(Western-style painting , P53 3, WU or “yanghua” (foreign painting 7). Its new position in the art
world is found in the company Western-style painting, as well as with other novel painting media such as
charcoal, pencil, crayon, gouache, water-colour, printmaking, etc. The new terms can be viewed as

indicative of a dichotomy in the art world, whether between China and the West, or native and foreign

8) Zhang Guangfu, ed Lut Xun mershu lunyr (Anthology of Lu Xun's writings on art) (Kunming: Yunnan renmin chubanshe, 1982),
pp. 1-6

9) Tsuruta Takeyosht, "Minkoku ki ni okeru zenkoku kibo no bijutsu tenrankar — kinhyakunen rai chugoku kaiga shi kenkyu 1”
(Nationwide art exhibitions during the Republic period: a study of history of Chinese painting in the past one hundred years — Part
I), Bijutsu kenkyu 349 (March 1992), 18-43

10) Ibid.



painting, or tradition and modernity. The split is seen in the artworks produced, affecting art exhibitions,
publications, art education and even the identity of artists, who are divided into two separate camps of
“Chinese painters” (guohua jia B & %) and “Western-style painters/foreign-style painters” (Xihua jia 9635
K yanghua jia VEFR).

The binary of “guohua” and “Xihua” has been the subject of intense debates and critical enquiry ever
since the first appearance of these terms in the second decade of the present century. Shui Zhongtian (7K H1
K ) sums up the situation succinctly:

The concept of Chinese painting itself is ambiguous. It does not point exclusively to the race of
the artist, nor the techniques and materials of painting. It does not only mean the style and inner
spirit of painting. Yet none of these could be sacrificed.....No other visual arts have as many
restrictions as Chinese painting.!!)

The situation not only has a divisive and restrictive effect on the art world, it has also inhibited the
development of a truly modern expression in Chinese art. Pang Xungin (BE3£Z* 1906-1985), an artist who
studied modern European art in Paris from 1925 to 1929, told of his personal experience of having his
paintings rejected by both the Chinese and Western-style painting sections in the 1943 National Art
Exhibition in Chongging. These paintings of mountain tribes of Guizhou province in Southwest China were
finally given a place among the Western-style paintings in the exhibition, but that was done against his wish.
He asked indignantly:

{I am] a Chinese using Chinese brushes to paint on Chinese silk and depicting the life of the
Chinese people. On what grounds are these works not recognised as Chinese paintings? I have
never acknowledged that my oil paintings are “Western paintings”.12)

The question posed by Pang brings into sharp focus the dilemma and alienation confronting many
modern Chinese artist in pursuit of new modes of expression through the interaction of China and the West,
including Gao Jianfu (4 1879-1951), Xu Beihong (175 1895-1953) and Lin Fengmian (FJAMR
1900-1991). New terms are again coined to accommodate new visions and the efforts of these artists to
rejuvenate the tradition have been called variously “new painting” (xinpai hua k%), “new Chinese
painting” (xin guohua ¥ 3:) or “modern Chinese painting” (xiandai guohua F AL E).

The terms “guohua” and “Xihua” persisted in the post-1949 era after the founding of the People’s
Republic of China on the mainland and the removal of the Guomintang government to Taiwan. In light of
the major campaigns to reform Chinese and Western-style painting to serve the new regime and to rid their
links with the feudalistic past and the decadent West, which have been thoroughly documented by Ellen

11) Shui Zhongtian, “‘Zhongguo hua’ mingcheng de cansheng he bianhua” (The birth of the name ‘Chinese painting’ and its changes),
Zhongguo xiandai huihua pinglun (Critical essays on modern painting in China) (Taiyuan: Shanxi rennin chubanshe, 1990), p. 59.

12) Pang Xungin, Jiu shi zheyang zou guolai de (Walking over in this way) (Beijing: Shenghuo tushu xinzhi sanlian shudian, 1988), p.
249,
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Johnston Laing and Julia F. Andrews,!3 the medium of painting was emphasised. The {ormer was renamed
“caimo hua” (colour-and-ink painting #55 #) and the latter “youhua” (oil painting yi55). Caimo hua
was in use for only a few years in the mid-fifties when “Zhongguo hua” was re-instated alongside
“guohua” and are in use until now. But “vouhua” or oil painting basically replaced Western-style painting
in all its application from the fifties onwards. A more popular term originated in the 1980s is “Chinese oil
painting”, signifying an independent development of this imported medium in China. ' A survey of the 48-
volume Anthology of Modern Chinese Art (Zhongguo xiandai meishu quanji BB EM 2 ) in
publication since 1997 will present the full spectrum of what is considered art in modern China after a
century of development.!» The following lists the subjects and the number of volumes are given in brackets
to show their relative importance: Chinese painting (6); oil painting (4); water-colour painting (1); gouache
(1); prints (2); new year painting (2); illustration (1); serial cartoon (2);, wall painting (1); lacquer painting
(1); peasant painting (1); drawing (1); sketch (1); cartoon (1); textiles (1); ceramics (5); jade (1); ivory, gold
and silver crafts (1); lacquerware (1); (book design); stamps (2); architectural art (5); calligraphy (3) and
seal engraving (1). It appears that the modern concept of art and new classifications of artmaking
incorporating both continuities from the tradition and importations from abroad have settled down in the Jast

years of the twentieth century.

I

In our study of the development of a modern language for Chinese painting, we are constantly reminded
by the debates and controversies that what is at stake is not painting alone, but a component part of the
efforts to rejuvenate Chinese culture under the threat of Western civilisation in the twenticth century. This is
because art, particularly painting, assumes a new social significance for being perceived as a powerful agent
in building a prosperous and strong Chinese nation and in the cultivation of desirable qualities in modern
men and women. Therefore writings on Chinese painting are marked by an urgency that is symptomatic of
the conflicts of East/West and tradition/modernity.

Over the past century China’s painting tradition has suffered three major thrusts of criticism which
introduced many new terms and concepts into artwriting in the Chinese language. '8 The first challenge, and
the most important of the three, took place on the eve of the May Fourth Movement and into the 1920s. It
was launched by the reform-minded intellectuals like Kang Youwei (54 1% 1856-1927), Cai Yuanpei (%%

13) Ellen Johnston Laing, The Winking Owl Art n the People's Republic of China (Berkeley' Umiversity of California Press, 1988)
and Juha F Andrews, Painters and Polities i the People’s Republic of China 1949-1979 (Berkeley: University of California Press,
1994)

14) For example, Tao Yongbar ed. Zhongguo youhua 1700-1985 (|Nanjing] Jiansu meishu chubanshe, 1988)

I5) Zhongguo vangdar mershu guany (Anthology of Modern Chinese art) 48 vols. projected (Bening' Renmin meishu chubanshe,
1997-)

16) Most of the essays have been collected 1 the following two anthologies Shen Peng & Chen Lushen, eds  Zhongguo hua taolun
zhuanyi (Special 1ssue of discourses on Chinese pamting), Meishu funye 1V (1989), and Dangdar Zhongguo hua 2hi wo pan 1aolun ji
(Anthology of discusstons on my views on contemporary Chinese painting) (Nanjing: Jtangsu meishu chubanshe, 1990).



JC#%), Chen Duxiu (1880-1942 B 75) and Lu Cheng who called for an artistic reform or even revolution
(meishu geming) to replace the literati tradition represented by the Four Wang of the early Qing dynasty
(1644-1911), who were accused of causing the decline of Chinese painting.!? The yardstick used to evaluate
the native painting tradition at this time was a “totalistic” identity of Western culture which was considered
modern, progressive, scientific and technological, democratic and free. In order to shed China of her
poverty, backwardness, conservatism and feudal past, China must be modernised by Westernisation.!8) In
light of the realistic and scientific methods of representation of classical Western art and the liberated
expression of the modern art movements, and their mutual concern for the human condition, Chinese
painting was criticised for being unrealistic, unscientific, imitative and isolated from life.!® New terms and
concepts borrowed from the West and popular in the New Culture Movement (Xin wenhua yundong 301t
$E#)) entered into the vocabulary for art, specially prevalent were such terms as Realism (xieshi zhuyi 555
F2%), scientific method (kexue fangfa 14 J7¥8), life and reality (rensheng A % ; xianshi shenghuo %
#:7%), modern period (xiandai BAX), spirit of the times (shidai jingshen BCKETH) and expression of
personality (gexing biaoxian {E1%:%3), while art terms of a more technical nature based derived from
perspective, anatomy and colour theory gradually evolved to enrich the repertoire of artwriting,

The above discussions shed light on a negative attitude of the new intellectuals towards the art of the
past. Equally prominent were the views of those scholars and artists who had strong convictions about the
continuity of the national tradition in the modern period, illustrating the complex and diversified relationship
with the art of the past in the early decades of the twentieth century.20 First initiated as a component in the
“national essence school” (guocui pai B ZJR) to preserve the national heritage, the collective efforts of
Huang Binhong, Chen Hengke (Bii#i% 1876-1923), Yu Shaosong, Zheng Chang (1894-1952), Yu Jianhua
(WHIFE 1895-1979), Feng Zikai (B 1|5 1898-1975), Fu Baoshi ({##if1 1904-1965), Teng Gu (¥4 [
1901-1941), Zong Baihua (57 # 1897-1986) and many others sought to critically re-examine the ancient
artistic tradition and to interpret its characteristics in a positive light. They succeeded not only in restoring a
more balanced understanding of Chinese painting, but also laid the foundation for the modern scholarship of
Chinese painting history, theory and criticism. They argued for a spiritual expression of art, pointing out
that realism and technical expertise in Chinese painting were already achieved and abandoned in the
thirteenth and fourteenth centuries. They defended the study of ancient masters (fanggu 751 ; linmo [ 2)
and the importance of brushwork (bimo #28). They reinstated nature as a source of inspiration through the
revival of the process of xiesheng (# “writing life”) as opposed to the imported term of xieshi (5
“writing concrete form”) or realism. As a result of the debates and studies, the term “chuantong” ({84
tradition) became a fixture in the modern vocabulary of art to denote the body of knowledge and practices
passed down from history to the present. While the members of the New Culture Movement regarded the

17) Chen Duxiu, “Meishu geming—da Lu Cheng”(Artistic revolution: in response to Lu Cheng), Xin gingnian VI:1 (1919), 86.

18) Chen Duxiu, “Xianzhen yu rujiao” (Constitutionalism and Confucianism), Xin gingnian II:3 (1916), 1-4.

19) See for example Dai Yue, “Shuo meishu zhi zhen jiazhi ji gexin Zhongguo meishu zhi ganben fangfa” (Commenting on the true
value of art and the fundamental solution to reform Chinese art), Dongfang zazhi XVII:10 (25 May 1920), 73-86.

20) For a comprehensive analysis of the debates on the reform of Chinese painting, see Shui Zhongtian, “Zhongguo hua gexin
lunzheng de huigu” (A review of the debates on the reform of Chinese painting), Zhongguo xiandai huihua pinglun, pp. 1-53.
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tradition as an impediment to modernisation, an increasing number of artists no longer subscribed to the
belief that tradition was the antithesis of modernity. Recent studies on modern Chinese culture have
discovered more and more unconscious or unacknowledged continuities with the culture of the past in
contemporary China.2!) Another term arising out of the crisis of the East/West collision is “minzu xing” (&
A% national characteristics) in order to defend the integrity of Chinese painting under the threat of Western
art and the formulation of its content facilitated the synthesis of Chinese and Western art in the creative
pursuits of a large number of painters hoping to reconcile the two artistic traditions, including Gao Jianfu,
Xu Beihong and Lin Fengmian.

The second debate on the future of Chinese painting took place in the 1950s after the founding of the
Communist regime. Though it involved mainly artists of both traditional schools and Western styles, the
impact was very strong because it was done in the context of ideological struggle and government policy.2?
The survival of Chinese painting was again questioned, this time measured against the needs of the Socialist
state and the Socialist Realism of the former Soviet Union. The third and the most recent one was in the
1980s, following the re-opening of China to the world. Modernist trends in Western art were adopted as
reference for an anti-traditional stance by young artists and scholars. By this time the meaning of
“tradition” has expanded to include the literati tradition of the past and the modern traditions of Socialist
Realism and Romanticism formulated since 1949. These young artists reflect an aspiration to take their
place in the international arena of art in step with the art movements outside of China or in the Western

hemisphere.

v

While the genesis of a modern language of art is inseparable from the aspirations and frustrations of the
Chinese people to forge a new culture for modern China, we must also analyse the changes in the context of
language which also underwent radical transformation in the twentieth century.? By this 1 mean the
literary revolution (s 4.6y wenxue geming) and the vernacular movement (| sf £ B baihuawen
yundong) advocated by Hu Shi (1891-1962 #{i#), Chen Duxiu, Lu Xun and many reform-minded
intellectuals. They aimed to bring forth a living literature free from the decadent literary tradition and close
to the life and reality of the times. With the support of the Ministry of Education, which enforced the use of
vernacular language in the schools, the movement succeeded in establishing the vernacular as the “national
language” and thus brought an end to the general use of classical Chinese writing (35 wenyan) in the

modern period.?» The literary revolution and the use of the vernacular language were of great significance

213 Benjamin J Schwartz, “Foreword,” in Lin Yu-sheng, The Crisis of Chinese Consciousness * Radical Ann-traditionalism i the
May Fourth Era (Madison. University of Wisconsin Press, 1979), p. x

22) See Andrews, Painters and Politics i the People's Republic of China, chapters 2-4,

23 For an in-depth discussion of these changes, see Lydia H. Ltw, Translingual Practice: Literature, Natonal Culture, and Translated
Modermty--China, 1900-1937 (Stanford- Stanford University Piess, 1995)

24) Chow Tse-tsung, The May Fourth Movement Intellectual Revolution in Modern China (Stanford: Stanford University Press,
1967), pp. 271-288



in changing the Chinese way of thinking and in eradicating illiteracy. The new language also facilitated the
assimilation of new ideas and their spread among the people.

The flourishing of publishing enterprise and the rise of modern journalism have been recognised for their
contribution to the spread of new knowledge and literature. Art also benefited from these developments as
publications and art periodicals appeared on the scene to promote art, both of China and the West.25 They
furnished essential forums for the debates between the traditionalists and the anti-traditionalists and
provided the impetus for the invention of new vocabulary for the transmission of new concepts and styles.
The latter also calls our attention to another issue in the formation of a modern language for art, that is, the
important role of translations through which the full spectrum of non-Chinese, mainly Western art and
thought, were introduced into China. Many writers and artists, especially those who have studied in Japan,
were active as translators, including Lu Xun, Chen Shuren ([Bifi A 1884-1948), Chen Hengke, Feng Zikai,
Ni Yide ({2 #51& 1901-1970), Chen Zhifo (B 2 it 1896-1962) and Fu Baoshi. As a lot of these translations
were done via Japanese publications, many of the neologisms were in fact loanwords from Japan. For
example, the term for “art” (meishi) mentioned earlier was borrowed from Japanese kanji (B Chinese
character). Yue-him Tam in his research on the topic of loanwords from Japan counted over 1,000
neologisms during the late Qing and early Republican period, but the list was far from exhaustive.26) Tam
also compiled a monumental bibliography of Chinese translations of Japanese books in which there are over
5,000 titles covering all branches of new knowledge in the late Qing to the 1970s.27 There is a short list of
art books which is apparently incomplete. But the problems with translations of this period are that many
appeared as articles in periodicals rather than books for the quick dissemination of knowledge. Also many
artists-cum-translators freely adapted and edited the Japanese works in the translation process because of the
large number of Chinese characters in the Japanese langnage. Some of them might not indicate the original
author so that it would be a Herculean task to attempt to identify the Japanese sources of some of the
publications.

The translation of Western art into the Chinese language not only introduces new terms and concepts into
China, but also approaches to the study of art in the West. The complexities of iconographical
investigations may not be easily transferred to the study of Chinese art without tremendous effort, but the
stylistic analysis of artworks was advocated by Teng Gu who studied art history in Germany. His writings
explored the historical development of Chinese art based on the stylistic evolution from birth to maturity
and then decline.28) As the century progresses, the study of Chinese art has become a discipline of

international dimension, evolving methodologies and terminologies to examining the theory, content, and

25) See Xu Zhihao, 1911-1949 Zhongguo meishu gikan guoyan lu (Catalogue of Chinese art periodicals 1911-1949) (Shanghai:
Shanghai shuhua she, 1992).

26) Yue-him Tam, “Xiandai Hanyu de riyu wailaic1 ji gi souji he bianren wenti” (The Japanese loanwords in modern Chinese language
and problems of collecting and identification), in Jindai Zhongri wenhua guanxi yanjiu (Studies in modern Sino-Japanese cultural
relations) (Xianggang: Xianggang Riben yanjiu suo, 1988), pp. 327-349.

27) Yue-him Tam, ed., Zhongguo yi Riben shu zonghe mulu (Comprehensive catalogue of Chinese translations of Japanese books)
(Xianggang: Zhongwen daxue chubanshe, 1980), p. 41.

28) See Teng Gu, Zhongguo meishu xiaoshi (A short history of Chinese art) (Shanghai: Shangwu yinshu guan, 1929) and Tang song
huihua shi (History of painting of the Tang and Song dynasties) (Shanghai: Shenzhou guoguang chubanshe, 1933).
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sociocultural basis of Chinese painting in many languages, particularly the English language.??) As the
writings of eminent scholars outside of China are being translated into Chinese along with the works of such
influential art historians like Erwin Panofsky and E.H. Gombrich, the study of art in China is taking its

respective place in the international community.30)

\

It cannot be denied that the modern vocabulary for Chinese painting is greatly indebted to cross-cultural
influences from the West and Japan. The concept of art and its classifications are derived from Western art
with modifications arising from the sociocultural situation of twentieth-century China. The challenges to
Chinese tradition of painting posed by a foreign artistic mode of representation raised questions of identity
in relation to the past tradition and a Westernised vision. Chinese painting no longer describes the totality of
China’s artistic production but shares the lime-light with oil painting in the company of drawings, paintings
and prints of other media. As far as the proliferation of styles and techniques in paintings of various media
in the last decade or so are concerned, does it mean the polarity between Chinese painting and Western-style
painting has been resolved. or simply become irrelevant because of the freedom of infinite choices as the
world shrinks into a global village.

Placed within the context of New Culture Movement and the vernacular movement, the modern language
of art reflects a development from the expression of a cultured elite to that of the general public. It also
exemplifies the loosening up of a self-sufficient system of art writing to influences from the international
world. In the process the traditional system of artwriting was changed from a more intuitive, impressionistic
and experiential expression to a humanistic discipline in modern scholarship, with a concise and enriched
vocabulary to investigate scientifically the content, subjects, styles and sociocultural conditions of art. The
vocabulary of art will continue to evolve, as all languages do in response to new developments in society
and cross-cultural exchanges. The problems of identity will continue to challenge Chinese artists, as they
find their position in a world still filled with the contending forces of traditional culture and Western

influence.

29) Jerome Silbergeld, “Chinese Painting Studics in the West: A STate-of-the-Freld Article,” The Journal of Asian Studies XLVI4
(November 1987), 847-897.

30) See Hong Zaixin, ed. Hanvar Zhongguo hua yanpu wenxun (1950-1987) (Essays on the history of Chinese pamting by overseas
scholars (1951-1987) (Shanghui- Rennin meishu chubanshe, 1992), and Cao Yijiang & Hong Zaxing, eds. Tuvang vie guannian:
Fang Jingzhong sueshu lumven auan (Images and concepts: a selection of scholarly essays by Fan Jingzhong) (Guangzhou:
Lingnan meishu chubanshe, 1992).



