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Historical background

During the second half of the 19th
century, the imperial court was facing
decline as the Chinese territory was
troubled by the imperial forces, facing
threats both from the western coun-
tries and Japan.

In 1894 to 1895, China faced its worst
defeat against the Japanese in the
first Sino-Japanese War. China was
not strong enough to take on their
enemies, as they were still using “Sec-
ond Industrial Revolution” technolo-
gy. This tragic event made the situa-
tion between the population and the
foreign dynasty' even worse.

The theorist of the revolution against
the institutional powers of the time
was Sun Zhongshan (Sun Yat-sen)
Hiill (1866-1925), the leader of the Chi-
nese Nationalist Party Guomin tang
FR5%. At the beginning of the Na-
tionalist party, in order to remain free
from the persecutions of the impe-
rial government, their headquarters
was based in Japan. It was during
this time that Sun Zhongshan met
the three founders of the Lingnan
School of painting, Gao Qifeng &E#ril&
(1889-1935), his brother Gao Jianfu &
§142 (1879-1951) and Chen Shuren [%
B (1883-1949), who were all born in
Guangdong province, the area most
linked to the western world. The three
artists, after joining Sun’'s nationalist
party, actively participated in the ren-
ovation of their country. They believed
the political, cultural and artistic reno-
vations were extremely connected.

After the foundation of the new gov-

1 Qind dynasty ii5 %/, they were Manchu people, a
different ethnic group from the Han, the Man, in

chinese manzu J# .

ernment, the first project was to mod

ernise the country, to exceed the clo-
sure and conservatism of the previ-
ous government, and to open up to
the external world, while also keeping
their cultural roots in mind. However,
following the death of Sun Zhong-
shan, the Guomin tang took a differ-
ent direction, which was less inter-
ested in the renovation and cultural
aspects. This was partly due to the fact
that Gao Qifeng, Gao Jianfu and Chen
Shuren were somewhat marginalised
from political life.

In 1907, like many intellectuals of the
time, Gao Qifeng had travelled to Ja-
pan to complete his art education, as
Japan was the first country to intro-
duce western ideas in east Asia dur-
ing the Meiji period (1868-1912). How-
ever, their enthusiasm and openness
to new ideas had put them at risk of
forgetting their own cultural origins.
A western orientalist named Ernest
Fenollosa (1853-1908), along with oth-
er local intellectuals, played an impor-
tantrole in safeguarding the Japanese
traditional art from foreign influences.
They created a new genre of paint-
ing called Nihonga HZAH “Japanese
painting”, a pictorial expression that
had already to some extent, merged
with the techniques of both eastern
and western art, and yet in opposition
to other painting genres that followed
and used western techniques and
materials, which was called Yoga ¥¥:iHi.

Educational background

Gao Qifeng studied Western art, in
particular the techniques of Realism
that had entered Japan through the
Barbizon school, whilst also study-
ing Nihonga. His education made
his ideas about the relationship be-
tween renovation and tradition even
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stronger. Thus, Gao Qifeng, his broth-
er Gao Jianfu (1879-1951) and Chen
Shuren (1884-1948) founded the Ling-
nan school of painting, Lingnan hua-
pai W EEJE, with the purpuse of cre-
ating a new national painting style,
in orded to reunify their own country.
This new style was named Xinguohua
HEE, “New national painting™, and
aimed to create a break from the for-
malism and the blind copying of the
ancient masters, who had character-
ised much of the last period of the
Qing dynasty. They hoped to create a
new perspective in Chinese pictorial
art, by looking at tradition with a criti-
cal eye, dialoguing, and adapting it to
the historical, aesthetic and cultural
needs of the time.

Following the Xinhai Revolution of 19717,
the Gao brothers moved to Shanghai,
where Gao Qifeng founded a pictori-
al magazine called True Records (&
AR Y |, in order to spread their rev-
olutionary ideas on Chinese art. Dur-
ing the first twenty years of the new
Republic, the theories of these artists
had a national resonance. Lingnan
School became one of the principal
sources of the renovatio of Chinese art,
and upheld a main role in the cultural
life of the country until the National-
ist Party began to lose the approval of
the population, in response to the mo-
tionless policies of Jiang Zhingzheng
regarding the Japanese attempts at
invasion which began during the 30's.

Gao Qifeng’s art and theory

Gao Qifeng's novel painting method
is the result of "unifying Chinese and .
Western and blending ancient with
the modern" “4r &, FC 4" Gao

Qifeng established the use of brush

and ink system of Chinese painting as
the main body,and gave full play tothe

2 Guohua | [H is the term used in China to refer at
the Chinese painting, that is the use of traditional
materials: paper, ink and brush




PR - L o ¥

=

436 g g ety SRR R e RIS e o SFraRes

i

Plantain Tree () 134,5x49,3

strength of Chinese painting with

' “vivid charm", "Boneless brush",

and also extracted the character-
istics of Western painting, which
are accurate in rich colours, and

¥ the “science” of artistic expression,
| creating a harmonious and novel
#®  style. Gao Qifeng's brushwork has

been influenced by the "Ju school"
style of painting, their "boneless
metod", "hitting water" and "hit-
ting powder" are the basic brush
techniques that he uses to express
his "naturalistic" painting.

Gao Qifeng's artistic production
can be divided in two periods, the
first comprehends his early studies
with his brother and the influence
of Julian J& k& (1828-1904) painting
style, his experience in Japan, the
participation in the revolution and
his time in Shanghai. This period
was characterised by the influence
of western painting learnt from
the Japanese masters and finally
the unstoppable editorial activity
of spreading his news and ideas
about painting in Shanghai. His
artistic, editorial and revolutionary
activities were deeply related.

The second period started when
he returned to Guangzhou in 1918,
when he began concentrating
solely on the fields of creation and
education. Overtime, he lost the
influence of Japanese painting
and began to perfect and adapt
his artistic needs to the painting
techniques of his old master, Ju-
lian. He grew closer to the literati
painting, Confucianism ideas and
the lifestyle, and it was in this peri-
od that he successfully created the
new style of the Chinese Bird and
Flower painting huaniao hua 1%

Even though Gao Qifeng had
stopped all his political activities,
he continued to spread his ideas
about the new Chinese painting
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with editorial and teaching activ-
ities. In 1925, Gao Qifeng was ap-
pointed asan honorary professor of
Lingnan University I3/ K2%, where
he gave two important lectures on
aesthetics and art education: the
"Aesthetic feeling and cultural ed-
ucation" Meigan yu jiaohua {3
5#k) and "The Art of painting
is not lifeless" Huaxue bushi yijian
siwu CHEIZFAZ—HEIEY)) =

These two texts of Gao Qifeng had
great value, both in relation to the
times in which they were written,
and characterised by one of the
biggest revolutionary processes
of China, both artistically and cul-
turally, and also in relation to con-
temporaneity. The harmony he
proposed between tradition and
contemporaneity, between nation-
al and foreign culture, were funda-
mental themes for the historical
moment, and it can also be applied
in our time. This thought would go
on to become the modus operandi
of the Lingnan school, and also of
many other Chinese artists up un-
til the contemporary times.

In the Chinese artistic and intel-
lectual panorama, the relation-
ship between national and foreign
tradition is a much debated and
important topic. The Confucian
values Gao Qifeng promoted, and
the role of art in the formation of
the individual is highly topical in
the contemporary world afflicted
by desire for power and money,
where humanitarian values are
rarely taken into consideration and
where even the figure of the artist
links his production to mere mon-
etary gain.

The need for an English translation
of the two texts has also to do with
the fact that Gao gifeng's vision
of the world is a universal vision.
3 These two articles were published in Gao
Qifeng's collection of paintings and in various
magazines of the time
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A theme that not only affects con-
temporary society, but also the glob-
al artistic panorama. Thanks to the
revolutions of the last century, China
has found various ways in which to re-
late to the Western society, which are
still in constant evolution and have
often brought benefits and new ide-
as. However, the situation is different
when considering the relationship the
West has towards the Chinese and
other foreign cultures. The Western
art scenes and its expressions have
set themselves as the image of world
art, oftentimes ignoring or knowing
mostly superficially, other foreign tra-
ditions, thus, limiting its expressive
possibilities.

Aesthetic feeling and cultural
education - (FEFR5H L)

By: Gao Qifeng %?yﬂ@%
Translated by: Giacomo Bruni

REBIEANTEARR, S5HTIEAEAR
EME, EESHEEN, W2 NS
AT R FREL SERIRAI I SR
PR ISR T B A, DL T i ) )
AR TR, FrUANREAFE MR
LW, BB R, MNEHRK,

The Aesthetic sense is a natural ca-
pability of all humans, just like Men-
cius used to say, the human nature
is basically good and virtuous, but
the threats to the social environment
and their reckless striving after self-
ish interests have dissipated the nat-
ural aesthetic feelings and moral vir-
tues. Selfish interests have gradually
consumed the natural charm of life.
Therefore, it is the role of art, to adjust,
revive and rejuvenate that aesthetic
senses, which is Nature's gift to us all.

SRBHE AT ? A DL IR se el & Z TGN
D—CzWBERkEHNZ LR, Matl
i, AAITY). HEE TR UGRET AN, )

BRERASA Z BE, PR R 7 28 T 3 21 4 T B
Z MBS, MPrERAE.

What is the aesthetic feeling? It is that
thing that adds ones conceptions and
imagination to the knowledge of facts
or past experiences and impressions;
as the understating of things can't be
just through a comprehensive study
of the elements. The only way to to
understand and reveal all the various
intricate variations is by starting from
the basic norms to reach and under-
stand the mystery of things, this is
what is called art.

B 7 — Rk, HEHEGIr R,
A8 Z At i 22 AR A SR SE, RIS IR A R
Wk, BRAE A B TR, 5
SR AR R ROER , e A 2 I X
oo, ERAETREE®, BRBINRIE “
HR B =" B, ATRKAEKEAN” Z
a), RN OSGEERBEZ NN 28 &
HER A, SCEBF TR AN EIR
ReEghl, A, TEFLETE” KKHE
AT SR R . S W S R, fE
BRI AIE “CREERE, SWZET
wWrbE, FNEREIIRREE, 5
LA B 57, R E A R B, 4
gﬁ%%ﬁ%%ﬁgﬁ?ﬁ*o%ﬁ%%

For example, when we see a litchi
and its bright red color, we think of
it being lustrous and transparent like
a jade fruit, and its delicious taste
and smell, thence we associate with
countless trees full of red litchis like
vermillion stars and dancing green
leaves pleasingly in contrast with each
other; from here we think about the
scenery of the Lingnan in South Chi-
na and infinite poems, that natural-
ly takes the mind to the words of Su
Dongpo: “Eating three hundred litchis
every day, | would long live as a Ling-
nan man”, these verses takes us back
to the same time of the noble life of
Su Dongpo, away from politics and
material pursuit. Finally we arrive at
the sublime friendship sentiments in
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the words of Han Yuanji“ “old friend,
don't let us regret the parting in the
southwest, if | can't send you a plum
blossom, vermilion snow I'll send you
for a thousand mile”. Or when we see
the plant of forgetfulness (Orange
Daylily), we think of the Book of Poet-
ry where it says: “How shall | get the
plant of forgetfulness? | would plant
it on the north of my house™, and at
the same moment we feel the love of
our mother and how she sacrificed for
us, how she patiently taught us with
kindness, and placed in us her ardent
hopes. Then we begin to look forward
to find a way to return, at least a lit-
tle bit, from all the love she gave to us.
This is the aesthetic feeling!

SR — NI — MU SR, TR — NI
MU, MERS AR, WA REA L
SERh SR, DU R . HE2, fLidk
DURCEL S, ARedH B Wy Blok 2
3%, ARER/ILR. MEEIEZ ST LGRZ .
HANGZEWE, MAOMIEE, 2K
AR, HE, ANPLLHIAH, UXMEANZ
FK. WMARZAEFHE PR IT, BITE
FAREIEZ ¥R, DABLEE 2 3 1,
P LR NSIRCE L TE P LV EP O
BLPGES L  ACR SO I A A kA .
RO, FEMEIL, CIgATREE,
FEANREEZ R, HEENE, LUK
W WEPTLUEYE, W R.
Chimi i — 2, Hp ey KiE, B,
wERT AR EN .. AR
i, TRALSKE, BRI Z L%, ke
LT R MG, WHBHER . B RET
PEHBRRAS AR, i 7R 2 R ARSI .
RARI I, el £ 2%, IR
AHER . RTD, FEPTREE L Am L, SN
DAL HE L 2, BT A R
R 2Ty, RRE R SEBEN, H &
Ko BEoKEZIEE, meLR#EL, B
&, SR#ERD, WRFE, B Th A%
2R

4 WU (1118-1187), famous poet of the Southern
Song.

5 The poem continues: “Longingly I think of my
husband, And my heart is made to ache” {#F4 -
TR - AA5)

However the aesthetic sense of each
man from each place, the past and
present, cannot be spread and per-
petuated, unless its put down in re-
cord. However, a narrative form can
describe the facts but cannot express
the shape, poetry can evoke the feel-
ings but cannot depict the form, only
a painting can create it. The words
of the ancients were extremely thor-
ough, the social situation of their
times was in their minds and hearts,
they practiced the painting of flowers,
trees, birds, beasts and figures in or-
der to chant the life and to revive the
aesthetic feeling of the people. Thus,
the woody-orchid with its luxuriant
growth represents ambition and de-
termination, the verdant bamboos
and evergreen pines stand for sober
moral integrity, the gallant horse and
the fragrant orchid are metaphors for
the gentleman, while the cuckoo and
thorns refer to a vile person. Depicting
luxuriant and wither plants, wagtails
and doves in danger, was to inspire
the spirit of fraternal love and cooper-
ation. Painting a mother crow feeding
its nestling, or the lamb breastfeeding
instills filial sentiments. When a man
has aesthetic sentiment he can rec-
ognize the beauty and naturally can
escape evil, when seeing the ugly he
can recall the virtuous, and when the
virtue can be seen he can level with it.
For these reasons, painting is not just
an art, but it incorporates the Great
Waye which is the intrinsic order of
things, and this held a great value for
the ancient masters.

During the Yu dynasty’, painting was
generally taught accordingly to the
system of rites and musice, for this rea-

6 Dadao Ki#, the way of Dao.

7 Yu chao £ HH, is an ancient Chinese dynasty of the
beginning of the third millennium BCE, was men-
tioned alongside the Xia, Shang and Zhou dynasties
in numerous historical Chinese works.

8 Liyue L./, was a complete system of rituals and
music during the Xia, Shang and Zhou dynasties, to
promote a moral and ethical education to maintain
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son the cultural education® prospered,
and the society was ruled in peace
and prosperity. During the Tang dy-
nasty, Wu Daozi* painted a picture of
hell', and upon seeing the suffering
evoked by the painting, plenty of evil
people changed their way of living.
During the Song dynasty Zheng Xia
painted an exiled refugee, which in-
spired Wang Anshiz in his revolution-
ary institutional reforms. At the falling
of Song dynasty, Zheng Suonan’s®
painting of orchids without soil made
the masses grieve over the loss of their
national territory, and after ten years
of resisting the foreign invasion, they
finally reconquered their land; this is
the great power of the aesthetic feel-
ing. The Tang scholar Zhang Yanyuan
said about painting: “[it] can accom-
plish cultural education, elevate the
human relations, as the learning of
the six classics and effects life like the
changing of the seasons™,

Mo m 2 AR SR, SOE BUS e, NI
LHEE AT AMERZIFER, 50T
HZRHLEE, WA,
a%, GEELAG I, ARFAREN R SRR, 11
HEERE MR T . SHEFNMA?
AShEEZ PR T N
the harmony of social order.

9 Jiaohua 24X, refers to the Confucian education
system that promotes social and ethical values.

10 RiE T-(680-759), was one of the most relevant
painters during the Tang dynasty.

11 Naraka, the Buddhist hell.

12 Zheng Xia ${f% (1041-1119); Wang Anshi F

% £1(1021-1086) was a politician, calligrapher,

poet and prose writer. He served as chancellor and
attempted major and controversial socioeconomic
reforms known as the New Policies.

13 #FFTFd (1241-1318), poet and painter, famous
for his painting of orchids, after the fall of the Song
Dynasty, all the orchids he painted had no soil and
roots, as a metaphor of its land conquered by a
foreign dynasty,.

14 Ts the first sentence of Zhang Yanyuan ik

I (ca. 815-after 875), the Lidai Minghua Ji {JJi

RAEIZ)  (Record of Famous Painters of All the =
Dynasties), a precious historical document, as it is
[l

the main source of facts about artists from Tang and
pre-Tang times.
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Knowing that painting can revive the
aesthetic sentiment and promote
cultural education, we should next
try to study the fundamentals of this
art, otherwise it will be confusing and
chaotic, like the noise of an untuned
instrument that disturbs our sensi-
bility, and instead of reviving the aes-
thetic feeling it's going to produce the
opposite effect. The fundamentals of
painting are the four manners, the six
principles and the six essentials.

The four mannerss are: the divine,
where the form can express a sol-
id creative idea; the rare, when the
shape is depicted with simple and
natural brush strokes; the ingenious,
the ink is exquisite and the brush full
of life when there is a sympathetic
response between the hand and the
mind/heart; the skillful, which comes
with profound knowledge and effort.
The six principlese are: rhythm, the
use of the brush, resemblance, color-
ing, composition and copy.

The six essentials” are: spirit, clari-
ty, ripeness, strength, vivacity and
smoothness.

Knowing these three pillars the paint-
er will have the mind ready to express
its own ideas and a brush with no re-
15 Liuge 754, from Yizhou minghua lu (iM%
IH5%) Famous Paintings from Sichuan, a painting
critique written by the Song period scholar Huang
Xiufu 5 K15

16 Liufa 7577, established by Xie He #ff#ifon the 6th
century.

17 Liuyao 7522, from the Zhonglu huapin & H|
mh)  atext written by the Ming scholar Li Kaixian
Z=FF4 (1502-1568). Not to be confused with the
more popular liuyao of the Five dynasties period
painter Jinghao 35 (850-911), explained in its Bifa
JKESSTV

strictions.

FACHRCE 2, Rk NI,
TR HEEE, FEHX, SARmHAR L
LA NSRS, e S0 kbR, & KoL,
WA L ARAR N

We have to embrace other people's
pain and take it as our duty to relieve
others, with the idea of helping one
another, with a sincere desire to serve
humanity; any style of painting is
enough to revive the aesthetic feeling
of the masses, and make the corrupt-
ed honest. Confucianism established
it, thus making a real contribution to
the moral culture of mankinde.

The Art of painting is not
lifeless - (i “* A& —1F5E4))

FCLyE E AR e, TR A
AR R . A H R
K P A (B AN 22 06, P DA IRHE U 22 R
Y, FE AR RER, BARIILLE
BRI, MEARTHVSEE SIS
FIpRi, HiACis AR, mss T4
PEFIRERI 225, 1 WA RS 1

| am of the opinion that painting is
not lifeless, it is something full of life,
with endless possibilities of change.
Each age has its own characteristics,
spirit and conceptions of the world,
and for this reason | often warn my
students that the practice of painting
should not merely be for the attain-
ment of personal renown or fame, nor
for the aesthetic gratification nor as a
pastime. The current world is afflict-
ed by hunger and miseries, therefore
the students need to embrace them
as are their own afflictions, and then
work hard in order to produce works
that will benefit humans and nature
and at the same time express the new
spirit of its age.

18 The last two lines area quote from Lin Zhengta
MRIEK, Kuojiang Shenzi (FEILMT) , a Song
dynasty poem.
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We, who study painting, have to
equip ourselves with the knowl-
edge of anatomy®, psychology,
sociology and understand them
clearly. We have to comprehend
the phenomena of our society,
and then with the principles of
truth, goodness and beauty». We
can purify the turbid of our soci-
ety, console the aridity of human
life, and refine people's personali-
ties, instilling an elegant and gen-
tle way to see things. The ones
who are hesitant will have firm-
ness of purpose and determina-
tion, the ones who are despised
will receive credit, the ruthless will
embrace fraternity and the no-
ble-hearten will shine forth even
more brightly.

19 The application of western anatomy knowl-
edge on Chinese art was very late, the first
text that describe the application of anatomy
at the art is the book The uses of anatomy on
art (ZHfEHS) of Jiang Danshu Z S+
(1885-1962) dated 1930, five years later the
lecture of Gao Qifeng.

20 Truth, goodness and beauty in literature
and art are the aesthetic standard to evaluate
the social significance and artistic value of a
work. Truth zhen E, is the authenticity of art,
refers to whether the work correctly reflects
the essence of life, and whether the author
has the right feeling and understanding of the
society. Good shan 3% is the tendency of art,
that is, what is the significance and influence
of the image depicted in the works on the
society. Beauty mei 5, is the expressiveness
of art, refers to whether the form and content

3

Pine (¥A)

SALARIINLIS RS 15 17, T a1 B
A Jr 8 B A i, (S AT DA I AR Ao A
FER A F . A RBAMEEAE

This means to make the current age turn
in a new direction, so that when the pos-

of the work are harmonious and unified, whether there
is artistic personality, whether there is innovation and
development.
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terity looks back at our works of art,
they may easily understand the spirit,
the virtue, the culture and history of
our time. These are the main purpos-
es of our practice of painting.

FCLAT R a2 S b m Y, JF HAR %
DEEHAERSFIER. JFREFH
kz mlllZ, MR EEbL SN LR
T, T H A AKAT A, SR AN AR
PAFEseHt gz /1.

In the past | had devoted myself sole-
ly to the study of the Chinese ancient
paintings, and | primarily focused on
imitating the great works of the Tang
and Song dynasties. Later on | real-
ized that even though these works
have many exquisite aspects, they
have the problem of having too much
philosophic inclination and therefore
they are too illusive and imaginary.
Furthermore, studying is like sailing
against the current, unless the scope
of our research is wide and universal,
our effort will lack creative power.

DU AN, PEIE XA, 2R AT T4k
BAERRG, TRmAARR KL, HER
i, SCHEHEW . B AR BT 5T 0
5%k RIUR, e, @ik, HE
Fe D—oz2i, Jhkedh B A m
%, A, KSR, W, O, 4T, B
B, BRI EAR Ly E, il
HOREH o

During the reign of the Ming Emperor
of the Han Dynasty?, paintings from
the western regions were already in-
troduced to China. Imported artistic
ideas and models opened new ways
to collaborate with the evolution of
the Chinese painting, making it more
prosperous.

For this reason, | took up the study of
western painting, paying close atten-
tion to the practice of sketching from
nature, expressions of light and shade,
perspectives and other paintings
21 Emperor Ming of Han{X B # (28-75), it was
during Emperor Ming's reign that Buddhism began

techniques. Then | chose the finest as-
pects of western painting and applied
them to the Chinese traditional brush
and ink techniques, expressions of
the tones and atmosphere, coloring,
allegories, poetic flavor, philosophical
meanings and emotional expressive-
ness.

2T S A BE R O K%, fih
P A T, EARRMD IS, S
RIRZFK, TR, B—C 2k
BRI 2 A . OB ZEFY AR
Z, HaddE . FTE AR — )
BT,

| tried to retain the best aspects of the
Chinese art of painting and merge
them with the best techniques and
methods of composition of the uni-
versal art schools. Picking up the best
aspects of the western and Chinese
painting and blending them in a har-
monious and delicate unity, following
the natural beauty, the quality of all
living things and my own spirit, to the
result that is the current state of my
works of art.

| hope that every scholar expands the
scope of their research and try to be
progressive at all times, because the
art of painting is not lifeless.

N
e
to spread into China, and with it also its art expres- o

sions.



