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Wang Qi
January 4th, 1918— December 7th, 2016

Wang Qi was born in the city of Chongqing with the aliases of Wen Lin and Ji Zhi. He was adept
at prints and art theories. He graduated from Shanghai College of Fine Arts in 1937 and studied in
Yan’an Lu Xun Institute of Arts and Literature in 1938. He used to work at the 3rd Office of Wuhan
Political Department and Chongqing Culture Work Committee, be a teacher in the art group of
Chongqing Yucai School and selected as the managing director of both Chongging China Wood-
cuts Institute and Shanghai China National Woodcuts Association as well as the director of Hong
Kong Renjian Art Association.

Since 1949, he acted as the director of art group of Shanghai Xingzhi Art School, the associate
editor of the journals of both Art Research and World Art, the chief editor of the magazines of
both Prints and Art, the chief editor of Art Collection for The Primary Schools of China New Liter-
ature and Art 1976—1982, the chief editor of Contemporary Chinese Art, the chief editor of Art
Education Series, the chief editor of A Hundred Images of Foreign Prints, the professor of Central
Academy of Fine Arts, the secretary general, deputy chairman and chairman of China’s Prints Art-
ists Association, the director, managing director, deputy chairman, secretary of Communist party
group and the counselor of China Artists Association. He published the book of Wang Qi Prints
Collection as well as the book on art theories such as The Exploration of Art Forms, On Foreign Arts
and Remarks on Arts. His representative works include Long Live the People, A Thousand Miles in A
Day, Return Home at Twilight and An Old Tree besides an Ancient Wall.
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1945
AT

The Quarrymen

PR R ZI R ey
A Black and White Woodcut Print
17cm X 22cm
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1953
AR
Selling Grain Surplus

F AR 1) i i
A Black and White Woodcut Print
25cm X 37cm
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1954
HOH

Return Home after Grazing

F A 2] i i)
A Black and White Woodcut Print
35cm x 26cm
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1955
U

Return Home at Twilight

B AR ZI R
A Colored Woodcut Print
16cm X 24cm
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1963

R Z

The Night in the Forest
&S AT

A Colored Woodcut Print
46cm x 28cm

FI | iioE a8 5 Donated Print Works
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1964
FUSUNITE S

Yan Bian’s Bazaar

JE R Z0 R
A Black and White Woodcut Print
40cm X 26cm
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1973

Fk

i3

An Autumn Night

LA Z1 R i

A Black and White Woodcut Print

58cm x 43cm

N
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1975

WM

Sunrise on the Slipway
FUARZ i iy

A Black and White Woodcut Print
55cm x 40cm
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1977
I 2
Patrol in Snowy Forest
AR Z i i

A Black and White Woodcut Print
60.2cm x 45.3cm

FI | iioE a8 5 Donated Print Works
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1977
1A FE Y B ik

For a Prosperous and Powerful Motherland

JE R Z0 B
A Black and White Woodcut Print
28cm X 40cm
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1979

A Spring Outing

g

LA Z1 R i

A Black and White Woodcut Print

20cm X 40cm

w
N
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1985
MUE A

A Corner of the Palace Museum

JE R Z0 B
A Black and White Woodcut Print
41cm X 28cm
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1987
i e
An Old Tree besides an Ancient Wall

P A 2 i i
A Black and White Woodcut Print
27cm X 40cm
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1987
iR L
On the Road with an Ancient Banyan Tree

A Z) i i)
A Black and White Woodcut Print
28cm X 41cm
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Family Members’ Interview

RUIN: RE#

ZUIN: Bk (ERmKT)

Interviewer: Wu Shixin

Respondent: Wang Wei (Wang Qi’s eldest son)
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As we know, Mr. Wang Qi was one of the most important figures in the history of Chinese modern prints. He
produced a great number of prints works about Chinese revolution and construction. Would you please intro-
duce his achievements in prints?

From the perspective of prints, it is an important part of new China’s arts. Besides, from the perspective of
revolutionary arts emerging in 1930s—1940s, print art was the first one kind of arts that devoted to Chinese revo-
lution. So far, it has been more than 80 years since Chinese emerging woodcuts was advocated by Lu Xun in 1931.
The pioneers at that time have become the founders for the current Chinese arts. My father was one of the repre-
sentatives for art community in new China, and he also had solid knowledge of academic theory. I think, there were
six pioneers for Chinese emerging prints, who were Li Hua, Li Qun, Yan Han, Huang Xinbo( He was a Cantonese.
People did not know much about him in the past but now are getting more and more knowledge about him over
time), Gu Yuan and Wang Qi. This is my opinion. Based on the full range of studies on them, I think they are quali-
fied. Except them, there are other emerging prints pioneers, such as Jiang Feng and Lai Shaoqi. Based on my overall
consideration, especially the influence of their works, I don’t think it is sufficient that Chinese National Academy of
Arts only collect the works of Li Qun, Wang Qi and Yan Han. Instead, I think it will be perfect if the prints works
produced by the other three artists mentioned above can also be collected.

Currently, the works of Li Qun and Yan Han have been collected, but Gu Yuan’s works has not yet. From the
perspective of different regions, these three artists are representatives of the arts in Yan'an period. Yan’an school of
painting is an important school for our study. My father (Wang Qi), Li Hua and Huang Xinbo are representatives
of Kuomintang-controlled area arts. While from the perspective of their works, they all have unique characteristics
of their own.

Wang Qi’s works could be divided according to three periods, which are the works produced in Kuomint-
ang-controlled areas in 1930s—1940s, the works produced after the establishment of new China and the ones
after Chinese Reform and Opening. According to the works for the three periods, which period do you think
he made the highest achievement?

Of course it is the last period. Actually the last ten years which was 1980s was the peak for him in prints art. I
think my father (Wang Qi) was a wise man and he would firmly stop creation when it was time to stop it in all his
life. Of course, there were some objective factors. In his later years, there was something wrong with his eyes (i.e.
retinal detachment), so he could not keep on engraving after the operation on eyes. Because he needed to be very
close to the wood for engraving, this was bad for his eyes. Therefore, he stopped working on woodcuts. That’s to say,
Wang Qi stopped engraving after he finished The Canal Wharf in 1989. At the age of 72, he devoted himself to the
newly assigned work to take in charge the China Artists Association. So he used brushes to work on ink painting,
on which he made great accomplishments too. Although people are not familiar with what he has done for ink
paintings, in fact he worked on ink paintings about twenty to thirty years.

I think his peak in prints occurred in the ten years of 1980s. So his representative works such as An Old Tree
besides an Ancient Wall, A Corner of the Palace Museum and On the Road with an Ancient Banyan Tree.

Except his achievement in art creation, Mr. Wang Qi also made great achievements in art theories by writing
many articles on art theories of high academic value. Would you please talk about that?

Except prints, my father was also engaged in art theories, art education and art organization. The Exploration of
Art Forms is a representative work of him on art theories. Actually, this article is a product of what he learnt when
he edited the textbook of The Foreign Art History. He was required by his organization to go to Xiang Hill to edit The
Foreign Art History together with other people such as Shao Dazhen. There were about ten people for his team. The
Foreign Arts History was not published after edition work was finished due to political movement until 1980s, which
was twenty years later. The name of this book was changed to European Art History. My father was very careful and
he even revised the punctuations very carefully for the draft of this book. Besides, he was responsible to write some
important chapters such as the Renaissance in Italy. The Exploration of Art Forms was based on his efforts on that
job, so he could make a very thorough analysis.

In the article of Modernist Art and Us, Mr. Wang Qi talked about modernist schools, which points out that it
is very ridiculous to create socialist art by following capitalist rules. His article of Modernist Art and Us was
published on the magazine of Red Flag in 1981, which shows his rationality. Besides, he did not copy western
art history theories but clarified his very clear, rational and personal judgments, which was impossible for
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some experts on art history.

It was me that solicited contribution for this article which was published on the journal of Red Flag at that time.
My father started his research on theories when he was young. The publication of Fighting Art was established by
him in 1930s with its forward written by him. His theory thought was very clear, which was to criticize, i.e. making
“Criticism for Fighting” . As a new blood, he thought he should make his contribution to the society by virtue of
art. Therefore, his art thoughts were closely linked with society. He was not a purely academic artist who worked
on art just for art’s sake, instead he was an artist engaged in art for the sake of life and society. He kept this thought
in his mind firmly.

He always worked at newspaper and magazine offices as the chief editor for art sector of the newspaper. So his
art theories are closely associated with real life rather than dissociated from real life. Since he stepped on the path of
revolutionary art, he made up his mind to work for the cause of proletarian revolutionary art. Looking back his art
history, I think he kept on exploring the art with Chinese characteristics all the time. He did not ignore the devel-
opment trend of our society and worked towards the goal of establishing an art system with Chinese characteristics.
According to his articles, I don’t think he has ever changed this belief. The most important thing is that western
thoughts arose in China at the early 1980s after Reform and Opening, when it was in chaos for art community and
young people liked to learn western art. New art schools emerged in our society. Besides, the modern art exhibition
was held, which I know was just like “a shot at art community”. Liu Xilin used to talk to me, “Your father is very clear
on theories!” T asked, “Why do you say that?”He said, “I have read the articles of Mr. Wang Qi, which shows that he
is neither ‘left’ nor ‘right' and there is an edge for him.”

He did not repudiate all the new thoughts but made analysis on them to determine which were correct and
which were not correct. He always dealt with them this way. I knew the art community at that time very well, in-
cluding Li Xianting who was an editor of the magazine of Art and worked for my father. He got along with me very
well. T was an art editor for the journal of Red Flag and I often went to the journal of Art for their contributions
so we knew each other very well. In their opinions, my father had correct understanding for new thought and he
was neither racial nor extreme. Besides, there were many issues within the system and he could not behave himself
without consideration of the system. Art was a journal published by China Artists Association, so as the chief editor,
he needed to abbey with the leaders’ instruction. My father made very clear and detailed meeting minutes for each
meeting that was held during that time, because he had a habit of writing diary. He made very clear records for
his speech, outlines, and others’ speeches. As said by Fan Dian, he was an encyclopedia for China’s Art. Recently,
Hunan Fine Arts Publishing House has been preparing to publish his complete works.

How many volumes are there for Wang Qi’s Complete Works?

There are about 11 or 12 volumes, including his theory works. This book will become an important basis for
people to study on him going forward. Actually, I do not want to make much comment on what my father did. After
all T was his eldest son, and I often have a talk with my father at his later years. In fact, the conversation has not
come to an end. Then I wrote a book named A Centurys Woodcuts History—Art Dialogues between Wang Qi and
Wang Wei.

There were historical reasons that my father was interested in theories, which was the influence by proletarian
art when he was young. I mean the influence by Kuriyagawa Hakuson, a Japanese proletarian art theorist. Lu Xun
translates his works, and later Wang Qi was interested in western realistic artists such as Millet. I think his esthetic
thoughts were under the influence of progressive thoughts, including thoughts from Lu Xun. Lu Xun was an advo-
cate for new emerging woodcuts movements, and Wang Qi also followed Lu Xun’s esthetic thoughts.

Mr. Wang Qi is an important member of Hong Kong Renjian Painting Society. Would you please talk about
that?

I was in Hong Kong for two years when I was a child, so I had experienced too. In 1948 and 1949, he went to
Hong Kong from Nanjing. A group of people engaged in art gathered in Hong Kong. Huang Xinbo was an under-
ground communist. In my eyes, he was a very typical artist, always in suits, handsome and vogue. He was nick-
named “timely rain”, because he always helped others when they needed. Huang Yongyu was a young man. Zhang
Guangyu was famous. Guan Shanyue belonged to Lingnan School. Renjian Painting Society played an important
role in Chinese art history. They loved the world and expressed a variety of emotions. They were a group of free
artists like spirits in art. Wang Qi worked as the chief editor of art weekly of newspaper during that time.
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How did he become the chief editor of the magazine of Art?

He became the chief editor of the magazine of Art in January, 1980. According to the opinion of leaders, they
wanted Mr. Wang Zhaowen to take the position of the chief editor of the magazine of Art and wanted Wang Qi to
work as the associate editor. Wang Zhaowen said it was not appropriate, because Wang Qi was the chief editor of
Fighting Art and he was my father’s contributor. So finally they appointed both of them as the chief editors. Actually,
it was my father that took charge in the relevant work. When I took down our dialogues at his later years, he told
me that articles written by Wang Zhaowen was the most, about more than 20 million words. I asked him who wrote
alotin the art community? He said the first one was Wang Zhaowen. For prints art community, Li Qun and Li Hua
also wrote articles. Wang Qi was good at writing. He not only wrote theory articles, but also wrote some declarations
and news release.

As for the article of Modernist Art and Us you mentioned just now, I want to tell you a story. When I worked
as the art editor for the magazine of Red Flag, Xiong Fu, our chief editor talked to me, “we hope your father can
write a comment article for us on modernist school, could you please confirm with him about this?” I said, “OK!”
My father finished this article very soon. When this article was presented to Editorial department, both the chief
editor and the other staff read it and got shocked by it, because they did not change any word or any punctuation.
They joked that your father’s article was very excellent. So I think he is very careful at knowledge and he is an artist
with the manners of scholars.

I think he is good at two areas. One is woodcuts and the other one is art theories. He never gave up his efforts
on these two areas. He used to tell me that he was more interested in art theories. I don’t know why he was so en-
thusiastic in that. Besides, he was one of the first people who launched the discussion about impressionism when
he worked in Central Academy of Fine Arts (CAFA). Actually he was the teacher of both art theory department
and prints department of art school. I found that he sometimes preferred theories. It is difficult to understand his
interest. He told me that he did not want to be a theorist and he studied theories just for the purpose of art creation.
Objectively speaking, I do not think this is the case. Sometimes he was more enthusiastic in theory than creation.
He was a wise senior man and he has his own thoughts. He knew when to do and what to do and vice versa. He
even created the excellent work of Return Home at Twilight. Because he had contacts with Hu Feng with whom few
people in CAFA had contact, he was involved in “Anti-Hu Feng Movement”’in 1955, and he was determined a key
person to be investigated by the organization. During that time, the organization conducted a domiciliary visit to
our home. In a stormy night, there were two police security officers coming to our family to search our home and
they did that for the whole night while my parents gave them a warm reception. They took away all the notebooks
and diaries. Even in that case, my father’s enthusiasm in creation was not impeded. Therefore, I can say he never
gave up his efforts on art creation and theory study in all his life.

As an artist, Mr. Wang Qi cultivated many famous prints artists. So from the perspective of art education, what
influenced you most by him?

Because I studied in CAFC, so I became one of his students. There were four studios within prints department,
which were Gu Yuan studio, Li Hua Studio, Huang Yongyu Studio and Wang Qi studio. I chose Wang Qi studio.
Why? I thought there were diversity of art in this studio such as copperplate etching engraving, lithography and
woodcuts etc. I was familiar with the style of Gu Yuan which was to emphasize life and this was his characteristics
for his education. I was also familiar with Huang Yongyu. I knew him since I was a child and I called him uncle
Huang and I also knew about his teaching approach. Mr. Li Hua studio was for illustration. My classmate Shen Yaoyi
chose Li Hua studio because he focused on the Long March themes and he liked illustrations. There were only six
classmates at that time, and both my classmate of Sun Quan and I chose the fourth studio.

I thought Wang Qi’s teaching characteristics were compatible and open. He did not force you to study a specific
kind of art. His idea in teaching was open. Because I was familiar with him and I liked a free teaching method, so
I chose him. Besides, he was an expert in western art, so I wanted to lean more art techniques from western prints,
so I chose his studio. There were many academic lectures that time. His lectures were very popular and all the stu-
dents of CAFA wanted to listen to his lectures. He often gave lectures about the schools and artists of western art,
which were very wonderful and attractive. His idea in teaching was not to constrain people’s creativity but activated
students’ creativity, for which he was criticized as the “trumpeter of capitalist formalism” by the people with “ultra
left thought” in later time.

The salon team was established within the prints department, which were also the targets to be criticized. I
joined in this salon team and Guang Jun was also one of key members of this salon team. We often gathered to-
gether to study the forms of arts, which seems to be a very tiny thing today, and we were conservative compared to
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young people today. Recently, I am writing The Sixty Years I Had with CAFA. My special identification determined
a predestinated relationship between me and CAFA, which began with our arrival at Beijing with my father in 1953
when the three famous dormitories were the classroom for art enlightenment.

During the nearly 30 years of teaching work at CAFA, Wang Qi taught both art history department and prints
department with the title of associate professor for 25 years. People at that time did not care much about fame and
wealth and they just wanted to concentrate on their own work. His work was his career. As long as he had time for
drawing, he would go to experience life. He would do that for about a couple of years every year by drawing a great
number of sketches. After he came back he would work hard on his creation immediately. This is a very invaluable
professional spirit.

My father often told me at the later years of him that, “as a man, it is a must that you have real abilities” If you
have no abilities, others would look down upon you and you cannot establish yourself in society. He said when he
came to CAFA, he saw there was a book of him named New Art Theory Collection on the bookshelf of Jiang Feng.
He often paid attention to these details. People did not give their own books to others but bought them. Jiang Feng
bought that book in a bookstore. He transferred my father to work in CAFA and hoped he could teach art theories.
But my father did not want to do that, and he wanted to work on woodcuts. Jiang Feng agreed that he could teach
prints department but he also needed to teach art history department. Therefore, he taught two departments of
CAFA, which was never seen before in the history of CFAF.

I read his theories last night very late and I think he was very thoughtful. His classification embodied the bril-
liance of his thoughts, which gave me a sense of familiarity. His articles embody his thoughts in a vivid way.

His thoughts were jumping all the time. He was very good at writing which are very logical. I often read what he
wrote which is far away for me to catch up with. On top of that, his eloquence was excellent. He often gave speeches
and lectures in a variety of occasions and he never read the draft. He only took a small notebook with an outline. Mr.
Wang Qi could talk about for a long time without looking at the key points he made. Everyone liked listening to his
speeches and lectures, which were just like lessons that they could benefit a lot of people. Many senior people at Chi-
na Artists Association said that Mr. Wang Qi was very adept at making speeches, for which we have to acknowledge.
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The Exploration of Art Forms
Wang Qi

A good art work shall present both the union of its content and its form and the union of its thoughts and its
artistry. Although it does not mean its form is equal to its artistry, but a perfect form is an important element of
artistry. If an artist does not pay attention to the form, even though his work contains high ideological quality, the
moving art power would be weakened.

As we know, the important difference between art and science is that artists can utilize a variety of things in
life to shape vivid and sensible artistic images in a visualized way to reveal the life. Therefore, when we talk about
the issue of art forms, it is natural to associate it with the conception of “visualization” The more thorough studies
on forms, the more perfect level an artist will achieve in “visualization”, which could make his art work a deeper
revealing of life and offer a stronger artistic appeal to viewers.

The art history proves artists’ efforts mainly from two aspects. On one hand the artists keep on expanding the
range of themes to be presented by art in order to enhance people’s aesthetic understanding for life; on the other
hand the artists have to try their best to explore new forms of expression to make them broader and more perfect in
order to achieve the purpose mentioned above.

Currently, the primary task faced to each artist is that he should constantly explore new themes in life to enrich
main ideas for art creation. At the same time, he shall keep on explore new art forms to improve artistic expression.
In the past, we paid more attention to art contents other than its forms, though it does not mean that we have made
sufficient studies on art contents. It will be never enough. By contrast, we made relatively fewer studies on forms,
especially the studies was not sufficient on the development rules of art forms and some important issues related
to art forms. It was a pity that Marxist classical writers did not leave us many precious heritages. Engels mentioned
this when he wrote to Marx in his later years saying, “It has been a long time that contents has been paid attention
while forms have been ignored” What the materialist aestheticians did for art forms was interior to their peers. In
his esthetics works, Hegel used many pages to discuss art forms, but there were only a few pages to discuss art forms
in the article of Life and Esthetics written by young Chernyshevsky to refute Hegel’s point of view on esthetics.

Today many people are very interested in art forms and especially the people engaged in art creation cannot
wait to explore this issue of forms by virtue of art practice. It is required to break away from the old forms and to be
innovative and creative on the forms, which is put on the schedule very urgently. This can be shown by the fact that
how crazy young people are about the artists of new art schools.

It is no doubt that exploring the forms does not mean we are formalists. Although formalists were much earlier
than us to be interested in the study on forms, our opinions and attitudes towards art forms obviously are not the
same as formalists. Then, what are the differences between them and us? Whether shall we follow certain rules on
the exploration of new forms? If any, what are the rules? All these questions deserve us to conduct careful studies.

This article is designed to describe my primary opinions regarding some basic questions related with art forms
and explore the general development rules of art forms based on the development of western European art.

The purpose of exploring new forms is to express main ideas in a more profound way. Forms are determined
by contents and dependant on contents, which is a truth beyond question. The more we discuss the forms, the more
it will involve the contents. In any times, new art forms emerge based on the needs of new contents initially, which
urgently required artists to seek appropriate forms to present these contents. We can say that only when new life
themes and new main ideas make new demands on artists, a new form of arts will come into being.

Exploring new forms is to present object in a more deeply way

Due to the increasingly changing development and changes of life, many new things that were never found
before appear in life. These new things provide new themes for art creation and can promote the development of the
art forms. But people may have such a question that why there are different forms of expression for the same theme
no matter they were produced by the same author or different authors.

To answer this question, it is necessary to figure out the concept of art contents.

The theme is one part of art contents, but art contents are not limited to the theme itself because it includes the
theme, the understanding and attitude of author towards the theme. Different artists can express his different feel-
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ings, thoughts and emotions by the same themes, such as birds, beasts, insects, fishes, flowers, grass, trees, moun-
tains and rivers etc, in order to present the totally different art contents. So when descendant painters feel that the
forms used by the predecessor artists cannot express their new thoughts and feelings, they would manage to explore
new forms of expression, which shall be in line with the contents they want to express.

The reason why the early Christian art preferred the forms of solemn and monotonous law of frontality was
that the ruling class needed art to serve religion to culture people’s piety to religious belief in the theocracy-centered
society. So the lively, cheerful and dynamic forms were contradictory with this content and thoughts, while the
form of law of frontality was much more appropriate to present the dignity and sense of authority granted by this
system. While in the period of Renaissance, humanism prevailed and the “God” was replaced by “human beings”.
To mobilize the people to fight against feudalism, the emerging bourgeoisie shouted verbally the slogan of “Respect
human beings, freedom and personality”. At the same time, the citizen stratum required to restore dignity and re-
quired that people would be able to obtain the harmonious development in all aspects such as people’s intelligence,
physical strength, moral education and esthetics education. Then it emerged the form of art that was bright and
clear, positive, harmonious (represented by Rafael) and the form of arts that was fantasy and heroic (represented by
Michelangelo). The changes and development of forms in the period of Renaissance meant transformation to the
form of arts in Middle Ages, while this transformation was based on the prerequisite of social bases and ideological
contents of different times.

In the French Revolution era, bourgeoisie leveraged art as an effective tool to encourage and mobilize people
to participate in revolution. The previous superficial and weak form of arts (represented by Rococo art) could not
meet the needs that time. So artists had to be inspired by the heroism contained in Old Roman art, and the revolu-
tionary politicians were all disguised under the cloak of Roman heroes. Artists also employed the form of heroism
contained in ancient Roman Art, which meant the birth of the form of revolutionary classical art. The works of
Davit were typical of this form.

When romanticism arose, classicism that took the grim and accurate lines as the basis of layout could not met
the needs of the new contents. Romanticism required a kind of form that was enthusiastic, fantasy, colorful and
free. The artists such as Delacroix and Gericault represented the peak exploration for this form. The fight between
romanticism and classicism was not a “pure” fight about the form and style as said by Bourgeois art historians, but
about ideological tendency.

Impressionists found a new way to observe nature, which needed to present sunshine, air and gorgeous sense
of colors formed by the seven primary colors of sun. So they analyzed the seven primary colors of sun and used
different color dots to form the color of the picture rather than the previous form used by predecessors that took
the rigid sense of shape as the basis. For impressionists, all kinds of themes were all medium to describe “light” and
“color”, so the meaning of themes themselves were not that important, instead the artists’ subjective understanding
and feeling for themes were more important. Therefore, impressionists produced many works related to the themes
of urban life, but authors did not intend to reveal some main ideas possessing social ideological significance.

Instead, they wanted to present the sense of sunshine, air and sense of color that were attractive to artists by
describing the figures’ clothes, actions and looks and the natural environment where figures were. Compared to
the themes about social life, when impressionists’ creation idea as well as the expression forms and methods for
it were applied to natural scenery, the limitation of it was not that significant. Because sunshine, air and sense of
colors themselves had certain meanings in terms of presenting the essence of nature. So impressionism did not offer
more new insights that could help improve people’s understanding for social life but it expanded our vision and
knowledge and improved and matured the expression art forms in terms of presenting what the nature looks like.

Bourgeois scholars often said art forms are products of the intelligence works and manual technology from
artists. It seems that the development of the art forms are only due to the artists’ dissatisfaction with the original
form and the pursuit for the form just for the purpose of form, which separates the exploration of form from the art
content that art forms rely on and does not recognize external factors, especially social factors, that would impact
the development of forms. Superficially, this view applies only to the formalist artists of the modern bourgeoisie,
not to any artist of any times in the past.

Until the end of 1800s, there were some artists in western European countries who hated reality but had no
courage to fight against it, so they devoted themselves to the exploration of “pure” forms. They were keen on make
experiments on art tools and materials and hoped to find a place to avoid reality, which led to the art form explored
by them separated from social contents. Cezanne was one of them. He attempted to make arts shake off it social
functions discard the thoughts content that should be expressed by art works, deny the objective laws and rules of
art, propose that art was purely the expression of “self-knowledge” of artists and regard the “shape” of objects as the
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center of artists’ understanding. All efforts Cezanne made for art were about the studies on the “shape” of objects.
“All objects shall be taken as spheres and cones”, which is his maxim. Apples, vases and tables are all spheres, and hu-
man images, trees and valleys are all spheres and cones. Cezanne’ s patient pursuit to objects naturally offered new
methods and languages to express “shape”, and enriched the technologies on describing “shape” used by previous
artist. But Cezanne’s pursuit for forms was not designed to express its main idea in a more profound way, but pursuit
the effects of forms by focusing on the shapes subjectively in a one-sided approach, so he was called “the father of
new emerging paintings” by descendent formalists. Cubists followed his ideas and developed the issue of “shape” to
the extreme from the analysis on “shape” to the disintegration of the “shape” of objects. Cezanne kept on exploring
the “shape” in all his life, which has certain revolutionary meaning for art forms to some extent. Although his works
cannot provide us significant understanding for social life, but has some value in esthetics. Cezanne’s enthusiastic
analysis on “shape” shows little limitation when it was used to present still life, but when used to describe figures, the
figures are lack of vitality and energy because the living figures were taken as the medium for the analysis of “shape”
by the artist. Cezanne did not make new contribution in terms of revealing the characters and feelings of the people,
but we can learn from him with respect to the expression of “sense of shape” of objects.

Although Cezanne claimed that contents were not that important, his pursuit for new forms was still based on
certain content, which was his “understanding of shape” for objects.

Strictly speaking, there is no form of art that is absolutely separated from its contents. The opposite of the form
is the content, so there will be no forms without contents. Given that the art contents of works in our opinion not
only include themes, but also the author’s thoughts, intentions, feeling or emotions, so we cannot say that the ex-
ploration of forms by artists of what is called formalism school is totally irrelevant with contents. But the key point
that we need know what the contents they are related with? Although formalists claimed verbally to seek the “pure
forms”, these forms also reflect some contents, such as the decline and decay of bourgeoisie, empty spirit and broken
morals of them. The conflict and disorder of artist’s subjective ideology and the monstrous, weird, abnormal and
distorted forms are the reflection of the spiritual world of declining bourgeoisie and artists.

Because their observation and way of thinking of the artists such as formalism school are not as normal as
those of ordinary people, so the purpose for them to seek forms is not to present the objective world realistically.
Instead, they did everything possible to the forms to distort objective world. For the artists of cubism, futurism and
superrealism, they did experiments to explore forms based on the art principles developed respectively other than
purposelessly. For example, cubism artists’ goal was to seek “sense of volume of objects and internal structure”, but
the expression form they used was to split objects, making objects into many pieces and then reassembled them
according to author’s subjective will.

Futurism artists did their best to present the motion of objects at some moment and required to present the
sense of continuity on the same picture, which led to unfixed flickering and dazzling images on the picture. Super-
realism artists aimed to find creation inspiration from human’s subconsciousness beyond the realistic world and
they made up themes and contents that did not exist in real life by using weird, mysterious and irrational illusion to
replace the real things in objective world. At the same time, they employed the expression techniques of naturalism
to present the impression what they claim are gained by subconsciousness. The “sense of volume of objects and
internal structure”, “continuous motions” and “mysterious illusion” can be taken as the core contents what these arts
school wanted to express, which has nothing to do with the true understanding of ordinary people for the objec-
tive world. Although the forms used by the artists of these schools were consistent with the contents they wanted
to express, all of them betrayed the rule that arts should be the real reflection of objective world and deviate from
the normal creation path that the artists shall use forms to reproduce reality in a “visualized” way. Therefore, their
efforts could not promote the sound development of art forms, which by contrast might have negative effects on art
forms. Modern abstractism was the next school of this kind and the only purpose for artists of this school was to
explore “absolute forms”. Abstractism artists employed all the elements for forms including lines, colors, dots and
planes to describe the picture itself, claiming that art forms is “pure and absolute” forms other than to present any
contents. The damage by abstractism to art directly brought about the ruin of art forms.

The normal people will always observe the world from a normal perspective, think in a normal way of thinking
and control their activities by normal thoughts. No matter how many differences there are in terms of the methods
used for creation and art styles, reallisticism artists always present the rich and vivid contents in a profound way,
which is the precondition for their efforts to explore new art forms. We should regard the expansion of the art con-
tents as the product of people’s expanded and improved understanding for the world. Meantime, we shall take the
development of art forms as the product of increasingly improved esthetic ideas as well as the expanding esthetic
scope of the people for the world.
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Exploring new forms is to present object in a more
true and perfect way

As mentioned above, art forms must serve presentation of contents, which shall be presented by specific, sen-
sible, true and objective images. The relations between object and author’s subjective understanding that are con-
tained by art contents shall be unified other than separated from each other. As long as the author’s subjective
understanding gets closer to the reality of object, his understanding will be getting closer to the truth.

Artists could describe object from different perspectives and by different expression techniques, but they all
can achieve the purpose of presenting object in a true way. All the realistic artists in the history worked hard to
explore new forms with the purpose of finding an art language in order to present the object in a more realistic and
integral way and reflect the consistency of author’s subjective understanding with objective world in a better way.
Therefore, no matter that what complicated contents art works want to present and no matter what kind of novelty
and originality authors want to achieve with respect to art forms, they have to be subject to the precondition of
revealing the reality of object.

For the concepts of “truth” and “integrity”, naturalists and formalists hold different opinions. Naturalist only
focus on presenting object themselves and ignore authors’ understanding and attitude towards them. Naturalists
always only imitate the shapes and structures and details of things indifferently, which in their opinion can be re-
garded as presenting the reality of object?! On the contrast, formalists go to the other extreme. They totally ignore
the true images of object and focus on their subjective feeling and understanding, for which they don’t care about
whether the feeling and understanding are consistent with the reality of object. So, the “reality” presented on the
naturalists’ pictures are limited to the vividness of natural shapes and structures, lacking of touching artistic infec-
tivity. The “reality” presented on the formalists’ pictures are the images of subjective ideas, distorted shapes, inhar-
monious colors, and disordered piling up of dots and lines which have nothing to do with true object.

Naturalism and formalism went to a dead road of “pure objectivism”
and “pure subjectivism” respectively

Naturalism advocates that images on pictures have to be consistent with the external shape of object with
the reality presented by arts limited to “true” description of external shapes and details of object and they regard
artistic images as the deliberate imitation of object, ignoring artists’ rights in terms of processing, imagination and
creation. According to the requirements of naturalism, the innovation and creation by artists for forms have already
been eliminated from artists’ efforts, because many years ago, craftsmen who were good at imitating natural objects
improved this technique of “true imitation” to a very high level, and there was no need to continue to develop art
forms and techniques, so it would be all right just to repeat using the techniques of objective description the same
way as what predecessors did.

Contrary to naturalism, formalists advocate that arts images shall absolutely be not consistent with the external
shape of object. Formalists think that the reality presented by arts shall be the true subjective feeling of artists. The
bigger gap between the subjective feeling and the realistic shape of objective thing is, the stronger reality it will be.
Formalists take the extreme “subjectivization” of both description techniques and expression method as the inno-
vation for art forms.

Realistic artists think that the reality of art shall be the unity of author’s subjective understanding and object.
For the relations between art images and object, realists advocate both consistency and inconsistency. There is a
saying, “to resemble the true object but not to be a real object”, which explains the correct relations between art
images and life images. The inconsistency refers that artists shall not be constrained by original shape of things
when they describe them, not worry about the absolute accuracy of the tiny parts of the things and let the author
have the right of making choices, trade-off, exaggeration and imagination. The consistency between them refers
that when artist express his own different feeling or understanding, he will not make the art images that have been
processed creatively lose their inherent basic shape of object but present those important characteristics in a more
highlighted way. For an excellent portrait, it may be not consistent with the model from the perspective of anatomy,
but it will resemble the model than model himself. Just like Velazquez’s The Portrait of Pope Innocent X, because the
artist had thorough understanding for things and highlighted the basic characteristics of things, so the art images
created can present the object themselves more realistically. Although Rembrandt’ s portraits are not as accurate
as the Holberin’s portraits in terms of some details, but the former’s portraits can present the spirit nature of object
and show much more touching vitality.
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No matter how naturalists and formalists claimed to make “innovation” for forms, their efforts have no sup-
port to make art forms to present object more realistically with the results of either making naturalism completely
become a tame servant of the objects and lose its ability to control object or make formalism completely caught
up into purely subjective makeup and lose the objective basis of art images. Only the true realists can associate the
innovation of art forms with the clear purpose of presenting object in a more realistic way. Or we can say that they
have good understanding for rules that can transform the reality of life into the reality of art, which reflects that
human’s ability to control reality and artistic expression have been improved and developed further.

Secondly, for the concept of “integrity”, naturalist and formalist hold totally different opinions with us.

Naturalism thinks that the integrity of arts is equal to the “completeness” for the outline details of real objects.
Naturalism required artists to describe all the parts of objects in a very detailed way, which makes art images tedious
and redundant. Naturalism’s requirement to “completely” present objects actually ignored the emphasis on those
key parts for the objects, which makes each part of object have the same importance and ignore the differences
between the primary and secondary parts. Naturalism’s complete description for object’s details actually is very
difficult to present the integrity of art images. Their wrong understanding for the concept for “integrity” led to the
wrong expression method. In the banner of opposing naturalism, formalism publicly damaged the integrity of art
image. We can say that fauvism’s exaggeration and deformation of objects, shown by some works of fauvism can
present object realistically to some extent, which remains basic shape of objective shape and the subjective under-
standing for objective thing. But cubism, futurism and abstractism destroyed the basic images of objects fundamen-
tally, because the images on pictures were fabricated and made up subjectively, which lost its meaning of reality for
identifying objects, thus having nothing to do with the integrity of art!

The integrity of art that we understand refers both the union and harmony of the whole sense of art images and
sufficient reflection for all important parts of it. The sense of integrity can be presented by appropriate processing of
either detailed expressions or bold and brief expressions for these important parts. Durer used accurate and metic-
ulous techniques for his The Head Portrait of An Old Man to achieve the integrity, while for the sketch of A Peasant
Woman, Miller only used several lines to present its integrity.

The integrity of art images are not contrary to the variety of expression techniques used by artists. Both the
realistic visualization and exaggerated visualization can achieve the integrity. Besides, both complicated techniques
and simple techniques can also achieve the integrity. For example, in order to tell a story or clarify one thing, people
can both use a lot of words and a few words to explain it. It is the integrity of art that is worthy to be clarified, but the
important thing is the appropriate arrangement for all the parts of the objects based on the relations of the different
parts that which part is primary and which part is secondary, which part needs to be emphasized and which part
not, which part needs to be highlighted and which part not, and which part needs to be described realistically and
which part not. Whether there is appropriate arrangement of this presents to what extent the artists’ understanding
and control for general art rules is. Artists shall remove those unnecessary things from complicated objects and re-
main what deserves to present most. From this point of view, Artists who are good at removing unnecessary parts,
focusing on and summarizing important parts can often present the integrity of objects in much simpler and clearer
language. For the works of figure images, Kathe Kollwitz often focused on the meticulous description for faces and
hands, while he only used a few strokes or a big block black to deal with the other parts, but the pictures present
the sense of integrity.

With respect to exploration of new forms, we insist that artists shall present object in a more realistic and
integral way, which is one of the preconditions. Besides, artists should distinguish themselves with naturalists and
formalists strictly in terms of the understanding for “reality” and “integrity”.

The innovation of art forms shall be based on the inheritance of traditions

The constant efforts of practices, attempts, creation and accumulation of experience made by a great number
of artists in different times enabled the increasingly rich and perfect art forms, including skills, expression tech-
niques and arts language... for which some fixed rules and laws, such as composition, colors, technique of drawing,
technique of carving, sense of space, perceptivity and so on, have been established. These rules and laws shall be
well held other than discarded and damage, besides we shall make them develop based on that. Innovation means
to inherit and develop traditions. None of talented artist could make achievement without inheriting traditions
before. Only when artists are familiar with and mastered the forms and techniques used by predecessors, he would
break away from previous limitation and innovate new forms. Marx and Engels used to write, “History presents
the continuity of different times with each generation capitalizing in the materials, forms of capital and production
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force left over by previous generation. Therefore, on one hand people will continue to conduct traditional activities
in a completely changed situation; on the other hand, people will change the original situation by conducting com-
pletely changed activities.” It shows that new things are based on old things. The more thoroughly artists learn from
traditions and the more solidly they master traditional rules, the easier it is for them to conduct innovation in wide
areas and the greater achievements they will gain. But in fact, there are some artists who did not fully assimilate
traditional skills and knowledge initially but used “brand new” forms for their creation practice.

This kind of artists also showed their unique talents in innovation. But it proved that such talents and inno-
vation were just a flash in the pan and couldn’t last long time and it was impossible for them to be carried on and
broadened further, because there is lack of deep foundation for it to grow and develop. If such artists want to change
this situation, they have to make up their missed lessons by learning from traditions. Even the modern artists who
catch people’s attention by using “new and different” forms, there is no exception that all of them developed their
arts based on traditions, such as Matis, Picasso, Dufy and Marquet. They not only accepted strict and formal train-
ing for basic skills but also made studies on heritage for a long time in museums before they established new art
styles of their own and found new expression forms regardless of their different schools. Only artists like futurists
hold negative attitudes towards traditions completely, abandoning all rules and laws of tradition art and advocating
creating new art forms that have nothing to do with traditions. Futurists’ innovation in forms actually offered little
compliment and help for the development of the art forms and the life of such kind of form went withered very
soon.

There were several major art movements in history with the development and innovation of art forms showing
the resurgence of traditional elements. But these traditional elements were given new life and changed their nature
in the new times. Ancient Greek art set an example for most of European art, which provided many invaluable heri-
tages to be carried on and developed for art in the period of renaissance and in other times. They adapted the forms
that were created by Greek artists to meet the needs of their own and modified and employed these forms according
to their own intention. Venetian school’s creation in colors gave much enlightenment to romanticism and impres-
sionism in later time; Rembrandt’s chiaroscuro was learned by many great artists later; Michelangelo’s fantasy and
heroic forms were assimilated by many painters and gravers in later generations, while Michelangelo himself also
learnt from Greek art and carried on the traditions of Quercia and Donatello. Therefore, any great artist’s unique
innovation on forms was based on predecessors’ tradition and experience and set an example for later artists for
their reference. The development of art forms has been continued, improved and matured constantly generation by
generation.

Artists shall put an emphasis on study of traditions, but those with spirit of innovation must not satisfy them-
selves with assimilating traditions, because learning from old tradition is for the purpose of innovation. Even the
most wonderful and positive elements contained in traditions cannot totally be appropriate for the new themes
and contents provided by new times for artists. At the same time, it is equally not right that some people may think
previous tradition only applies to old contents and so no elements available applies to present current new contents.
Artists good at learning from traditions are also good at assimilating what can be used to serve current art and
make them appropriate for presenting new contents after modification. The same as how artists in the period of Re-
naissance handled with Greek art and Classism artist during the period of French revolution handled with Roman
arts, the ancient tradition gained new life immediately after they were learnt and modified by these artists with the
traditions broadened and art forms promoted and developed.

The emphasis on artists’ study on tradition does not mean every artist should assimilate all elements of tradi-
tion for his works. As mentioned above, traditional forms not only could not be totally appropriate for new con-
tents, but also it is not sure that they could be appropriate for each artist’s characteristics. Artists always assimilate
the elements that can be used for his art according to requirement for themes and main ideas as well as his different
characteristics and needs. Meantime, artists have the rights to discard what he thinks unnecessary parts. For exam-
ple the realistic master of Courbet directly deviated from previous tradition of classism, which was due to the fact
that he couldn’t get more things that can be used by him.

Millet’s art forms made the realistic tradition develop further, but realistic spirit indicated by his art forms was
carried on from Michelangelo and Poussin. There was no trace of baroque or mannerism on Rodan’s sculptures
but carving forms for both Greek sculptures and Renaissance sculpture left their traces on Rodan’s works including
paintings and sculptures. During the peak period of realistic art movement in France and Europe before 1800s, the
artists such as Millet, Courbet, Daumierm, Rodan and Menzal added new treasure for traditional realism, which
provided sufficient elements that can be used by later artists. When modern realists look back past tradition, they
would always focus on three development phases, Greek art period, renaissance and 1800s. Of course, there was
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no shortage of excellent artists in different historical periods that could be learnt from by later generations, such
as Rembrandt, Velazquez, Goya, William Hogarth and Rubens et al. Because the forms used by these artists are
designed to present advanced thoughts that time full of progressive, vigorous and inexhausted vitality. To a large
extent, those forms can be employed by later European painters to present new themes and main ideas. We can see
the effects of Yoga on Kollwitz’s works as well as the effects of Greek art and Michelangelo on Kent’s works.

Many examples prove that as long as artists are concerned about the contents of realistic life, it is inevitable that
they will learn from traditions. Because human’s social life keeps on moving forward on a historical basis and there
is foundation for new life, unless artists abandon the contents of life to seek to present their subjective thought and
effects of pure forms in one-sided approach and they will naturally put traditions aside. Because if artists are not
concerned about how to present the content of life, it is natural that they will neither need vivid forms which can
present life realistically nor need take the advantage of good traditions. Formalists abandoned all excellent art tra-
ditions in history. But it is worthy pointing out that except the total denial attitudes towards traditions by futurism
and abstractism, some schools assimilated negative elements of traditions. Cubism learnt from the good traditions
from Cezanne but changed their nature; superrealists imitated the manners of naturalism of classical academism
in terms of expression techniques; expressionism was under the influence of Van Gogh but made his expression
techniques with the tendency of subjective enthusiasm to another extreme, which led to missing traditions in the
works of futurism and abstractism. Art traditions in history were interrupted by some formalists, while excellent
realistic artists can take the task to carry on traditions to make them continue to develop.

The exploration of new art forms shall be in line with the level of viewers

It is one of the most disputed issues that whether the level of viewers shall be given consideration during the
exploration and innovation of forms. Bourgeois artists think that artists are the innovator of art, so their innovative
activities are of their own and they do not need to consider about the level of viewers and think that there is a big
gap between appreciation level of them and the taste and ideal of artists. They think that it is difficult for people to
understand artists’ innovative activities, so if they take into account of people’s appreciation level, the innovation
activities of artists will be hindered. Formalist artists and theorists of modern bourgeois claimed this opinion all the
time, and they think that artists should “innovate” and “create” forms at will and it does not matter whether these
forms will be understood by people and the more difficult for people to understand, the more outstanding works
they “created”. The variety of evolution and attempts made by formalists in recent decades’ resulted in a increasing
big gap between art works and the viewers with arts works losing the attention of people and the normal relation-
ship between artists and viewers damaged.

Now that we agree that arts should bear some social moral responsibilities to transform reality, promote hu-
man’s social life and influence human’s spiritual consciousness, then art must be accepted by people, which shall be
one of the primary preconditions. Art cannot exist independent of its viewers (i.e. objects), and the development of
art cannot be separated from the supports of viewers and its expanding mass bases. The art will not live long without
support of masses. Formalist art have supporters, which were a few bourgeois and rulers, they were the protectors
of formalists who provided the formalist artist with money and materials, which made formalism survive by relying
on these protectors. So, although they claimed that they “are absolutely free” to engaged in art verbally and “limited
by nothing”. But in fact, firstly they were constrained by market art brokers, who often proposed requirements to
artists according to intention of protectors and artist had to create works that could cater for some rich capitalists’
interest and hobbies. Formalists often claimed that they “could make innovation on forms at will”, but the “the most
free personality” was just a self-deceiving excuse.

Artists cannot create freely without taking into account of viewers” requirements. Viewers have the right to
propose some requirements to artists, and artists should fully think about the correct suggestions from viewers.

There are historical reasons that the relation between artists and viewers got unified and broken and then re-
stored unified. The artist and viewer was basically the same person in primitive society because any ordinary person
could also engage in artistic work. People engaged in art creation shall conduct their work based on the needs of the
ordinary people and the relation between art works and viewers was normal. When it entered into the hierarchical
societies, because ruling class possessed the control right of art and regarded art the patents of their own class, so
people engaged in art had to create according to the intentions of upper ruling class. Sometimes such art were cre-
ated specifically for ruling class, so the gap between the works and the people was established and expanded over
time. However, the people started to create folk arts by themselves to make a contrast to the art for upper class.
Because folk art was closely related with people, so form of folk art could better present people’s appreciation taste
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and hobby and be full of vitality in terms of is contents, which are often learnt from by many excellent artists later.

But it is not appropriate to conclude that the art that served the ruling class present thoroughly the ruling class’
thoughts and that its forms fully comply with authentic taste of ruling class. The narrow and one-sided perspective
cannot explain many complicated phenomena of art in history. We should notice that if some ruling class needed to
mobilize all of the people to strive for their interests during some historic period, then the art forms for that period
inevitably presented the esthetic thoughts and appreciation taste of different classes, which was obviously shown
by Renaissance art. Because the emerging bourgeois needed unify with the people to fight against the feudal class,
the art forms employed by artists in Renaissance presented the ideal and tastes of the wide citizen stratum and un-
derclass, which was the primary reason that Renaissance art survived for a long time. The artists during this period
presented the aesthetic ideal and taste of different stratums with works of Donatello and Michelangelo tending to
present the underclass and citizen stratum and works of Raphael and Titian tending to present citizen stratum but
also mixed with taste of upper class and Ghiberti and Verrocchio preferring to present upper class while remaining
some characteristics of citizen stratum and works of Boccioni presenting the upper class relatively obviously. We
can also make relatively accurate analysis for the works of other artists.

The art that served ruling class or planned by them had wide mass base. There are two reasons. One is that
ruling class needed mobilize masses with art so they had to consider about to what degree that masses could under-
stand and accept; the other reason is that people engaged in art were not ruling class themselves, so the artists will
show their tendency to people, sometimes even very high degree of tendency, so they did not completely conduct
creation according to the intentions of ruling class but maintained the independence of their own in art like Raphael
and Titian who acted as pope court painters but their works present the elements related with people. Sometimes
this reason often caused the conflict between artists and rulers, for example pope and Michelangelo used to debate
with respect to how to deal with the ceiling frescoes of Sistine Chapel.

The outstanding artists in history often faced different requirements from both the rulers and the people re-
garding how to handle with art content and forms of expression due to two reasons. One was that it was the ruling
class that gave them orders to paint so they had to accommodate themselves to their needs and at the same time
they had to express people’s ideal in their works. The two kinds of different viewers would measure the artists’ work
in different standards respectively, which made artists often in the confusion of conflict just as shown by their woks
naturally.

The conflict faced with artists would be settled basically only in one case when the ideal and interests of ruling
class were consistent with those of the people. Just like in the socialist countries with proletariats as the ruling class,
the requirements from both leaders and the people are the same; therefore the artists can avoid this kind of conflict
and trouble.

Even in socialist countries, although the differences in art ideal and taste between ruling class and ruled class
are not that contrasting, the differences in the art opinions and appreciation taste that were established in a long
time show the gap between experts and people. Therefore it remains a question of how to popularize and improve
art and how artists have to balance the comments from both experts and the masses. So there is a difficult issue faced
with the authors which is that they should listen to more comments from experts or more from masses.

It is easy to figure out the key issue for this conflict if we can further think about “To improve it on the basis of
popularization and to popularize it under the guidance of improvement” as said by comrade Mao Zedong.

Artists always create works for the viewers, so they should take into account of the comments and level of view-
ers, which is the precondition. But at the same time, artists take the responsibility to improve the appreciation level
of viewers. If there has been no new viewer yet (that is to say they cannot understand his works now), then artists
must cultivate his new viewers by their own works. Therefore in normal cases, with respect to the appreciation level,
the level of viewers often are behind of the creation activity of artists and artists are in front of viewers and lead the
viewers moving forward. It means that creation shall not be very close to the appreciation level of the masses and
there should be appropriate distance between them. In other words, the creation and innovation of artists shall be
at an appropriate level that can improve the appreciation level of viewer, which can create new art and cultivate new
viewers.

With respect to “innovation” and “creation” of art forms, Picasso made a lot of attempts and efforts in recent
decades, but the number of viewers that could truly understand his works does not match his efforts. The primary
reason is that Picasso does not recognize the importance of viewers’ suggestion to the new forms created by him and
claimed “absolute freedom” in forms. Picasso though that the low appreciation level of the masses should be the pri-
mary reason that they did not understand his works and required them to improve their appreciation level to adapt
to his works. In Picasso’s opinion, if artists took into account the appreciation level and requirements of the masses,
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it will hinder him to make creation. So no matter what important meaning the “innovation” and “creation” of art
forms made by Picasso was to some western bourgeois critics, the number of viewers did not increase over time. On
the contrast, there were more and more criticism and blame, which made Picasso caught into the sorrow of conflict.

Another French realistic painter named André Fougeron who was the contemporary of Picasso could under-
stand this point. After some efforts on formalism, he started to seek the forms that could be easily understood by
viewers. In his serial paintings of The Fishwoman in Paris Market and The Life of Miners, he associated an easily
understood form with his new main ideas. But his practice made the bourgeois critics consternated who rudely
rebuked that his works were vulgar and he “was ordered to draw”. But what André Fougeron who lost was only a
handful of bourgeois upper figures but gained the great number of ordinary viewers. Currently, most realists in
western countries understand that it will be a difficult road if they totally do not consider about the requirements of
the masses and seek the pure forms at their own will. They had to reconsider about their direction of efforts in order
to seek the forms that can be easily understood by masses and hope to restore the normal relationship between
artists and viewers that had been ignored for a long time.

Originally published on Social Science Front, Issue 2, 1979
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Modernist Art and Us
Wang Qi

The influence of “Left” over the years as well as the cultural confinement policy implemented by “the Gang of
Four” that forbade people to have a chance to access foreign art made culture and life separated from each other.
After the downfall of “the Gang of Four” and the opening policy in culture, many young people were eager to un-
derstand what the arts in western capitalist countries look like and at the same time they wanted to assimilate useful
things, which could be understood completely.

It is an integral condition to learn from the advantage of foreign art in order to develop our own art. Lu Xun
used to point out more than forty years ago that it was necessary to learn from traditions and foreign countries to
develop new emerging woodcuts. Lu Xun took the introduction of foreign art as an important work of him that
time. Besides, regarding how to deal with foreign art in a correct way, he set an example for us by his own practice,
which was that he was opposed to both the attitude of total denial and the attitude of blind worship. He advocated
to make scientific analysis for foreign art and took different approaches respectively. For example, he made a stand
against the wired formalist styles in the art community. He did not oppose and deny all the formalist painters, but
recognized their roles in the art community.

Our attitudes towards foreign art in the past were lack of practical and realistic attitude like Lu Xun, which was
either exaggerated or excessively belittled. In a long time, as long as we talked about western art, it seems that only
the art in the times of Greek, Rome, and Renaissance as well as the art in 1800s are worthy of learning from, while
regarding the art after impressionism especially the variety of modernist school art as the decadent and declining
bourgeois art that should be negated thoroughly. Now when we proposed to reappraise these schools, some people
spoke highly of them, even took them as the examples of innovation and accepted them thoroughly. Such simple
and one-sided altitude is not convincing.

Western modernist art is a complicated phenomenon. It was an inevitable product resulted from the fact that
capitalist society developed to a certain phase and it was also the reflection of bourgeois” ideology in art. But it is
not to say that any modernist art phenomena thoroughly presented the decadent and declining bourgeois’ ideology
and there was no any progressive element. It also does not mean that formalist art did not reflect realistic elements
at all. Take the five schools of modernist art for example, Fauvism claimed to present the “personality” of authors,
expressionism to present author’s “subjective passions”, cubism to present the various “shapes” of objects and their
internal structures, futurism to present the sense of “movement” of the objects and the superrealism to present the
world of “imagination”, subconsciousness and the fantasy of authors.

The “personality” “passion” “imagination” and “sense of movement” are all integral elements for the creation
work of realistic painters. The lack of distinct “personality”, strong “feeling”, and rich “imagination” contributed
the scenario of straightforward and accurate description with the art works similar to each other, which made our
works lack of colorful diversity and strong artistic infectivity.

But, because formalists regarded art as their own business that has nothing to do with collective, and denied
the moral function of art to human society and did not consider about the appreciation needs of the masses, so
the “personality” “passion” “movement” and “imagination” were all based on their own needs, and took art as the
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tool to express their own feelings. The roles they played in terms of “personality” “passion” or “imagination” were
all not to present the real objective world but their subjective thoughts of their own for the objective world, which
was often not related to objective reality. We need to put an emphasis on the roles of elements such as “personality”
“passion” and “imagination”, but there is difference in nature with formalists in terms of the way and purpose to
employ these elements.

Currently, some comrades in art community are eager to seek the style of western modernist schools. So far, we
have not see the obvious effects of cubism and futurism, but some works show the effect of expressionism and su-
perrealism. What made them on earth interested in the two schools? Why could these schools that emerged in west
European capitalist countries in the early of this century but disappeared very soon have new followers in socialist
China in the 1980s? This issue deserves more studies.

Expressionist school emerged in Germany in the early of this century. Briicke, the first established organiza-
tion, consisted of several young students at Dresten Art Academy. They held exhibitions and released manifestoes.
They regarded author ssubjective passion as the final goal the works needed to present. They were not satisfied
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with status quo and held negative attitude towards the whole society and thought everything in life was ugly and
distorted. So they thought that the responsibility for artists was to reveal its ugly look and the more undisguised and
thorough exposure is, the better it is. They lost their confidence in human’s future thinking that there was neither
beautiful thing worth to be praised nor the moral power that could promote the progress of human society. What
before them was only darkness. Therefore, on one hand they hated reality and on the other hand they faced reality
with dispirited and hopeless feeling by denying realistic life first and then denying themselves and at last denying
everything. So many expressionists turned into Dadaism (Dadaism was a nihilistic school occurred in west Europe
in this century) and some turned to superrealism.

Superrealilsts were based on negating the reality, thinking that the objective world people lived in good for
nothing. Artists couldn’t get satisfied in this world and they had to create a “new” world. This world was beyond the
realistic world and only existed in the artists’ subconsciousness and in the dream. Artists should explore inspiration
and the sense of satisfaction from their heart.

Although there are differences in terms of art ideas, creation principles and the expression forms between ex-
pressionism and formalism, but they have something in common, which is as follows:

« The negating of existing objective world and the exploration of inner world of individuals.

« Losing confidence in human’s future and not believing bright ideal exists.

« No beautiful things worth to be expressed in the eyes of artists thinking that there are only ugly things that
need to be exposed.

The works of expressionists show no beautiful images but ugly and distorted images. The images of figures are
abnormal , whose feeling is neurotic, sentimental and frantic sometime, and the nature scenery is broken, cold and
desert. To highlight the presentation of artist’s subjective passion, expressionists employed bold expression tech-
niques. It is difficult to see the exquisite and delicate style on the Expressionist’s works. The images from the subcon-
sciousness of superrealists sometimes are described in delicate and accurate techniques of naturalism with the ab-
surd plots and conception for the pictures. Superrealists led people to a world full of mystery, gloom and desolation.

These works all present the young intellectuals’ psychological state of dissatisfaction, hesitation, pessimism and
despair, present the conflict, pain and uneasiness in their hearts and present disillusionment to human’s future and
the ideal of life. This was because the high degree of monopoly capitals in the age of imperialism deepened the dec-
adent nature of capitalist society and intensified the social conflicts, which contributed to the damage of the normal
relations between human and society, human and nature, man and man and man and himself, and caused severe
injury to the mental and psychology of the generally right-minded intellectuals, provoking the new fluctuation of
decadent feeling and their doubts to scientific truth, weakening their idea in faith and arousing the ultra-individual-
ism and nihilism everywhere. All of these are presented by the modernist art to different degree that time (especially
expressionism and superrealism).

Today, some expressionist and superrealistic works shown on some exhibition reminded us of severe damage
caused by decade-long culture revolution implemented by feudal fascist dictatorship of Lin Biao and “the Gang
of Four” to our nation and people materially and spiritually, which was unprecedented. So the Marxist thoughts
and belief in socialism that were not grounded into young men’s hearts lost their reputation and position. They are
doubtful to “Four Basic Principles” and lack of sufficient confidence in our “Four Modernizations”. They take the
objective reality as a world full of chaos, deformity and distort. The feeling of confusion, hesitation, anguish and
disappointment to the socialist reality indentify with the expressionist and superrealistic works very strongly and it
seems that they see the spirit of their own. Therefore, it is also appropriate that they express their own feeling by this
art language, which receives appreciation and praise from many viewers who have the same feeling and thoughts
with these authors. As what said by Lu Xun years ago, such kind of works directly expressed authors’ feeling, which
was the real reflection of the psychological state of some intellectuals. However, we have to point out that such
reflection is largely negative with strong sense of individualism and anarchism. Their works show the ambiguously
negative attitude towards the socialist society from the perspective of individualism and dissociative collectivism,
so such works have bigger problems. Therefore, although these works have a role in revealing and criticizing the
existing unreasonable phenomenon, they also have some negative effects on the construction cause. Besides, they
look on current socialist society in the same way as what artist in capitalist countries think about the monopoly
capitalist society, which reversed the nature of things by equating the shortcomings and fault in socialist society
with decadent nature of capitalist society. It is absolutely wrong.

In western capitalist countries, there is the fight between two different art tendencies (i.e. formalism and re-
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alism) and many of artists turned to realism from formalism, such as the German caricaturist George Grosz who
turned to realism from expressionism and Dadaism, John Miro who turned to realism from a superrealistic carica-
turist, Lecher who turned to realism from cubism. Some realists were under the influence of modernist art to dif-
ferent degree, such as French André Fougeron, Belgium Frans Masereel, Italian Guttuso, Mexician David Siqueiros,
American Charles White.

But they all insist the sublime goal all the time that art shall serve the masses and the cause of human prog-
ress. Their works are popular with the masses in the capitalist countries, so they are in the opposite position to the
abstractionists who are supported by a few monopoly capitalists but abandoned by the masses. We advocate that
culture shall be open and learn from foreign art and the advantage of the works of these realistic works. As for the
formalist art, some works play their role in revealing and criticizing the capitalist society, have some cognitive sig-
nificance and show some revolutionary spirit in expression techniques, which shall be affirmed and commented in
an appropriate way. But if we think we have to learn from them and continue to do what they have done in order to
create new socialist art, then art will develop backwards and will definitely enter a dead end just like modernist art.

How ridiculous it is to innovate new social art based on the capitalist art! The damage and effect of “Left” these
years made us waste a lot of energies and times. There are some shortcomings for our art, which is a fact that shall
not be hidden. It resulted from our one-sided and narrow understanding for socialist art rather than the socialist
art we insist, in addition to the undue interference for art from subjectivism and the improper executive orders that
were not based on the characteristics of art and art rules. These orders were designed to achieve more accomplish-
ment in art but instead they were no help for the accomplishment and led to the deviation of our art which become
the excuse to launch attach to us by some people who opposed socialist art. After bringing order to chaos and free-
ing our mind to establish a diversity of art and carefully implementing “double hundred” policy ( which refers to
the principle of cultural diversity and contending thoughts) to ensure artists to have the right for “what to present”
and “how to present”. These measures and reform are designed for the same purpose that is to insist the leadership
of communists for art in a better way and to develop each artist’s talent to work hard for the new socialist art.

As an art movement, expressionism and superrealism have disappeared in history, but some works today still
show the influence of some schools, which is not surprising. Although there are some striking similarities for the
different periods in the history, the same history would not happen again. On top of that, there were some artists
who turned to realism after shocked by the progressive thoughts at that time, then we believe that some artists who
are doubting and hesitating at the crossroad will finally become sober to find the right art direction that he will
abide by after.

Originally published on Red Flag, Issue 5, 1981
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Subjectivity and Objectivity for Art Creation
Wang Qi

Art creation consists of two elements, and it is an organic union of subjectivity and objectivity. So I'm afraid
that neither the pure subjective art nor the objective art exists. The subjective element and objective element are
not equally important, because authors might focus on one element and ignore the other element, which depends
on not only the interest and hobby of artists but also their knowledge, understanding and different world views
with the latter more important. Idealist estheticians and art historians always put an emphasis on the subjective ele-
ment for art creation when they study art issues and evaluated art works; materialist estheticians and art historians
emphasize the objective element. Only dialectical materialists can correctly understand the relationship between
subjectivity and objectivity for art. Although there are a variety of different art schools in art history, their artistic
ideas and creation practices could be summed up basically as follows:

« Art is the true presentation of the objective world.

« Art is to present objective world via author’s subjective world.

o Art is to present author’s subjective world via the objective world.
o Art is the presentation of author’s subjective world.

For the first claim, people think that the goal of art creation is to present the objective world truly and the
responsibility for artists is to describe the original look of the world accurately. Therefore, it requires authors to
respect objective reality and describe what authors see with his eyes in terms of themes and not mix any subjective
elements. Besides it requires artists to paint realistically in terms of expression forms, techniques (the more accurate
description, the much better it is), exaggeration and distortion are forbidden. This view of mechanical materialism
led to the establishment of the characteristics of naturalism.

Naturalism regards that art is the same as science and takes art as the tool that is just used for understanding
the objective world, which is the so called “Imitation Theory”. The artists who held this opinion require the images
he describe are very close to the natural features of object. For example, it they want to present the features, then
they have to study the anatomical structure of human body, and if they want to present natural environment, they
have to pay attention to the perceptivity of distance and measure whether artist’s performance are in line with the
reality of object according to the principles of perspectivity and anatomy, thus making art as the illustration of
science. Although naturalistic art school occurred in France in 1800s, its spirit was shown to some extent by the
very early works. The realistic art in Renaissance possessed some quality of naturalism to some extent, especially in
terms of theory. The atmosphere of combining art with science prevailed that time, and many artist were also the
scientist at the same time. Besides, DaVinci and Michelangelo did human anatomy by themselves and employed
their knowledge in anatomy for creation. As for The Delphic Sibyl produced by Michelangelo for the ceiling frescoes
of Sistine Chapel, he used to conduct a very accurate measurement work to understand the accurate proportion of
the five sensing organs of human’s face.The Battle of San Romano by Uccello and the Death of Christ by Mantegna
were drawn based on the principle of perceptivity. The drawers’ intentions were very clear, which was to make the
art images on their works possess high degree of resemblance with object. The saying from DaVinci said, “The
important thing for drawing is to make the images described match with object perfectly” These show that what an
important position the objective element played for art creation in the mind of artists that time.

Sure, the emphasis on objective element for art creation does not mean that these authors are naturalists. Al-
though some ideas and opinions they claimed were in line with the spirit of naturalism, their practice in creation
often betrayed this spirit, which is common in art history. It is no doubt that DaVinci and Michelangelo are both
great realistic artists with their works containing strong subjective element of artists. The naturalism theories for art
was given clear classification in the comments from French writers Goncourt brothers, Zola and drawer of Courbet
etc, but their creation practice was against their theories.

Courbet spared no efforts to advocate that artists can only describe what they can see with their eyes and ad-
vocate describing the object loyally. Some of his opinions were close to naturalism but his creation activity were not
exclusive to the subjective element, which can be indicated not only by his works that present nature such as Ocean
Wave and The Place for Deer to Hide Themselves but also the huge painting such as Ornan’s Funeral and Studio. These
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works all indicate the strong subjective spirit of authors. We can not only see author’s understanding and attitude
towards the objective world but also can see the powerful presentation of author’s subjective feeling and characters.
No wonder that some people think that there is a very tiny gap between realism and naturalism, and some people
even think the naturalism is the elementary phase of realism. Both of them emphasize to present objective elements,
but they would walk away from realism and become naturists if authors put an overly emphasis on objective ele-
ments even only focus on objective elements.

For the second claim, people think that art is to present objective world via artists’ subjective world. They think
that art are not the copy and reproduction of the objective natural life, but a creative reproduction of objective
world based on artists’ different feeling and understanding for the objective world. Hence it contains the subjective
element from artists. According to the first view that art are purely the mechanical presentation of the world rather
than drawing out the artists’ subjective initiative, then if there are ten painters to draw for the same object, then
their works will resemble each other with few differences. According to the second view, ten painters will create ten
different images for the same object, and all the ten works with different effects can present the reality of the object,
which is the function achieved by different subjective elements for art creation.

What do the so-called author’s subjective elements contain? I think the major elements include (1)author’s
standpoint and views; (2) author’s thoughts and feeling; (3) author’s personality and temperament.

The different standpoints and views of artists are determined by different world views. Different standpoints
and views determine the author’s different attitudes (different degree of knowledge and understanding) towards
objective world...If a person that has no love and feeling for socialism, he would be always interested in the dark
and backward things in life, appreciate them, enjoy putting an emphasis on them and turn a blind eye the positive
and bright things in real life or won’t bother presenting them after seeing them. So regarding art creation, themes
themselves do not mean more than author’s standpoints and views. It seems the views claimed by naturalism is an
impartial standpoint, which regards facts as truth and takes the things in life as themes for art despite that they are
primary or secondary aspect and of the nature and phenomenon, but in fact it is a negative standpoint of objectiv-
ism.

Different standpoints and views have direct effects on the choices of themes and main ideas for authors.

Thoughts and feeling are the secondary main contents. Thoughts and feeling are decided by the standpoints
and views of authors, besides thoughts also contain the imagination activities of artists. Art creation shall not totally
rely on the intuitive feeling of authors but also need their rich imagination for complement. Artists could present
what they see with their eyes, what they think in their mind as well as the existing things in real life and their ideal
for future world.

Naturalism does not allow the subjective activities of authors for creation and rejects the important function
of authors’ subjective feeling for creation, which Tolstoy did not agree with. He thought that the main function of
art was to express feelings. There are a diversity of feelings such as happiness, anger, sadness and joy. An art work
shall have to present the feeling elements of authors. If authors do not have strong feeling for what they want to
present initially and transform such feeling into strong passion for creation, then what they produce would not have
strong power. We always encourage artists to present the life that they are familiar with, because life is the source
for creation, which is naturally correct. But it does not mean artists can produce touching works as long as they are
familiar with life. It must be some strong feeling gained by authors from life that could touch authors. When such
feeling develops to an irresistible degree, authors will be eager to present it by their works. Kathe Kollwitz’s works
are the best examples that show the function of feeling for art creation and almost every work of her presents the
author’s strong feeling. Sometimes when the feeling reaches a climax, author will introduce her own image to the
works to behave together with the features on her works together. The back image of the woman on the picture of
Resistance that was contained in the serial paintings of Farmers’ Fighting is the embodiment of the author herself.
We can find this from her other works.

Sure, although we emphasize the importance of feeling, we do not reject the function of rational knowledge for
creation. The more thorough and profound understanding for what authors are familiar with and interested in, the
more strong feeling he would have for it, and the much richer presentation the feeling would be. If artists behave as
the first claim that it will be sufficient that artists observe, analyze and study the external shapes, structure, colors
of the objective thing patiently with level head just as scientists. Many master drawing for the books on scientific
technology tools and the portraits as merchandises are the example. These works can also help people to under-
stand external phenomenon of some object, but as art works, they are lack of touching power that can resonate with
viewers. If artists create works only based on rational activities without consideration about feeling elements, it will
face the risk that transforms arts into illustration for daily life. We often call on artists to present positive things in
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life, but it does not mean that the entire positive thing can be chosen as the themes for creation. If authors just think
that they are meaningful from their perspective of rations and have no resonances with viewers in feeling, then the
works produced will become dull and boring due to lack of author’s passion.

Therefore, we can say that the subjective elements of authors will directly influence the artistic infectivity of
art works.

The third content for subjective elements for art creation is author’s personality and temperament. Personality
refers the author’s characters including his interest, hobbies and esthetic views; personality refers to the talents and
the influence of life for him, and also includes author’s culture and comprehensive quality in other aspects. The
so-called “The painting represents the author”. Means that the works present the author’s personality and culture
different personality and temperament and different authors not only affect the choice for the content of themes, but
also affect the employment of art forms and techniques as well as the establishment of art style to a large extent. The
quiet, implicit and plain tone of feelings presented by Millets’ works, the sadness, sentimental and loneliness atmo-
sphere produced by Munch’s works as well as the fire-like color and strong lines and strokes presented by Van Gogh’s
works are all direct reflection of authors’ personality and temperament. When viewers appreciate these works, it will
look like that they are listening to the declaration of authors by different art language. Those works without author’s
personality are just like works without feeling, and it is easy for them to be similar with each other. Artists without
employment of his personality and feelings are difficult to establish the style of their own, at the same time the es-
tablishment of style is an important symbol that authors are getting more and more mature towards art.

So the presentation of different personality is one of the important conditions to avoid the homogenization and
promote the establishment of art as well as its diversity.

The works produced by artists based on their own subjective world can present the diversity of themes contents
and forms style and the ever-changing phenomenon of the objective world, which can make viewers both see the
true reflection of artists for objective world and see full employment of different intelligence and creativity of artists.
Thus the objective world presented via artists’ subjective world is not the copy and imitation of the original look of
objective world, but can achieve a much more perfect level than original objective world. This is what realism and
romanticism pursuit and is the direction for art creation that we advocate and insist all the time. The third claim
thinks that art is to present author’s subjective world via objective world. It is thought that objective world is not
what art aims to present and it is just a media to present an author’s subjective world. The subjective world in their
opinions mainly refer to authors’ feeling and personality and the authors’ standpoint and views are not important,
although their works present some standpoint and views of authors. Such artists ignore the understanding and edu-
cation meaning of works, and oppose the “imitation theory” with “creationism” that art shall get rid of the imitation
for the objective world totally and employ artists’ subjective spirit fully. Besides, in terms of expression techniques,
they oppose real description and worship exaggeration and distortion, thinking that it is a normal process for art
development from representationsm to abstractism. Many western modernist schools advocate this claim.

Before the variety of modernist schools came into being, the subjective elements for art creation had been
emphasized since impressionism and objective elements had been weakened. The description for nature scenery by
impressionist focused on authors’ subjective feeling and instant impression, for which subjective elements obviously
prevail compared to the deliberate description for the shapes and structures of natural scenery by Barbizon paint-
ers. When it came to the age of Van Gogh, Gaugiun and Cezanne, the characteristics of personalities and feeling of
artists were highlighted in their works more prominently. Fauvism artists took the expression of personality as their
primary goal with striking personality of their own highlighted in their works for every artist of this school. For
the figures description, there are great differences among Teran, Matisse, Modigliani, Laurencin. While for scenery
description, the works of Utrillo, Vlaminck, and Margai are not also the same. It is hard to find the similarities on
their works. There were almost no documentary history paintings that focused on the understanding for objective
world. Instead, there were a great number of descriptions for personal feelings and ordinary life scenery. What art-
ists want people to notice were not the object themselves but the strong expression of their personalities featuring
unique artistic style and aesthetic value of the authors.

Expressionists focused on the expression of subjective feeling of the authors. Their works don’t possess the
striking personality characteristics as those of fauvism, but the expression of authors’ subjective passion was high-
lighted, sometimes such passion reaching a very high level of outburst. From the perspective of art school system,
Van Gogh and Munch cannot be regarded as expressionists. But some art historians took them as precursors and pi-
oneers of expressionism due to the fact that both masters focused on the expression of subjective feeling. Van Gogh
had a fiery personality and his works were finished when he was in a extremely nervous and excited mood. Munch’s
works are also real reflection of the lonely, somber and sentimental feeling and his personality. But the passion
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presented by their works was not isolated, because many works of them were integrated with some social themes.
Besides, they succeeded in exploring how to express human’s inner world and mental status. Therefore, these works
are in line with the spirit of realism. That's not the case for the works of most expressionists, because their passions
are abnormal, neurotic, sometimes mysterious and religious. They regarded the whole objective world as mal-
formed, distorted, ugly and horrible. Therefore, the extremely ugly images on their works are just the expression
of furious, almost mad and excited feeling. Most expressionists used the objective world as a tool to relieve their
passions, so they did not pay much attention to the images, the integrity and beauty of structure, but sought to
make use of all the colors, all the strokes, all the black and white and engraving skills for the expression of authors’
subjective passions. As for the new objectivity school of expressionism, although the works of such painters such as
George grosz, Otto Dix and Max Beckmann present the same horrible feelings of authors for the things in the world,
they show authors’ feelings of resentment and scorn towards upper class and sympathy and mercy for underclass.
When their works involve in poignant social themes, they would have the function of criticizing realism. George
Grosz became a world famous caricaturist. When artists’ subjective passions are integrated with objective realistic
society and present authors’ attitude towards life,their works will divorce from expressionism to realism. The opin-
ions of cubism and futurism are different from those of fauvism and expressionism, because they neither focused
on personality nor feeling. Cubism emphasized the shape structure of object and futurism focused on the sense of
movement of object. It seems that both of them respected the existence of objective world very much. Besides, both
of them attempted to leverage scientific principles to express this world.

Cubism thinks that it is impossible to present the comprehensive shape and inner structure of objects for the
previous artists to observe objects from the perspective of planes. Futurism also thinks that it is impossible to pres-
ent the look of modern world full of sense of movements in the same way as the pervious artists who described the
still objects. So cubism employed the principles of geometry to analyze the shapes and structure of objects calmly
and patiently, and they broke the original shapes and structure of objects into pieces subjectively and then arrange
the pieces of triangles, rhombuses and semicircles on the pictures based on authors’ analysis and understanding for
form images that are completely irrelevant with original shapes and structures. Although the cubists thought that
this kind of images present the comprehensive shape and structure of object, it was just the “unreal image created
subjectively” by artists actually. Futurists attempted to destroy the original still pictures and sought to present
the complicated phenomena of objective world in rapid movements from the perspective of art by leveraging the
modern scientific mechanics principles, therefore there was no fixed and complete image on their pictures. Cub-
ists destroyed the normal shape and structure of objective thing from the perspective of stillness while futurists
destroyed the shape and structures of object from the perspective of movement. Although both of them claimed to
respect the reality of objective world, they turned to the subjectivism on art practice from the objectivism on theory
and deviated further in terms of presenting the original shape and structure of object compared with fauvism and
expressionism. Fauvism and expressionism only exaggerated and transformed the shape and structure of object, but
cubism and futurism destroyed and disassembled the shape and structure of object. As for aesthetic value of the art
images produced after destroying and disassembling the original objects, it needs to be discussed further.

Superrealists conduct creation activities from the perspective of physiology. They were not satisfied with the
objective world, so they attempted to build a world beyond objective world based on subjective fantasy, where artists
sought inspirations and described phenomena that don’t exist in real objective world. In fact, what superrealists
described is closely associated with real objective world, and the difference is that they are based on the fantasy of
artists. The works of Presentiment of Civil War by Salvador Dail and Europe After Rain by Max Ernst were produced
around the end of the World War II. The cruelty and catastrophic consequences of war brought about an inde-
scribable sense of horror to authors and these works are the direct reflection of the spiritual state and thoughts and
feelings. Artists’ fantasy in their subjective world reflects some perspectives of objective world.

It would be neither comprehensive nor accurate if we regarded all the variety of schools of modernism as sub-
jectivism art indiscriminately and deny their objective significance. Modernism art claim to present authors’ subjec-
tive world by the objects in the objective world, so the subjective world created by the visualized artistic techniques
is still closely connected with, other than isolated from,the objective world.

The fourth claim thinks that art present authors’ subjective world, which is continuous development of the
third claim. This claim was initially advocated by modern abstractism. Abstractism is a school of modernism and
a branch of expressionism, and its founder was Kandinsky who was the backbone of “blue knight school”. He pro-
posed a new opinion and created abstractism art and did not follow expressionism any more. He advocated using
abstract forms to express authors’ subjective psychology and feeling other than any specific object. He proposed to
use different combination of color, dots, lines, planes and blocks for composition rather than specific images, paving
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a “pure” “absolute” and “abstract” path for art creation. In this case, arts are used to present pure subjective world
with objective elements almost playing no role for creation, which made art totally separated from the imitation
and its reliance on the objective world and present subjective world of art created by them. So except the aesthetic
function, art lost its functions of cognition and education. The so-called beauty of abstract forms can be explored
for the abstractism art but there are still many different opinions about whether the beauty of abstract forms really
exists and whether there is aesthetic value for abstractism arts.

Some people think that it is inevitable trend for the development of modern art from objectivism to subjec-
tivism and from representationism to abstractism. But it is not the case in fact. Abstractism art belonging to sub-
jectivism had a history of over half a century since Kandinsky and evolved to a ridiculous level and seems come to
an end today. Photorealism emerged in 1970s in western countries, which was an extreme figurative art. It not only
restores the original forms of object, but requires images are as true, accurate and penetratingly minute as object.
It is impossible for any other realistic school to achieve that and only modern photographic techniques could meet
these requirements.

This basically denied the abstract schools. As mentioned above, we can conclude the following ideas based on
our understanding for the four claims discussed above:(1) Objectivism art refers to naturalism;(2) Subjectivism
refers to abstractism;(3) Art that integrates subjective elements and objective element refers to realism and mod-
ernism. Both of them have something in common which elements of subjectivity and objectivity as the union of
opposite are integrated in the creation activities of artists. But realism thinks that objective elements is the primary
elements and that objective elements determine subjective elements and that the subjective elements of artists can-
not be constrained by some objective elements; while modernism think that subjective elements are the primary
elements which determine objective elements and that subjective elements of artists shall not be constrained by
objective elements and shall exert its function for creation. According to the development of creation and theory
in our art community, the issues people care about and debate most are not the first and the fourth claims but
the second and the third claims. There are few people who agree with the opinions proposed by naturalism and
abstractism, which means that some people may hold positive or half-positive attitude towards abstractism but
they don’t produce abstract works themselves. Instead, many people put forward a variety of different opinions
for realism and modernism and there are also quite a number of people to insist realism and support modernism.
Generally speaking, the elder generation artists are inclined to realism while younger generation artists inclined to
modernism. Some people wrongly regard realists as conservatives while taking people who advocate modernism
as renovationists.

For a long time, we have appreciated relatively more realistic works and have a deeper understanding for them,
and we also made some exploration for the issues of realistic theory. On the contrast, we saw a fewer modernist
works and had superficial understanding for them. We were always used to think that the realistic art and modernist
art are totally opposites and incompatible and wrongly suggest that whoever insists realism will definitely oppose
modernism and whoever advocates modernism will surely object to realism.

That’s exactly not the case.

Although there are many differences in terms of artistic ideas and creation principle between realism and
modernism, they are not irreconcilable opposites and they still have something in common. If we take realism as
a method for creation or the spirit for art creation, then this spirit are all presented by a wide range of art from an-
cient art to modernist school art. It is no doubt that realistic art creation put an emphasis on objective elements, but
in order to make subjective elements play important role in creation, we have to address the integration of it with
romanticism to enable authors fully develop their imagination to avoid the tendency towards naturalism. Now that
realism can be integrated with romanticism, why can’t it be integrated with other kind of art, such as symbolism and
a variety of modernist schools art? Actually, some artists had integrated them and achieved significant accomplish-
ments. Some realistic artists in modern western countries turned to realism from modernism, and some of them
began with realism initially, but all of them were influenced by modernist schools to some different extent and as-
similated the advantages of them and used the expression forms and methods advocated by different kind or school
of art, such as Kathe Kollwitz and George Grosz from German at the same ages, Maserell from Belgium, Guttuso
and Mbeki from Italy, André Fougeron, Great Salitz, Lecher from France, Rockwell Kent, Charles White, Benton,
from America, and Rivera, David Alfaro Siqueiros and Gomez from Spain. All of them are the great contemporary
masters in realism who opposed naturalism and abstractism of art as soldiers. Besides, as for modernist art, none
of them totally denies them but hold the attitude of appreciation for them. The typical representative was Siqueiros,
who claimed it was a must to absorb the advantages of the variety of modernist schools in order to create a new
heroics art with spirit of times, and on top of it he would need 50 more other elements. He assimilated man different
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elements, such as “colors” of fauvism, “shapes” of cubism, “movement” of futurism, “feeling” of expressionism, and
“imagination” of superrealistism in addition to the creation of his own for his works.The giant works of Fascistiza-
tion Process, New Democracy and The Portrait of Bourgeis, which are the good examples that comibine realism and
a variety of modernist arts. We take Picasso’s famous work Guernica as one more example; we can see that the main
idea and choice of themes conform to the spirit of realism. However, the author did not intend to present the histor-
ic fact that Guernica city was destroyed but that artist’s angry feeling caused by this incident as well as his attitudes
towards it. Therefore, it was not necessary for the author did not went to Guernica to make investigation and visit as
well as field sketch as what some painters did, instead he made a realistic description base on the situations there at
that time, which means that the author did not use the expression method of realism but use the expression method
of cubism and superrealism to finish this work. The author thinks that it can present his creation intention in a
better way. Guernica can also be regarded as a work that combines realism, cubism and superrealism, a work that is
designed to express author’s subjective world ( author’s feeling and attitude caused by the incidents) by the objective
world( a historic incident). The same explanation goes with the other works of Picasso, such as The Massacre in
North Korea and Franco’s lies. In the past, people always thought that only his works produced in the “cyan period”
and “pink period” about feeling and scenery featuring the nature of realism to some extent and criticized his works
such as Guernica that condemned fascists and featured political propaganda as bourgeois formalist art, which is
very unfair. We always advocate realistic art. But because our understanding for realism was not comprehensive, we
often emphasized the objective elements of realism with its subjective elements ignored, or we often emphasized the
importance of author’s standpoint and viewpoints but underestimated author’s subjective imagination, feeling and
personality etc. Therefore, the realism we advocate often deviate from naturalism, which resulted in formulation,
conceptualization and similarities for our works. Some people think that the main reason for formulation and con-
ceptualization was that author did not have deep and sufficient experience and understanding for life, which is just
one aspect of the issue. There is still no way to avoid the similarities for their works if ten authors go to experience
life to observe it from the same perspective and to think about it in the same way of thinking and to present it with
the same feeling. We require artists to have the world view, standpoint and point views of Marxism, but authors’
imagination, feeling, personality, interests and hobbies should be diverse under the guidance of correct world view.
Besides, the feeling and understanding for life should also be diverse, which will contribute to the variety of main
ideas, themes, forms and styles of the art works. Rich and colorful art works origin from both the colorful objective
life itself and a diversity of subjective spirits of artists.

Due to dissatisfaction with the old rules for art under the influence of “Left” and dissatisfaction the previous
tendency of “naturalism’s realism’, many young comrades (especially young comrade) required to exert author’s
subjective initiative to present their true feeling, rich imagination and distinct personality. So when they are ex-
posed to western modernist arts, it seems that they found a kingdom to achieve their art ideals and they saw the
spark of outburst of feeling and personality of artists, and they even took it as the goal they attempt to pursue, which
we can understand but is one-sided. The elements such as imagination, feeling and personality are all not abstract,
and the actual functions and effects they have are not the same. As long as they are useful to cultivate good moral
values and noble sentiments and improve people’s spirit to make progress and work hard for the bright and happy
communism, the role of subjective elements such as imagination, feeling and personality are of significance. Those
random thoughts that are not grounded in realities attempt to lead people to a dark, mysterious and horrible fan-
tasy world, just like what are presented on the works by some superrealistic present authors’ desperate feeling due
to no confidence in human’s future. Such kind of imagination is negative. Similarly, the decadent, cold, sad, lonely,
confused, and contradictory, anguish and hysterical feeling presented on some works of expressionists was also the
reflection of author’s spirit of pessimism for an uncertain future that he had nothing to do. Such feeling was against
the spirit of the times today. It is a pity that there are a few art works which also present this kind of thoughts and
feeling. Although such feeling is very true but it is not worth advocating for art creation. We advocate that works
should present authors’ true feeling rather than telling lies, but not all the works presenting authors’ true feeling are
good for the people and the society.

It reminds us that the author’s subjective world plays the primary role for art creation, no matter the objective
world is presented by author’s subjective world or the author’s subjective world is presented by the objective world,
because art works are always created by human and the things in objective world cannot become art works them-
selves, which can only be used as the rich materials for artists’ creation. Art images are always created based on
the subjective world of artists. So first of all, it is required that the artist has a sound subjective world. At the same
time, his subjective world must take his world view as the core part, because the standpoint, point views, thoughts,
feeling and personality are all determined by the world view. As for these works, it is the negative and decadent
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spirit of the author’s subjective world, other than the expression forms and method that are incompatible with our
subjective world, so they cannot echo in our thoughts and feeling. I don’t think the problem lies in expression forms
and techniques. The artists shall be given full freedom in terms of their choice of expression forms and techniques as
long as the contents contained in subjective world are positive and optimistic. Take Joan Miré for example. He was
a superrealistic and progressive painter in contemporary western country, whose political thoughts were inclined
to revolution. He used the forms of superrealism to express positive and philosophic content for many of his works
with the pictures giving people the sense of children-like frankness, brightness, activeness and vibrancy, which is
totally different with the depressed, dark and low-spirited tune of some superrealistic works. We can understand
the expression forms used by Mird, but it does not mean that the works that we cannot understand should be reject-
ed. Because what we can’t understand does not mean that other people can’t understand either and what we can’t
understand right now does not mean they cannot be understood, for which there are many examples. But I should
fully considerate the question how to make my works to be understood by viewers.

We advocate the creation method of revolutionary realism, because it requires artists to have revolutionary
world view, which will be helpful to build a normal subjective world in the mind of artists and can make them deal
with the dialectical relationship between subjectivity and objectivity for art creation. However, there are a variety
of things in the objective world, and it is the same case for spiritual world. Besides, people’s appreciation demands
for art works are diverse too. Therefore, it is impossible to present the overall objective world and subjective world
just by using one method for creation. On one hand we shall advocate the creation method of revolutionary realism;
on the other hand it is allowed that it can coexist with other multi creation methods to make them compete in the
creation practices, which will provide big benefits for promoting the prosperity and development of socialist arts.

Originally published on Literature and Art Studiest, Issue 6, 1982
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To Create New Socialist Art Loved by the People
Wang Qi

The viewers of art works always require artists to produce novel works to meet their increasingly improved
appreciation needs. If artists always present viewers the same old stuff, they will fell boring. Artists should require
themselves to make progress in creation. The important thing for art is its originality, which applies to all artists.
That is to say every artist is required to remain his own originality in creation other than the same as others. Mean-
while the important thing for art is its originality, which applies to individual artist. That is to say every artist is
required not to create the same works but to keep on exploring new areas to change his works continually. There are
few artists of this kind in history.

Our art achieved big accomplishment during the more than 30 years since national liberation with its ideology
and art level improved significantly compared to the past, which cannot be negated. But we also notice that art
works are still not rich and colorful and present a serious problem of similarity, which makes many foreign friends
criticize that it seems that our works are drawn by the same person and cannot tell the differences among them
after they appreciated our exhibition. The domestic viewers also pointed out this issue. If the contents and forms
cannot achieve high degree of perfectness, and if there is no rich and colorful art prosperity presented by the works
of different artists, then we cannot talk about the superiority of socialist art and cannot gain convincing victory in
the competition against capitalist art.

Now, in order to implement “Double Hundreds” policy, China communists call on artists to liberate their
minds and innovate boldly in order to produce better works to meet the needs of the people and win honor for
socialist art. The thoughts in art community get active, and a variety of art associations are established which hold
various exhibitions and forums to express their own point views and advocate their opinions in order to break away
from the constraint by the old rules and regulations and explore a new approach to change the current situation
of art creation. They claim that to “breach the rule and regulations of socialist realism”, “be open to western art”
and “create the art of 1980s”... (These point views are worthy studying.) These voices from some young artists are
very eager and strong. According to some art exhibitions held in the nearly two years, we notice that what they
achieved regarding innovation. Many authors are thinking carefully, exploring carefully and their attitude are se-
rious. It is not surprising that there are some authors who conduct creation in a wrong way due to the insufficient
understanding for the significance of art creation. It will be a difficult journey for the new exploration of art and it
will rarely be smooth. Some people used to think that the exploration of art is actually the exploration of souls and
nothing can overcome a variety of difficulties and find and conquer new areas but the strong will, perseverance and
determination.

I think we should pay attention to the following two questions for art creation. Here, I would like to talk about
my own immature opinions to correct some wrong ideas in art community.

Is innovation just a matter of forms and styles

Some people think that innovation is just a matter of art forms and styles, which has nothing to do with con-
tents. It is not a comprehensive point view. Of course, there are different expression forms and styles for the same
themes by different authors, which is very common in art creation. It proves that the diversity of art forms and styles
are not determined by themes, doesn’t it? Besides, the themes that are often used by previous artists such as flowers
and birds, mountains and water are presented in different forms and styles by artists today. It just proves that the
innovation of art is purely a matter of forms and styles rather than the contents, doesn't it? However, why can these
arguments be challenged is that the understanding for the implication of the art works content is not comprehen-
sive. The contents of art works not only include themes, but also its main ideas. Main idea refers to the intention of
creation of authors, such as what authors want to tell people by his works, the point views, thoughts and feeling pre-
sented by his works and the thing authors want to have echoes in the heart of viewers. These point views, thoughts
and feeling can be presented via some appropriate themes which are just medium to present main ideas. So themes
and main ideas are the two primary elements for a art work. In this case, as mentioned above, the works from differ-
ent authors will present different forms and styles for the same themes just due to the different point views, thoughts
and feeling of each author. Because the modern painters have different point views, thoughts and feeling compared
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with those of ancient painters, so they could created different forms and styles whey they employ the same themes as
ancient painters, which prove that the point views, thoughts and feeling of authors have their own functions, which
function as important elements of the content of art works. The late painter Fu Baoshi used to write the article of
Changes in Ideology Lead to Changes in Art Works to talk about creation experience of his own. It shows contents
determine forms and innovation is not only a matter of forms and styles but also a matter of contents. Except Fu
Baoshi, other innovators in paintings included Pan Tianshou, Ye Qianyu, Wu Zuoren, Lin Fengmian, Jiang Zhaohe,
Shi Lu, Li Keran, Guan Shanyue, Huang Zhou, Huang Yongyu, Wu Guanzhong, Ya Ming, Zhou Sicong and Liu
Wenxi et al. Their accomplishment resulted from the relevance between forms and styles and contents.

Only when artists handle with the selected themes in new opinions, thoughts and feelings, which will make
them be aware of that the old expression forms and techniques cannot meet the new needs, they would make their
best to explore new expression forms and create new art style. It has been proven by the practical efforts of the in-
novative painters in China and abroad in the history.

It is not sufficient to clarify the issue that art creation cannot be separated from its contents just from this single
perspective.

The emergence of new art forms and styles is determined by not only the author’s new way to deal with themes
with his new thoughts and new point views, but also new themes and new contents for life.

The changing life provides many new themes for art creation, but only the artists with the quality of originality
are good at exploring the things that are suitable to be presented by art, such as new themes, new plots and new
artistic conception, which in turn requires artists to present them by using new composition, new colors and new
techniques. From this point of view, I think that many works produced after liberation showed that we had made
great achievements, like the The Founding Ceremony of New China by Dong Xiwen, Overturn The Presidential Palace
coproduced by Chen Yifei and Wei Jingshan and other revolutionary historical paintings and new life genre paint-
ings, all of which are of innovative significance to some different degree.

Because such novel themes, plots, artistic conceptions and the portraying methods for figures are all not em-
ployed by previous painters, so they can be regarded as a kind of innovation, can’t they? For the two giant oil
paintings, the authors added something new based on the need of new contents, although they also employed some
techniques for oil paintings accumulated by predecessors. The innovation for art is by no means that we have to
discard the expression techniques employed by predecessors and have to deal with a variety of contents just with
brand new expression techniques. Authors could choose the forms and techniques that are the most appropriate to
present these contents in their opinions. As for the content for The Founding Ceremony of New China and Overturn
The Presidential Palace, if the authors used the forms as used by Picasso for Guernica, it absolutely cannot meet need
of main ideas and can’t have the effect of strong response by the people which was beyond the expectation of the
author. Picasso had his own way of innovation and our painters have our own. Our innovation requires possessing
not only the strong nationality but also need to meet the masses’ need for art. During the war of resistance against
Japan, the woodcuts developed in liberated area with Gu Yuan and Yan Han as representatives were very famous in
the world due to the forms that were popular with the masses with strong national characteristics.

Of course, there are a lot of options for our artists in terms of innovation and no one is allowed to interfere
with them. But the socialist art is created for the masses, so the innovation for socialist art cannot separate from
the appreciation habits and aesthetic needs, so we don't agree with the opinion that the more difficult for people to
understand it, the more novel the works will be. As for the Guernica of Picasso, its content is to reveal the Fascist
crimes made by Franco and it was created for people from the perspective of artist’s subjective intention. On top of
that, its expression forms were unique. But this works caused different response in the world. Some people appreci-
ated its innovative spirit for art and think it was an impressive art work. But the masses” opinion was just opposite,
thinking they cannot understand it and the author distorted the image of the masses and even there was some very
serious response. The artist and his supporters made themselves opposite to the masses. This issue has always been a
focus of argument for innovation among the western European artists. Many artists and theorists insist that the gap
between the artist with spirit of innovation and the masses cannot be narrowed. The reason is that the appreciation
level of the masses falls behind the creation activity of artists, therefore they think that artist can focus on their
creation totally based on their own will and there is no need for them to consider about the need of the masses. But
there are some artists who think that the art works are of positive significance only when they can be understood
by the masses. They explore the innovation for art while they associate this innovative spirit with the appreciation
needs of the masses, to narrow the gap between artist and viewers. This is a fight that lasted decades of years in
western arts community for different art paths, which continues today. The question about what implications and
lessons that our artists can get from this fight for their own art creation need us to think about it further.
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Innovation and Learning from Foreign Countries

Today, some people think that innovation requires learning from foreign art and shall introduce western art
especially modernist schools art. They think that only modernist school art is the new trend of the world art and is
the art in 1980s.Some comrades proposed to create the art for 1980s and thought that it was an important approach
to learn from the western modernist schools.

Honestly, our assessment for western modernist art during more than 30 years was a little simple, and we did
not make careful and specific analysis for them, and generally regarded that they were the decadent and declining
bourgeois art and negate them entirely. If there were some people who made some objective analysis for them or
recognized some elements that could be used for use, they would be identified to “propaganda formalism” and
“advocate bourgeois art”. To implement the “Double Hundreds” policy, the gate of art is opened to let people appre-
ciate the art in the world, because young people are very eager to have a look at the western art. Therefore, they are
curious and interested in all the foreign art. They are not ready to tell what the art are in 1980s, and what the art are
in 1920s, what the formalistic art are, what the realistic art are, what decadent art are, and what the positive art are.
A mixture of both good art works and bad works are all presented to the young people, which is a result of culture
confinement policy for many years and also is an inevitable phenomenon in the history that is not surprising. So
as an elder generation, it is necessary for us tell the young people about our experience and feeling to help them to
establish correct understanding for western modernist art, which is the responsibility we have to assume.

There are two significantly different tendencies in the art community of any western country, formalistic art
and realistic art, art served for a few bourgeois as well as art dealers and art for the masses, artist as rich as capitalists
and extremely poor artists. No matter which kind of artists they are, they have to make innovation to make them-
selves accepted by the supporters, although they chose different directions and methods. The innovation made by
formalistic artists are for self-satisfaction or meet the appetite of their rich employers, while the innovation made by
realistic artists are designed to be accepted by the masses to fully exert its positive social function of art.

Therefore, we should have a correct understanding for “innovation” and we should not regard all the “new
things” as good and beautiful. From the perspective of Marxist philosophy, “new” is related to “upwards’, and “pro-
gressive”. The new things refer to the things under development and in progress other than decadent and declining
things. Artistically, the concept of “the newest thing” and the concept of “the most beautiful” are not necessarily
related with each other. It is meaningless for innovation if the thing is just “new” but not “beautiful”. Some “new”
things for art are also “ugly”, and “old” things are often “beautiful”. As art works, as long as they are truly “beautiful’,
they should be carried on, developed and cherished by people forever even though they are “old”. As art works, as
long as they are “ugly”, they should be rejected and abandoned and cannot be the good examples we learn from
even though they are new. When talking about the art situation after the October Revolution of Soviet Union, Le-
nin pointed out that, “why should we reject the truly beautiful things and refuse to take them as the beginning of
development going forward? Is it just because they are ‘old’? Why should we worship the new things as what we
do in front of the God? Is it just because they are ‘new’? It does not make sense at all. It is a kind of hypocrisy, and
naturally it must be the unconscious worship to one of the beautiful fashions dominated by the western countries...
I cannot recognize the works of new impressionism, futurism, and cubism and so on are the best works of art tal-
ents. I don’'t understand those, which can make me feel a little bit of pleasant.” Lenin agreed what Luunkalsky said
that “the talents who have the masses basis will establish the people’s art, which can present the beauty as that by
the works of Luunkalsky,a beauty that nothing can compete, which was only illusion in the past”. We agree with the
point views of Lenin that art not only belongs to people but also needs to be understood be people. The innovation
for art needs to be accepted and be regarded as the “beautiful” art by the public.

Don’t worship actually “ugly” things that are thought to be “beautiful” in some people’s mind, and don’t wor-
ship the “old” things that have been abandoned as “new” things to imitate learn from as good examples for art
creation in 1980s, because in fact they were outdated foreign art in 1920s and 1930s.

Originally published on Art, Issue 10, 1980
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