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"Modernism", as a term and an approach to art, came to China relatively late and disappeared rather quickly. Why then is it worth resurrecting a small group of avant-garde painters from the 1930s? The answer comes in part from the revival of interest in modern art with China's second opening to the West in the 1980s, but also from what the short history of China's first "modernist movement" tells us about the attractions and problems of artistic modernism in twentieth-century Asia,
Before 1929 few, even among China's Westernized intellectual elite had heard of modernism. It first leapt into prominence with the initial National Exhibition of Chinese Art held that year in the Nationalist Government's new capital of Nanking. Although the "Western Art" section of the exhibition had few pieces that would have been considered "modernist" by contemporary Parisian standards, these were enough to provoke the ire of Xu Beihong (1895-1953) recently returned from studies at the L'Ecole des Beaux Arts and leader of Western-trained academic realists in the Chinese art world.
In a short, vitriolic article entitled "Doubts", he denounced Cezanne, Matisse and their ilk as deviants from the great tradition in Western art and ridiculed their Chinese followers in abusive terms that equally mixed scorn and outrage. Xu Zhimo (1895-1931), editor of the Exhibition's supplementary journal, Meizhan huikan (Art Exhibition Report) took exception to the condemnation of twentieth-century art and replied in a longer essay, "I Also Have Doubts". The second Xu (no relation), was not an artist but, through his Oxford education and national reputation as a romantic poet and modern thinker, he was admirably equipped to argue the modernist case. With a defter literary touch he used biting satire to cast the academic artist in a light of unreasonable conservatism at a time when reason and progress were regarded as beacons for the new China. Obviously stung, Xu Beihong replied with a long two-piece essay, "Doubts Unresolved", defending in more detail the need to maintain standards and particularly the importance of a truthful and scientific depiction of form. Li Shiyi (1886-1942), another Western-trained academic realist, Glasgow School of Fine Arts 1916, joined in with a piece, "I Have No Doubts", generally supporting Xu Beihong's insistence on realism in form, especially for a China just beginning to assimilate Western culture and science.
So the Chinese debate on modernism focused on questions of style rather than substance or subject matter, but behind that question loomed larger issues about the nature of art, the role of artists, and the
, meaning of modernity. This well-publicized exchange of "Doubts" made at least the Westernized urban elite aware that the West itself was divided over new directions in art and culture. Still trying to come to terms with the Western cultural assault on Chinese tradition, Chinese intellectuals were now clearly shown the modernist challenge to all accepted standards. The perplexities and possibilities for cultural change suddenly expanded.1
Within the small circle of Chinese artists familiar with Western art, the modernist-realist tension had been growing for some time. The National Exhibition and its controversy only publicized and hardened the split within the ranks of Westernizers. Early in the century,
; Western art had appealed to educational modernizers because of its realism and supposed association with science and progress. The first government schools to teach Western art had emphasized draftsmanship—perspective, light and shade for volume, accuracy of depiction—as part of the new art education. And, among Chinese brush painters, a small group of young Cantonese, the Lingnan School, went to Japan to learn how to incorporate realistic elements of Western art into a rejuvenated Chinese painting capable of depicting and inspiring a revolutionary new China.2
But it was not until well after 1911 that leaders of the general intellectual revolution seriously took notice of art. When they did it was the realism and progressiveness of Western art that struck them as a useful solvent for the stagnation and obscurantism of the old culture. In August 1917, Cai Yuanpei (1868-1940), president of Peking University and probably the most influential educator in China, first proposed his famous slogan "aesthetic education as a substitute for religion".3 He did not totally opt for Western art, and he did not even
1 The essays in this debate all appeared in the magazine Meizhan huikan (Art Exhibition Report), the National Exhibition's supplementary journal under the editorship of Xu Zhimo. They appeared as follows: Xu Beihong, "Huo" (Doubts), No. 5 (22 April 1929), pp. 1-2; Xu Zhimo, "Wo ye 'huo'" (I also have "doubts"), No. 6 (25 April 1929), pp. 1-4; Li Yishi, "Wo bu 'huo'" (I have no "doubts"), No. 8 (1 May 1929), pp. 1-2; Xu Beihong, "Huo zhi bu jie", (Doubts unresolved), No. 9 (4 May 1929), pp. 1-4 continued in Meizhan huikan zengkan (supplement to the Art Exhibition Report), no date given.
2 Ralph Croizier, Art and Revolution in Modern China: The Lingnan (Cantonese) School, 1906-1951 (University of California Press, 1988).
3 Cai Yuanpei, "Yi meiyu dai zongjiao shu" (On aesthetic education as a substitute for religion), Xin qingnian (New youth), Vol. 3, No. 6 (August
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recognize the modernist-traditionalist controversy, but it was the supposedly rational spirit behind Western art that inspired his vision of a higher and more humane culture.
In 1918, Chen Duxiu (1879-1942), then editor of the leading new intellectual journal, Xin qingnian (New youth), was more explicit in his call for a "revolution in art".4 He saw the "realistic spirit" of Western art as a cure for the repetition and irrelevancy that characterized Chinese painting. But his insistence on realism was accompanied by a call for creativity and innovation—no more copying of old masters—and this, of course, could open the door for modernism.
Some of the first generation of Chinese artists to study Western art, either abroad or in China had already peeked in that door. Li Shutong (1880-1942), the first oil painter and art educator to return from Japan, evidently leaned more towards Kuroda Seiki's impressionist style than the more conservative Meiji Society of Fine Arts. Liu Haisu (b. 1896), precocious founder of the Shanghai Art School in 1912, was fascinated by the bold colours and free brushwork of the Post-Impressionists and Fauves while he struggled to master and transmit the basics of oil painting technique. By the early 1920s, trips to Japan had confirmed him in his generally modernist orientation.
But it was the return to China of a new generation of "returned student" painters in the mid-1920s that really set the stage for a modernist movement and its clash with the academic realists. From Tokyo, where Fauvist currents ran strongly in post-war Japan, came Ding Yanyong (1902-1978), Guan Liang (1900-1985) and, most important for our purposes, Ni Yide (1901-1970). More artists also started to return from the font of Western modernism, Paris. By far the most important was Lin Fengmian (b. 1900) who, immediately after his return in 1925 provided a series of distorted, even tortured works (now preserved only in smudgy magazine photos) that smacked more of German Expressionism than the school of Paris and that differed markedly from the lyrical, syncretic style he adopted in the 1930s.5 Most important at the time, however, he established a position opposite to the academic realism championed by Xu Beihong and as head of first the Peking Art School and then the Hangzhou Academy of Fine Arts, Lin was able to influence the direction of the new Chinese art world through his writings and other activities. His call for unrestricted individual creativity paved the way for the two Xu's
1917).
4 Chen Duxiu, "Meishu geming" (Revolution in art), Xin qingnian, Vol. 6, No. 1 (January 1918), pp. 85-6.
5 Only poor quality black and white photographs remain of his works from the 1920s. They can be found in the recently reprinted pictorial magazine Liang you, No. 17 (1927), p. 38.
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exchange of doubts in 1929 and the emergence of an unabashedly militant modernist group soon afterwards. That group was the Juelanshe (Storm Society) [pi. 102].
The genesis of that society occurred when Pang Xunqin (1906-1985), freshly returned from Paris, met Ni Yide, well-connected modern man-of-letters and artist who had studied in Tokyo in the 1920s. Thus the two main sources of influence on modern Chinese art, Paris and Tokyo, converged in the centre of everything modern in China, Shanghai.6
Pang had gone to Paris at nineteen, studied at the modernist-inclined Academic Julien, and familiarized himself with a wide-range of contemporary styles.7 He did not identify with any particular school or "ism", but his generally modernist inclination was clear as was a Paris-stimulated interest in combining the decorative arts with formal easel painting. Upon returning to Shanghai in 1929, he shared a studio in the French Concession with the older Western-style painter, Wang Jiyuan (1893-1975), hoping to transplant a modernist Parisian art salon in Shanghai. His contemporary French art and acquired Parisian mannerisms seem to have created a small stir among Shanghai's cultural cosmopolites but this salon was less than a resounding success, certainly not financially.8 Its most significant outcome was that curiosity about the salon brought Pang and Ni Yide together.
Ni was a few years older, graduating in 1922 from the earliest training ground for modern Western art in China, the Shanghai Art
6 We are quite well served for accounts of the origins of the Storm Society as its two principal organizers Pang Xunqin and Ni Yide both left accounts. Pang Xunqin, "Juelanshe xiao shi" (A small history of the Storm Society), Yishu xunkan (L'Art), Vol. 1, No. 5 (1932), p. 9 and Jiu shi zheyang zuoguolai de (It went exactly that way; Xinhua shudian, Peking, 1988), especially chapters 62 and 63. Ni Yide, "Yiyuan xiaoyou ji" (Record of travels through the art world), Qingnian jie, Vol. 8, No. 3 (October 1934), pp. 65-70 and "Juelanshe de yi qun" (The Storm Society Group), Yiyuan xiaoyou ji (Liangyou Book Company, Shanghai, 1936), pp. 1-12. The author was also able to interview Pang Xunqin in Peking in 1983 and another of the original Storm Society members, Yang Taiyang, in Guilin in 1988.
7 In much later recollection he referred specifically to Fauvism, cubism, and abstraction. Interview with Pang Xunqin, Peking, 1 July 1983. But his early works show that he was also exposed to Leger, the Surrealists, and other fashionable movements of the 1920s.
8 Five years later, Ni Yide recalled both the impact of "the rich artistic feeling" in Pang's studio and his "... mannerisms of a Paris artist, black frock coat, beret on the side of his head, both hands stuck in his pockets, long and dishevelled hair, cigarette butt always hanging from his mouth." Ni Yide, "Juelanshe de yi qun", pp. 3-4. The essay is dated 1 October 1935.
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School. By 1930 he had made a name for himself as an art critic, theorist, and creative writer, as well as an oil painter. Most significantly he had been to Japan to study Western art and art history. This meant that Ni knew Tokyo's modern art scene at a time when far more Chinese art students could afford to go there than to Paris. And he knew the Shanghai scene far better than Pang. It was a fortunate meeting for modernism in China, bringing together foreign experience and local connections, youthful enthusiasm and theoretical knowledge.
Still, it took almost two years for them to organize the first consciously modernist art society in China. Ni left Shanghai for a temporary position at the Wuchang Art School. When he returned in the spring of 1931, Pang had been forced to close his salon and was eking out a living on part-time teaching and very occasional commissions. The two agreed that a modern art movement in China needed its own art journal and a dedicated group of modern-minded artists to support such a publishing venture. The idea was not entirely novel, for modern-minded writers and artists had shown a proclivity for groups, societies, and associations since the early 1920s. The most significant of these for modern art had been the Tian Ma Hui (Heavenly Horse Society) organized around Liu Haisu's Shanghai Art School. But Ni, already experienced in organizing a Chinese art students society in Japan, had in mind something smaller and more radical, the focus for a Shanghai-based avant-garde.
The inaugural meeting was delayed another half year because of the Japanese invasion of Manchuria and the concomitant fighting in Shanghai. National crisis delayed the art revolution—an ominous portent for the fate of modernism in Republican China. Finally, in the winter of 1931, Ni succeeded in bringing Pang together with five keen young modernist painters and the Storm Society was born.
Their purpose was to promote the new art and incidentally their own careers in an indifferent, if not hostile, environment. Ironically, the art magazine itself proved beyond their limited means, but Ni Yide, through his contacts with Liu Haisu and the Shanghai Art School, was able to mobilize a larger number of artists in a broader-based, less radical association called the Mo She (Muse Society). It had the resources to publish a thrice-monthly journal, Yishu xunkan (L'Art) which supported and publicized the Storm Society's avant-garde position.9 Thus, the Storm Society provided the shock troops for the
9 The general situation, though not this interpretation of the relationship between the two societies, is told in Zhu Boxiong and Chen Ruilin, Zhongguo xihua wushinian, 1898-1949 (Fifty years of Western painting in China; People's Art Publishing House, Peking, 1989), pp. 301-2. Pang Xunqin personally confirmed to the author that the Storm Society members had been too poor to support a journal. Interview, Peking, 1 July 1983.
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modernist assault on conservatism—both traditional Chinese and imported Western academicism.
As the spearhead of China's modernist movement, the Storm Society was expected to be radical or tempestuous. The name they chose literally meant a great wave; "Storm Society" was their choice for an English name. Wang Jiyuan explained its significance, "... we want to hit the rotten art of contemporary China with a powerful wave."10 Their "Manifesto" proclaimed, in the best tradition of modernists everywhere, that they were suffocated by the stagnant old society and had to break free.'1 As for painting, "... it is definitely not a copy of nature... the reproduction of dead forms." Here their attack turned more on Western-trained rivals who made realism the standard for a new art rather than on old-style Chinese painting, for in the wake of the two Xu's debate, it was now a contest between westernizers over who possessed the real essence of Western art and supposedly the future of China. The manifesto clearly showed where their inspiration would come from:
... The war cry of the Fauves, the transformed shapes of Cubism, the fierceness of Dadaism [printed in English], the violent awakening of Surrealism.... The Chinese art world should also create a new climate.
There were just enough favourable circumstances in the China of the early 1930s to make their naive optimism not entirely without basis as a number of factors came together to give modern art and modernist ideology a brief moment of opportunity in a generally hostile environment. To begin with, knowledge of recent developments in European art and culture had reached China, most directly through returned artists, such as Pang or Lin Fengmian, but also through reproduction volumes, art journals, and the writings of critics and publicists such as Ni Yide.12 This swelling literature, almost all of it published in Shanghai, reached others than just artists. Several of the leading newspapers carried weekly art supplements and broad interest pictorial magazines regularly covered modern art events. The longest running and most important of these, Liang you (The good companion), for instance, had photographic spreads on all four of the Storm Society's exhibitions. This meant that the urban reading public
10 Quoted in Zhu and Chen, op. cit., p. 302.
11 The Manifesto was first published in Yishu xunkan, Vol. 1, No. 5 (October 1932), p. 8. It has been reprinted several times, most recently and perhaps most conveniently in Zhu and Chen, op. cit., p. 592.
12 A collection of his essays, most of which had originally appeared in art and general interest periodicals, had already appeared. Ni Yide, Yishu mantan (Random talks on art; Guanghua Press, Shanghai, 1928). During the 1930s he produced no less than nine books and numerous articles on Western art theory, techniques and history.
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at least knew of the existence of modern art, while art students had direct contact with returned teachers as well as access to recent Japanese publications.
In one of his magazine articles on the contemporary Shanghai art scene, Ni Yide explained how two of the young talents in the Storm Society, Yang Qiuren and Yang Taiyang, had become familiar with the latest art movements in the West. Mainly, he claimed, through Japanese publications on famous modern Western artists.13 Years later Yang Taiyang confirmed the importance of the Japanese connection for artists staying in China by recalling how, in addition to selling the reproduction volumes, he had met modernist Japanese oil painters at the studios of Chinese painters who had studied in Tokyo.14
Sources for the transmission of styles and ideas from the West were a necessary, but not sufficient, condition for the growth of a modernist art movement in China. Intellectuals, including artists, also had to be dissatisfied and receptive to outside influence. Since the outburst of cultural iconoclasm in the May Fourth era, roughly 1915 to 1922, this was generally the case. More particularly, many intellectuals were disappointed and chagrined by political events after the Nationalist Government came into power in 1927. There was a definite let-down after the extravagant hopes of the 1920s, but the rightward turn of the revolution had provided the modicum of social and political stability that made an expanding cultural life possible.
So, in some ways, the situation was amenable for the emergence of an anti-establishment avant-garde. There was a conservative political authority which they could legitimately regard as repressive, but it was neither repressive nor powerful enough to squash dissent or innovation. There was a bourgeois society, especially in Shanghai, whose materialism and philistine values they could despise while, as with the sons and daughters it sent to their modern art schools, that bourgeoisie provided some support for their economic existence. Moreover, in art, there were two establishments to attack, both of which were unsure of their positions. Traditional Chinese painters still predominated in numbers and sale of paintings but, with so much else in the ferment of change, they could not be sure of their future. Western-trained academic realists who, in terms of government patronage and position in the Academies constituted the mainstream of Western art, felt threatened by the modernists' claim to be more up to
13 Ni Yide, "Yiyuan xiaoyou ji", p. 69.
14 Interview with Yang Taiyang, Guilin, 7 June 1988. This is obviously an area requiring much more research. Which Japanese oil painters taught or influenced the Chinese artists who went to Japan in the twenties and thirties? Equally important, what European modernist works were available in Japanese reproduction volumes? Which of these were available in China?
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date, as Xu Beihong's vehement attack on all modern schools had
indicated. Here, too, the forces of the establishment looked strong but vulnerable. The modernists, claiming modernity as their own and trumpeting individual emancipation, were able to take up the mantle of challengers to the status quo in a society where change was recognized as a paramount necessity. On balance, however, the negative factors were more formidable. The economic basis for a modernist movement, or any foreign-style art development, was still weak. There was no gallery system and, though modern-minded intellectuals might be interested and some of the Westernized Shanghai bourgeoisie mildly curious, the former could not buy paintings and the latter would not.15 Government commissions were rare and certainly did not go to modernists. Some could earn money by doing magazine illustrations or even advertisements, but mainly they had to depend on teaching for a livelihood. As Ni Yide had complained several years earlier, to teach sounded appropriate but elementary classes for untalented and marginally motivated students provided a poor creative environment for independent-minded artists.16 It also did not pay much.
Still, so long as business continued in the treaty ports and foreign concessions, and they remained open to the outside world, the Western-style modernists could eke cut a living. More difficult problems arose on another front. The old charge of foreignness and incompatibility with a Chinese essence had lost some of its sting after three decades of revolution, although it continued to be echoed by cultural conservatives. Much more serious for an obviously Western-inspired and avowedly individualistic modern art movement was the accusation that they were both foreign and irrelevant to China's present needs.
By 1932, the year of the Storm Society's first exhibition, the left-wing art movement was well underway. Lu Xun, the most famous writer and leftist intellectual in China, had sponsored the new woodcut movement that linked the visual arts directly with social and political concerns.17 An umbrella organization of those who saw art as a
15 Pang Xunqin's memoirs recount the difficulties of supporting himself as an avant-garde painter in early thirties Shanghai. See Pang's Jiu shi zheyang zuoguolai de, pp. 164-90 passim. In interviews several modernist oil painters from the 1930s all stressed the impossibility of supporting themselves by selling paintings. Interviews, Zhu Qizhang, 14 June 1983; Yang Taiyang, 7 June 1988; Pang Xunqin, 1 July 1983; Guan Liang, 10 February 1983.
16 Ni Yide, "Yishujia de shenghuo wenti" (The livelihood question for artists), Yishu mantan, p. 117.
17 Well covered in both English and Chinese. Shirley Sun, "Lu Hsiin and the Chinese Woodcut Movement, 1929-1935" (Ph.D. dissertation,
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weapon for social struggle had been formed in 1931, The League of Left-Wing Artists.18 As one of its leading lights, Xu Xinzhi, explained in a proclamation on "The Outlook for China's Art Movement",19 the days of the old bourgeois art from Europe were over since, along with the Chinese bourgeoisie, it had turned reactionary after 1927. Now all progressive artists, and as a Tokyo-trained oil painter he had in mind mainly Western-style artists, should unite and follow the proletarian revolutionary struggle. He did not explicitly repudiate modern styles. Indeed, his own work came out of Japanese "proletarian art" that had been strongly influenced by French Post-Impressionists whereas much of the left-wing woodcut movement drew on later German Expressionism. But his denunciation of factional schools (liu pai), of "painting for painting's sake", and of prominent modernist figures such as Liu Haisu and Lin Fengmian, left no doubt that he had in mind a different kind of art—one that could reach the workers and serve the revolutionary cause. For the left, the modernist exploration of style as a new language for communication of personal feelings was useless for China's real needs.
This was somewhat similar to the accusations levelled by Xu Beihong and other academic realists, but the angle of attack had shifted. The academicist-modernist debate had been over style; the leftist critics attacked the modernists over content and purpose.
So long as the attack came only from the politically committed left, Communists and their sympathizers, the modernists could hope to fill the centre of a political-cultural spectrum between political radicals and new or old style cultural conservatives. Over two decades, Ni Yide used his considerable literary skills to defend stylistic innovation and personal creativity as the essentials for a modern art in modern China.20 But as renewed threats of foreign invasion reinforced internal
Stanford University, 1974). Li Hua, Li Shusheng and Ma Ke, Zhongguo xinxing banhua yundong wushinian, 1931-1981 (Fifty years of China's new woodcut movement, 1931-1981; Liaoning Art Publishing House, Shenyang, 1981).
18 The left-wing art movement is the most thoroughly, if least critically, covered area of twentieth-century art history in the People's Republic. For general accounts: Zhu and Chen, op. cit., pp. 283-94; Li Shusheng (ed.), Zhongguo meishu tongshi, Vol. 7, pp. 27-37 and pp. 227-76. There are also more specialized studies such as Wu Bunai (ed.), Yiba She (The eighteen society; People's Art Publishing House, Peking, 1981).
19 Xu Xinzhi, "Zhongguo meishu yundong de zhanwang" (The outlook for China's art movement), Shalun (Salon; 16 June 1930), pp. 21-33.
20 An early example was in 1923 when he compared painting to music, using formal elements rather than explicit content, to convey an emotional meaning. Essay reprinted in Ni Yide, "Chenguang Meishuhui disan jie zhanlanhui" (The third exhibition of the Daybreak Art Society),
demands for "national salvation", it became harder and harder to argue
the modernists' case. What T. C. Hsia has called the "burden of China" in twentieth-century literature—the need to address social and political problems before individual needs—came to weigh heavier and heavier on artists as well as writers.
Modernism was ill-prepared to shoulder such a burden: first because of its stylistic and individualistic thrust, second, and most relevant to the Chinese situation, because of its obviously foreign character. In a time of mounting national crisis it was a fatal liability. The modernists themselves might protest that they were as patriotic and progressive as any Chinese, but as the storm clouds gathered in the 1930s they were in danger of being brushed aside by the onrush of larger events. The first exhibition of the Storm Society was delayed almost a year by the Manchurian Incident of 1931. The exhibition finally took place in October of 1932. As a sympathetic reviewer wrote, it was intended to be "a great flood... a hurricane angrily roaring through the dead still night".21 Actually, the roar was rather muted. Because of limited finances, they could only afford the reception hall of the Chinese Art Students Society which was rather poorly located for drawing the attention of the general public and had inadequate light for showing the paintings.22
The selection committee consisted of Pang, Ni, and the well-established, somewhat older oil painter, Wang Jiyuan, but most of the exhibitors were younger members still in their early twenties.23 The most notable addition was the figure painter, Zhang Xuan (d. 1936), who had returned from a second trip to Europe generally impressed by the sketching techniques of Degas, Matisse, and Derain, but particularly influenced by Picasso's figures in his brief neo-classical phase. The others, according to Ni Yide's commentary, were variously influenced by Modigliani, Picasso and Derain, but had not yet settled
Yishu mantan, pp. 63-4. As late as June of 1937 he was arguing the importance of style over content. Ni Yide, "Zuofeng de wenti" (The question of style), Meishu zazhi (Art magazine), Vol. 1, No. 4 (June 1937), pp. 79-80.
21 Li Baochuan, "Hongshui fan le" (A great flood rises), Yishu xunkan, Vol. 1, No. 5 (September 1932), p. 9.
22 These are Pang Xunqin's much later recollections of the first exhibition. Pang, Jiu shi zheyang zuoguolai de,p. 171.
23 There is some uncertainty about who participated in the first exhibition and who joined only in the second exhibition the following year. Although Pang Xunqin recalls there was a catalogue printed, apparently it has not survived. Pang Xunqin, Jiu shi zheyang zuoguolai de, p. 172. The participants seem to have been Pang, Ni, Yang Qiuren, Yang Taiyang, Zhou Duo, Duan Pingyu, and Zeng Zhiliang, all original members, plus Zhang Xuan and possibly Ding Yanyong. According to Pang, Wang Jiyuan only entered works in the second exhibition.
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on a stable style.24 After all, creativity, innovation and change were supposedly to be the hallmarks of the Society. Ni contributed pieces which were modernist but still recognizably representational. Pang may have had more works shown than any other individual for he included sketches, pastels, and watercolours as well as oils—some from his Paris period and some done since returning home.
Did this "powerful wave" shake the Shanghai art establishment and rouse the general public? As suggested above, the location of the exhibition and the restricted publicity limited its impact. It received a rousing welcome from modern-minded critics like Li Baoquan and Fou Lei in their house journal, L'Art.25 Fou Lei was a contemporary of Pang's in Paris who through his translations of French literature, notably Romain Rolland, became one of the better known new-style "men of letters" in cosmopolitan Shanghai. He was an articulate spokesman for the modernist position and Pang Xunqin's "reality transcending dream" in particular.26 But here he was mainly preaching to the converted. There was not very much critical reaction in larger circulation journals perhaps because, as Ni Yide had noted earlier, the Chinese art world still lacked a tradition of stimulating criticism.27 The leading Shanghai newspaper, Shen bao, ran a brief notice and some photographs appeared in the monthly pictorial magazines, but for such an ambitious wave it had made a fairly small splash. It was not that there had been much hostile reaction, not indeed much reaction at all.
The Storm Society pressed on with its mission—holding monthly meetings, attracting new members, and sponsoring group exhibitions each October. The 1933 exhibition had a change of venue when for economic reasons they moved to what Pang considered an even less desirable location [pi. 103]. Attendance was down, "mainly Shanghai Art School and New China Art School students plus friends in cultural circles"28 but magazine coverage increased and there were more exhibitors with an even wider range of styles and subjects,29 inspired by European movements as far back as the post-impressionists, as with Wang Jiyuan's landscapes, or as contemporary as the surrealistic "Still Life of Yang Taiyang". This stylistic diversity was a hallmark of the Society. The younger members, scarcely out of art school, were
24 Ni Yide, "Yiyuan xiaoyou ji", pp. 69-70.
25 Yishu xunkan. Vol. 1, No. 5 and subsequent issues.
26 Fou Lei, "Xunqin de meng" (Xunqin's dream), Yishu xunkan, Vol. 1, No.
13 (1932), pp. 19-20.
27 Ni Yide, "Piping yu chuangzuo" (Criticism and creation), Yishu mantan,
pp. 100-2.
i8 Pang, Jiu shi zheyang zuoguolai de, p. 178.
29 Full page photo coverage in Liang you, No. 82 (November 1933), p. 30
and Shidai huabao, Vol. 5, No. 1 (November 1933).
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obviously experimenting in an effort to reach their own individual style, one could almost say ransacking the field of European modernism. The more established artists of the group were not necessarily more stable. Zhang Xuan evolved rapidly from his infatuation with Picasso's neo-classical mode towards experiments with Chinese techniques in figure painting. Wang Jiyuan left after the second exhibition [pi. 104]. Perhaps he felt his relatively stable style was incompatible with the group's state of flux; perhaps the reasons were personal. Ni Yide's paintings, which he characterized as "neo-realist," were just as "conservative" as Wang's, if that is the right word in this Chinese context [pi. 105]. From the few colour reproductions available of his early work, Ni seems to have followed a later- or post-Fauvist style, Derain and Vlaminck without the bright colours of their early Fauvist period. This may have come from Ni's brief training under the Japanese post-impressionist master Fujishimu Takeji .
Pang Xunqin, however, was quite different, more like the younger artists in his sudden leaps from style to style. He was, himself, still in his twenties despite his four years in France. During this Shanghai period he did a wide variety of subjects in styles ranging from fairly representational to almost abstract, from free and lyrical line drawing to geometric or montage-like compositions [pis 106 and 107]. There are traces of the Cubists, the Fauves, Matisse, Leger and others. Much later, Pang would remark to the author that he never did more than three paintings in the same style. For these years, that seems to have been true.
But it was not Pang's "Design" of vaguely Leger-like automatons 01 the surrealistic still lifes of Zhou Duo and Yang Taiyang that attracted the most attention at the second exhibition. The biggest controversy arose over a prize-winning entry by the only woman member, Qiu Ti (Mrs Pang Xunqin). Reproduced in several magazines (unfortunately not in colour) what disturbed critics and casual onlookers was the fact that in a decorative picture of a potted plant she had painted the leaves red and the flowers green.
Writing about this public flap over unnatural colours, Ni Yide cited it as proof of China's backwardness where most people still did not understand artistic expression, "that painting is sometimes done for decorative effects and there is nothing wrong with changing natural colours".30 And nothing wrong with changing anything about nature—the mere outward manifestation of reality—in order to express the artist's own feelings or inner vision. The Storm Society's
30 The prize announcement and a smudgy black and white photograph can be found in Shidai huabao, Vol. 5, No. 4 (December 1933), p. 13. Ni's remarks are in Qingnian jie, Vol. 8, No. 3 (October 1934), p. 70.
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Manifesto had said it clearly, "... painting is not a copy of nature... the reproduction of dead forms".
We are back again to the heart of the realist-modernist controversy and perhaps to the essence of what modernism meant in China: it was subjective, individualistic, innovative, and, by implication if not intent, elitist. The emphasis on the individual's inner vision and constantly changing creativity meant that it could brook no rules or regulations, no source of external authority.
Pang Xunqin's contributions to the journal L'Art, published in each issue as "Random Remarks", repeatedly emphasized the paramountcy of "the self (zz'vvo).31 However, for a foreign-trained modernist, there was one curious aspect to Pang's defence of the self in art, for he started with a reference to the locus classicus of traditional Chinese literati painting theory—Xie He's principle of qiyun (usually translated as "spirit resonance"). Here was an unlikely affinity between Western-inspired modernists and the Chinese painting tradition. Both despised a literal depiction of reality, the realism championed by some of China's modernizers, and valued the artist's subjective interpretation. Beyond that, the old-style Chinese painters and the modernists parted company, occupied different worlds, but the affinity over the subjective element in art offered a potential point of reconciliation with their own national tradition for these foreign-inspired modernists, one which events of the 1930s foreclosed.
The Storm Society lasted only two more years. Its third annual exhibition, in October of 1934, drew the largest attendance as it continued to offer a wide range of styles with some non-members exhibiting. This was an indication that the Society was acting as something of a magnet for modernist-inclined painters in Shanghai, or perhaps just provided one of a limited number of opportunities to show their work. Among "the older generation" of outside exhibitors, the most prominent was Guan Liang, who showed strong traces of 1920s Japanese Fauvism. But younger artists like Li Zhongsheng and Liang Xihong were more inspired by the Tokyo surrealists and brought an even more contemporary flavour to the exhibition.32 So the Storm Society kept its styles up-to-date, but it was a question of subject matter, not style, that caused the most trouble.
Pang showed a work inspired by observation of drought victims in the countryside near Shanghai. Fortunately the picture survives in the form of a pastel draft for the final oil version [pi. 108]. It is a
31 See particularly Vol. 1, No. 1 (September 1932), and No. 4 (October
1932).
32 Information on the outside exhibitors in the last two Storm Society
exhibitions comes from Yang Qiuren, "Huiyi Ni Yide he Juelanshe"
(Recalling Ni Yide and the Storm Society), Meishujia (The Artist), No. 31
(April 1983), p. 20.
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surprisingly Western-looking modern Pieta complete with a cross in the background. The elongated sorrowing figures of the mother and father holding a dead son are not "realistic" by academic standards but they are not much distorted. There is a gentle sadness, and a touch of Pang's softly lyrical or decorative temperament, to the picture. It does
not look very angry, shocking, or controversial, but it provoked more than just art criticism. Certain unnamed persons thought it looked too much like left-wing social art and Pang received threats on his person as well as criticism of the painting.33 This must have been disappointing, as well as frightening, since the modernists were trying to convince the public that it was how a painting was done, not what was shown, that mattered. However, in China, subject matter still attracted the most interest.
The episode also raises the question of these artistic radicals' political attitudes. As mentioned before, they rejected the idea that painting should serve politics by doing pictures that the broad masses could easily recognize. But that did not mean that the artists were at all satisfied with the status quo. Yang Qiuren and Yang Taiyang had both been active in the Communist Youth League during the revolution of the 1920s. Pang was out of the country then, but on his return he got in trouble with the French Concession police for associating with communist sympathizers who had studied art in Japan.34 His memoirs, written in the 1980s, may exaggerate his political consciousness at the time, but there is no reason to suppose that he did not share the widespread distaste for the Nationalist regime among intellectuals or their anxiety about the future of the country in the face of mounting Japanese aggression. By the late 1930s some of his works were unquestionably motivated by socio-political concerns, but when the Storm Society was in existence, Pang and the others seem to have been more concerned with cultural politics than political action. As Yang Qiuren pointed out in retrospect, with the exception of Pang's "Son of the Earth", all the other works exhibited were portraits, scenery, still life and nudes.35 They were promoting a revolution in art, one that would promote a revolution in consciousness, but most of them were not active in political causes during these years. Pang, himself, although not accepting the controversial slogan "art for art's sake" propounded by one of the Society's admirers, Li Baoquan, also would not endorse the left-wing art movement's line, "art for life's sake" (i.e. for social purposes).
But, in the China of the mid-1930s, it was not so easy for artists to
33 The episode is described by Ye Yonglie, "Pang Xunqin de huabi" (The painter's brush of Pang Xunqin), Renwu (March 1987), p. 170. See also Pang, Jiu shi zheyang zuoguolai de, pp. 181-2.
34 Ibid., pp. 154-5.
35 Yang Qiuren, "Huiyi Ni Yide he Juelanshe", p. 20.
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stick to art, the propagation of new styles and expression of inner feelings. At the Storm Society's final exhibition in 1935, there were, amid the "portraits, scenery, still life, and nudes", two works which shifted into the area of social or political commentary. One was a soberly realistic painting of an overalled worker repairing a large piece of machinery. The style has more in common with contemporary American social realism than anything from the School of Paris, but the provenance is probably "proletarian art" in Japan. The painter, Zhou Zhentai, had studied there, and had at one time been arrested for leftist activities. It was not the type of explicitly political art being practised by the left-wing woodcut movement, but it was not devoid of political meaning either.
The other controversial work was by Pang Xunqin. The style was more modern as Pang continued his protean shifts between different modes of modernist expression by doing something that could be called mechanical surrealism [pi. 109]. It shows a mechanical man or robot turning the screws on a giant press while a doleful woman watches. Much later, in the People's Republic, he explained the picture as
symbolizing developed industry of capitalist countries and backward Chinese agriculture "with"... the three [actually there are four] giant fingers turning the press to symbolize the power of imperialism, reactionary rulers and feudalism. These were the three forces that squeezed our country's people, also the three forces that forced me into this blind alley.36
Seldom do we have such an explicit explanation of a modernist work but in this case we should be careful about taking it at face value. Apart from miscounting the fingers, and thus spoiling the neat three oppressive forces symbolism, Pang neglects to explain why the woman symbolizing Chinese agriculture stands alongside the robot and why in the distance there is a Matisse-like circle of women dancers about to be joined by another parachuting from the sky. Perhaps Pang was hiding his seditious intent from reactionary enemies, but the picture must have been more mystifying than inspiring to its contemporary viewers. The other published works from the exhibition look generally innocuous.
In any event, it was the group's last exhibition. Pang Xunqin left Shanghai for a teaching position at the Peking Art School. Ni Yide continued to be very active as critic and author, but not as an organizer. Yang Taiyang went to Japan; others who remained in Shanghai went their separate ways artistically. Four years was not a bad run for an avant-grade group, but Chinese modernism needed a
36 Pang, Jiu shi zheyang zuoguolai de, p. 184.
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successor to sustain the enthusiasm of the early thirties.
There was only one group that could possibly be seen in that light and it did not arise in Shanghai. Zhonghua Duli Meishu Xiehui (The Chinese Independent Artists Association) was originally formed in 1933 by a group of Cantonese students in Tokyo who transferred it to Canton after returning home.37 Like the founders of the Storm Society several years before, they were impatient with the alleged stagnation of China's art world and were determined to shock it into life, in their case with surrealism which they featured in a well-publicized exhibition in Shanghai in the Fall of 1935. This was not quite the first introduction of surrealism to China. Ni Yide had written about it in L'Art in 1933 and some of the works at Storm Society exhibitions had shown surrealist influences.38 At the new exhibition, works like Bai Sha's Daliesque painting "Desire" (Yuwang) and Zhao Shou's more original, "Jump!" (Tiaoyue bd) must have given viewers a start39 [pis 110 and 111]. That same year several of the Association's members, Li Dongping, Liang Xihong and Zeng Ming, contributed essays to a special issue on surrealism in the important art journal, Yifeng (Art wind).40
They had done a fairly good job of introducing the most up-to-date art movement from Europe, even if their understanding of it had been filtered through Japan. But it did not catch on in Shanghai, centre of the Chinese art world. They retreated to Canton where they edited a journal, Xiandai meishu (Modern art) and showed their works. When Xu Beihong held an individual exhibition in Canton in early 1937, one of the Association's spokesmen caused a minor furor by attacking that famous national figure.41 But it did not rekindle any realist-modernist debate similar to that in which Xu had engaged eight years earlier. Time was running out on that issue and the Cantonese surrealists could not succeed where the Storm Society pioneers had
37 The group's history is briefly told in Zhu and Chen, op. oil., pp. 380-2 and even more briefly by one of its founders Liang Xihong, "Zhongguo yanghua yundong" (China's foreign painting movement), Dagongbao (Canton, ed.), 26 June 1948, p. 4.
38 Ni Yide, "Chaoxianshizhuyi de huihua" (Surrealist painting), Yishu (January 1933), pp. 1-5. The essay, which quoted Andre Breton, listed four schools of surrealism, according to Ni: Picasso-Braque [!], de Chirico, Miro, and Ernst. A bit dated and somewhat peculiar, but surrealism was introduced to Chinese readers. The essay was reprinted in Ni Yide, Xihua lunye (Discussions of Western painting; Shanghai, 1936), ch. 15.
39 Published in Liang you, No. Ill (November 1935).
40 Yifeng (Art wind), Vol. 3, No. 10 (1935).
41 One of his barbs was published as "Ping Xu Beihong ge zhan" (Criticizing Xu Beihong's individual exhibition), Meishu zazhi (An magazine), February 1937, pp. 96-7.
failed. Leading lights of the Storm Society continued their efforts after 1935. Ni Yide fired a true modernist shot at the Second National Art Exhibition when, criticizing the judges for their conservative bias, he dismissed "official art" with the argument that in France real progress always came outside of the government salon.42 Meanwhile, Pang stirred up more controversy with his entry to the Third National Exhibition, another modern-styled allegory on the nation's suffering.
It was, however, too late or simply impossible for modernists to turn the central canons of their movement in the direction of serving national interest. As the crisis that would lead to war in the summer of 1937 deepened, the modernists' individualistic and foreign-based position became less and less tenable. This was apparent in the rising demands from critics and interested intellectuals that China's new art do two things: one, manifest a strong national character; two, be useful to the nation in its hour of peril. Nowhere have nationalism and utilitarianism been the strong points of modernist movements. The former flies in the face of modernism's disdain for tradition and its symbols; the latter negates the individualistic ethos of modernism.
Thus, as realist adversaries charged modernists with being unintelligible to the great majority of Chinese, "... not expressing real life or caring for the nation's soul",43 the modernists' insistence on modern style and spirit as the key to national rejuvenation grew more and more strained. And as nationalistic critics demanded "Chineseness" in their works and an end to copying European styles,44 they could only, in the face of direct visual evidence to the contrary, assert that they were not following Europe's lead.
A kind of verbal coup de grace to modernism in China came from an unexpected quarter at the beginning of 1937. The generally liberal and cosmopolitan English-language intellectual journal, Tien Hsia Monthly, which had been sympathetic to modern trends in Chinese art, started to demand national character and useful realism. The "Editorial Commentary" declared:
... oil painting by Chinese can never be much until it ceases to ape the West.... Art has to have its roots in the soil... it has to be intensely national.45
And Chen Yifan elaborated on the issue:
42 Ni Yide, "Quan guo meizhan gei wode xin zhanwang" (The new outlook which the National Exhibition gives me), Meishu zazhi (February 1937), pp. 12-13.
43 Wu Zuoren, "Yishu yu Zhongguo shehui" (Art and Chinese society). Yifeng, Vol. 3, No. 4 (April 1935), p. 81.
44 Lu Jie, "Ping Guangdong Meizhan" (Criticizing the Guangdong An Exhibition), Meishu zazhi, Vol. 1, No. 4 (June 1937), p. 22.
45 "Editorial Commentary", Tien Hsia Monthly (April 1937), p. 376.
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Only that art can be considered modern that is inspired by revolutionary democratic nationalism. The test of a modern art is its value to the progress of China.... It is the prime need of China and her millions to be able to see and feel and visualize things realistically.... In tKe creation of a realistic art the artist completely fulfils his social and political duties.46
"Social and political duties" had never been the long suit of the Chinese modernist. When the war broke out they tried to bend their art to these purposes. Ni Yide assumed a fairly important position with the Government's "United Front" propaganda organizations as he and other modernists worked on the kind of popular, realistic art their leftist critics had demanded all along.47 Some made sporadic attempts to use surrealist elements in their wartime propaganda efforts but the results were curious if not ludicrous. As the war dragged on, occasionally neo-realistic styles, echoes of Germany's Neue Sachlichkeit, could convey the grimness of life and alienation of artists trapped in China's backward interior.48 But, on the whole, the purveyors of Western modernism were very much out of their element. Cut off from the West and pressured by demands for national content and social usefulness, some adapted in order to survive, others dropped from sight. The Communist rise to power in 1949 wrote a definitive end to a period in modern China's art history and cultural interaction with the West that was already over.
Not until the 1980s would the names and styles of European modernism—Matisse, Picasso, Fauvism, Cubism, and all the rest— re-enter the Chinese art world. Then it was in a different context with a different meaning as, after a hiatus of almost fifty years, China had to cope with all the complexities of later and post-modern discourse as well as classic, turn-of-the-century modernism.
The earlier pioneers of modernist art in China, Storm Society members and others, did not really act as a bridge between the two periods, although some survived into the 1980s. But they did serve as an example for the new generation of modern artists and critics.49
46 Chen Yifan, "The Modern Trend in Contemporary Chinese Art", Tien Hsia Monthly (January 1937), pp. 47-8.
47 Information on Ni Yide's life came from an interview (24 May 1988, Hangzhou) with his widow, Liu Wei. His later paintings are well represented in Ni Yide huaji (Collected paintings of Ni Yide; People's Art Publishing House, Shanghai, 1981). Ni's conversion to a realistic art which "the masses understand" was expressed in his wartime article "Cong zhanshi huihua shuo dao xieshizhuyi" (From wartime art to realism), Meishu jie, Vol. 1, No. 1 (December 1939), pp. 2-3.
48 Some of these are reproduced and discussed in Michael Sullivan, Twentieth Century Chinese Art (University of California Press, 1959).
49 The most notable example of revisionist art history is Zhang Shaoxia
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Even more important, as these efforts are resurrected from decades ot neglect, they serve as a reminder that it was historical circumstances, not any eternal incompatibility between East and West, Chinese and Western culture, that defeated the Shanghai modernists. The fate of modei nism in the 1930s need not prove a model for Chinese, or world, cultural history in the late twentieth or twenty-first century.
SELECTED BIBLIOGRAPHY
Secondary Sources:
Zhang Shaoxia and Li Xiaoshan, Zhongguo xiandai huihua shi
(History of modern Chinese painting; Jiangsu Art Publishing
House, Nanjing, 1986). Zhu Boxiong and Chen Ruilin, Zhongguo Xi hua wushi man 1898-
1949 (Fifty years of Western painting in China; People's Art
Publishing House, Peking, 1989). Michael Sullivan, Chinese Art in the Twentieth Century (University
of California Press, 1959).
Pang Xunqin:
Pang Xunqin, Jiu shi zheyang zuoguolai de (It went exactly that way;
New China Book Co., Peking, 1988). Pang Xunqin's memoirs. Huang Mengtian, "Bujuan de tansuozhe—Pang Xunqin" (Tireless
explorer—Pang Xunqin), Meishujia (The artist), Hong Kong, No.
38 (June 1986), pp. 4-7. Has photos plus information. Ye Yonglie, "Pang Xunqin de hua bi" (The painter's brush of Pang
Xunqin), Renwu (People), No. 3 (1987), pp. 167-81. Biographical
data.
Ni Yide:
Ni Yide, Yishu mantan (Random talks on art; Guanghua Publishers,
Shanghai, 1927). Collected essays, 1923-28. Ni Yide, Xi hua lun ye (Discussions of Western painting; Zhonghua
Publishers, Shanghai, 1936). Collected essays. Ni Yide, Xi hua lun ye xu ji (Continued Discussions of Western
Painting; Zhonghua Publishers, Shanghai, 1937). Twenty more
and Li Xiaoshan, Zhongguo xiandai huihua shi (A history of China's modern painting; Jiangsu Art Publishing House, Nanjing, 1986), pp. 51-2. For a review article covering this and some of the other recent books on modern Chinese art history published in China, the United States, and Hong Kong, see Ralph Croizier, "Art and Society in Modern China: A Review Article", Journal of Asian Studies, Vol. 49, No. 3 (August 1990), pp. 587-602.
153
critical essays.
Ni Yide, Xiandai huihua gailun (General discussion of modern painting; Kaiming Publishers, Shanghai, 1934). Only one of several books he wrote on Western art, especially modern painting.
Yang Qiuren, "Huiyi Ni Yide yu Juelanshe" (Recalling Ni Yide and the Storm Society), Meishujia (The artist), Hong Kong, No. 31 (April 1983), pp. 18-22. Valuable reminiscences by one of the original members.
Reproduction Volumes:
Ni Yide hua ji (Collected paintings of Ni Yide; People's Art
Publishing House, Shanghai, 1981). Contains only a few early
paintings. Yang Qiuren youhua ji (Collected oil paintings of Yang Qiuren;
Lingnan Art Publishing House, Guangzhou, 1983). No works
before 1948, but a useful introductory essay. Tao Yongbai (ed.), Zhongguo youhua, 1700-1985 (Oil painting in
China; Jiangsu Art Publishing House, Nanjing, 1988). A few good
colour reproductions of modernist works and an informative
introductory essay.
Magazines and Journals:
Yishu xunkan (L'Art), Shanghai, 1932-33. Art journal most closely
identified with the Storm Society. Xiandai meishu (Modern art), Canton and Shanghai,  1935-37.
Published by the surrealist group, China's Independent Art
Association. Liang you (The good companion), Shanghai,  1926-1938. Most
valuable pictorial for photos and information on modernist
movements. Shidai huabao (Contemporary pictorial), Shanghai,  1929-1937.
Another source of rare photos. Meishu shenghuo (Art life), Shanghai, 1934-1937. Also a broader
interest pictorial magazine with art photos.
PLATES

Croizier
102. Group photo of the Juelanshe, Storm Society, 1933 standing from left Pang Xunqin, Yang Qiuren, Yang Taiyang, Ni Yide, Wang Jiyuan, identity uncertain, Zhou Duo, seated from left, Zhou Zhentai(?), Zhang Xuan, Duan Pingyou, photograph courtesy of Pang Xunqin.
103. Works shown at Second exhibition, 1933.
104. WANG Jiyuan (1893-1975), "Chinese Landscape", oil, late 1920s, location unknown,* photograph from Wang Jiyuan You Hua Ji (Collected Oil Paintings of Wang Jiyuan) Shanghai, 1929.
105.  NI Yide (1901-1970) photo with paintings, probably late 1930s, photograph courtesy of Mrs. Ni Yide.
106. PANG Xunqin (1906-1985), No title, oil, c. 1931, location unknown, photograph courtesy of Mrs. Pang Xunqin.

107. PANG Xunqin, "The Riddle of Life", oil, c. 1930, location unknown, photograph courtesy of Mrs. Pang Xunqin.
108. PANG Xunqin, "Son of Earth", oil, 1934, location unknown, photograph from pastel sketch in possession of Mrs. Pang Xunqin, Peking.
109. PANG Xunqin, "Composition", oil, 1935, location unknown, photograph.
110. BAI Sha, "Desire", oil, 1935, location unknown, photograph.
111. ZHAO Shou (b. 1913), "Jump", oil, 1935, location unknown, photograph.
*In each case of "location unknown" the overwhelming probability is that the painting no longer exists. War, revolution, and the active hostility of Communist rulers after 1949 have left very few pre-war modernist works in existence.
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