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ABSTRACT

Interviews with Nine Chinese ArtistBtarrative Research on Chinese Art Education
During the 28 Century

WanCen Liu, Ph.D.
Concordia University, 2011

My thesis is a narrative inquiry based on the stories of the art learning of nine Chinese
artists from different generations. Their art learning is a lifelong activity which I will analyze.
My study focuses on how different social andwunal contextsdfect i ndi vi dual so
when they first learn art, as they learn to become artists, and as they continue to learn art as
artists. In order to understand the process of their art learning comprehensively, | have divided
ther art learning into thregypes: formal, nofformal and life art learning. The purpose of my
study is to analyze how artists have learned art and how society has influenced their art learning
in the past half century in China.

Based on the analysis of rimterviews with the artist | learned that, during the 20
century, Chinese art education in elementary and secondary schools did not play a primary role
in relation to these artistsod art I-sykerning.
drawing has been dominanttime art classrooms of elementary and secondary schools in China.
Students ffol icomed pttloe odduletad d sm | nexpressiot. o f
Individual originality and aesthetics were often ignored. | also found that the sociallamdlc
contexts in which the interviewees lived deeply influenced their individual art learning. What
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and how they learned in their formal, rfarmal and life learning differed depending on

economic, political, and cultural contexts. Moreover, accorthiribe experiences of the

participants in this study, school art education in China ignored the visual experiences in the

everyday lives of students. The opportunities for informal and formal learning were generally

distinct. It is important to note thdtdre were only three female artists in the sttidgyy had

fewer opportunities to learn art outside of school with their peer groups, while all the male artists

had such opportunities. However, the three female artists receivéddmaad art learning

becas se onedés mother was an artist, one had a pi1
make art when she worked in the army.lifFi nall vy,

art learning played a more important role in their artistict@eahan their formal training did.
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CHAPTER 1: INTRODUCTION

Purpose of the Study

Over the pastne hundretiOOyears, Chinese society has gone through extreme and
sometimes violent changes. During this period, Chinese art education has also experienced great
changes. Artists of this period offer researcharsique pespectiveontheevolution that has
occurred in Chinese art education by telling their experiences of both learning about art and
learning how to be an artist.

This research explores learning art as a lifelong activity, and it focuses on how different
social and culturatontexts in China affect individuals studying art and learning to be an artist in
school and out of school. It not only includes early art learning and becoming an artist, but also
includes changes in artistic styles, subject matter or media after he loegtmes an artist.

| explore the three phases in these artist
before receiving professional art training, the period when they learned how to become an artist,
and finally, the phase of being an artist anehting their critical artworks. To investigate art
education in China and the way that artists 0
di scuss and analyze nine Chiforreatandliteartleasings 6 exp
in different political, economic and ideological contexts. These artists are from different
generations and have had different educational experiences as Chinese art education evolved, due
to changes occurring in Chinese society during tfec2atury.

Thisresearch has two purposes. One is to understand the development of art learning
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during the extreme changes in the past century by discussing the experiences of Chinese artists

growing up. Understanding the developmental history of art learning can hetfuagtors make

more effective plans for art education. In their bdokEducation in a Climate of Refor(2008)

Dorn and Orr analyze the history of American

first introduced into American schools in 184@als and programs have undergone almost

continuous changes. 0 The change that has fAhis

not so much by any new knowledge about children, art, or education, but rather by shifts in

social beliefsandeduca onal refofmey Opsed@@®, Aknowing wh

been in the past can assist us in making wisesplamr t he futureo (p. 43).
The second purposetiso anal yze the experiences and st

during the lagr half of this period in order to understand two issues: how students learn art and

how society influences the way students lear@itly by understanding both is it possible for art

educators to know what to teach and how to teach effectively.

Early Development of the Research Idea

In 2001, | became interested in studying how students learn art under the different art
policies and the national curriculum in contemporary China, because of my experience being
involved in anationalresearch projecErom 1999 to 2001, | took part in a study examining the
history of Chinese art education, funded by the National Society Research Foundation. The
results were published in 2001 as History of Chinese Art Educatidivang Li), which is
consideredne of thanost important historical reference works abibiet development of
Chinese art educatidyy the Chinese art education commurity part of this project, | had the
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opportunity to interview 17 art educators and artists in order to collect data about the

dewelopment of contemporary art education in China. Although all the interviews focused on
important events undergone by the interviewees, most individuals wanted to talk about their
personal histories in learning and teaching art. When they talked aboygdtrszinal experiences

of studying art, art education was not only a localized formal education in school, but also

involved aspects of their dag-day lives. Furthermore, during the interviews, | began to

connect their personal experiences not onlyte@ucatiorpolicies, curriculum plans, and art
textbooks but also to changes in culture, politics, ideology and econAirtat time, |

recognized that, instead of creating a record of the past, | should be investigating how students
learned artasChiaés art educati on c u%centug.lnbrdemtoevol ved
illustrate how Chinese art education changed within different political, economic, ideological and
cultural environments, it is not enough to examine documents concerning natiliiciakpart

textbooks and teaching guidelines formulated since 1904. This date marks the beginning of
Chinese school art education, because this is when the first Chinese art education policy was
published in China. When considering the historical recofgolicies, teaching plans,

guidelines and textbooks produced in China during tffec2@tury, the rich experiences of

artists and their stories about learning should also be analyzed. These detailed experiences
provide a broad understanding aboutholwey i nfl uenced i ndividual so

However, personal narratives were rarely used in historical research in China at that time



because it was not considered to be a valid scientific research méththis situation, the

History of Chinese Art Eaationonly covers a few personal experiences of learning art and
mainly focuseson the records ofreeducatiorhistory such as art textbooks, national art teaching
plans, art education policies and the ideas of some scholars and art educators im @dutaatl
that time, quantitative researstethods were encouraged in education research because they
were considered to be more scientific. When art education policy was formulated, almost all
research on the subject was analyzed statistically by thendhtnstitute for Educational
Research in China.

Ma x Van Ma Reseaaécking hiving Experien¢2001), was published in China,
and he was invited to give lectures in China in 2001. One of the results of his presentations was
that narrative resedrcstarted to be discussed in the field of education resedearnkedchis
research concept and applied it to my previous experience of interviewing artists and art
educators. | recognized that it would be effective to explore the process of individeal@ng
through analyzing individual experiences and stories of art learning. When art educators
understand how students learn art, they are able to create effecthiadgalans and
methodology. It is necessary to understand how students leaottan the classroom and in
everyday life. Therefore, | began to interview students from elementary and secondary schools
instead of just interviewing teachers ovigg questionnaires to students.

During the interviews, | found that students who likednaare able to recount more

! Zhu Xiao Man, the Director of the National Institute of Educational Research pointed this out during Prof. Van

Manerés presentation in Beijing, in March 2002.



detailed stories about their experiences learning art, while students who wergynioterested
in art learning often had difficulty discussing their time in art class or learning art. This inspired
me to think over how to #ct the participants for my research, and to believe that interviewing
artists to understand their experiences of art learning would be very insefiderstanding the
various ways individuals learn art. The methods and experiences of the art leaartngjtan
be consideretb besuccessful forms of art learning. Analyzing positive learning experiences can
provide researchers with an understanding of how students can learn art effectively.
Based on theistudy experiences and stories, | starteeltop | or e studentsdé ar
outside of school and wrote someademic articles about how art classes should draw on
resources of everydaifd. One of themfiArt Education Curriculum at School Should Stress
Popul ar YLius2004)ivonA goldanedl in 2004 in the Fourth National Music & Art
Education Thesis Competition. Hewer,| also recognized that knowing how to effectively
analyze the data is crucial, in addition to being challenging, even though some of my studies,
especially those involving hi | dr ends drawing from observatior
In 2005, after going to Concordia University to pursue more advanced studies, | started to
formulate a new idea about my study based on two stuzhesdone by Linda Szab&yth
(2005)and the other by Richard Lachepelle (2003). They argued that research about teaching and
| earning art should not be restricted to the
learning outside of art school. her article iSelf-Study Throughan Exploration of Artful and
Artless Experienag SzabadSmyth (2005) talks about how life history research was carried out
with a group of generalists who were asked to reflect on their artful and artless experiences about

art and art educatiohachapdl e , Mu r r a yAesthetat Udlerstanding as Informed



Experience: The Role of Knowledge in Our Art Viewing Experigi2@83)examines the
process of adultsd aesthetic understanding by
theoretical éarning. They state thakperiential learning occurs when learners interact with the
reality and the culture around them, and althougin kmowledge developed in this way would
often be fragmentary and unorganized (p. 91), it will be possible to iteagveith theoretical
knowledge hatleadto aesthetic development. For example, seeing artmagkeryday lifeis a
kind of experiential learning in their study. These two studies led me to reflect on what data to
collect and how to collect it, in ordéo study the process of art learning.

In art learning, some forms of skill and knowledge are obvious and can be evaluated
while athers are more difficult to detect and assbksrart experience or life art learning could
potentially influence individuaartistic activities, buthese are too difficult to evaluate. Similarly,
some individual artistic experiences in everyday life are problematic to identify and analyze, but
they are crucial for student sd ¢&erneritexpedeagesni ng.
of art learning together would be possible if their experiences were catalogued using an
appropriate method. Generally, nart experiences are easily ignored in art education research.
Iftheartit s6 experi ences ooocbvioasrare congderednholistigally, itttcandel e n
shown more clearlfiow their art learning has occurred. After readdzgbaedS my t hés and
L ac hepel dnedtonecdabdyéd bechnse interested in exploring the experience of art
leaningagainandiped t o analyze artistsoé art | earning

of art learning in school and out of school.

Terms and Definitions



Who is an artist?

Today there are two different definitions of being an artist in China. One is that an artist
should be a member of China Artists Association, the major institution of Chinese art inI€hina.
an artist is selected to participate in the national exhibition at least three times, he or she is
qualified to become a member of the Association. Howesdheart market developed in China
at the end othe 1990s and ideas from west@wontemporary art began to have more and more
influence on the contemporary Chinese art community, some in that community held that an
artistos ndser i oilydefieesdsing andartist. Peopld who reakeecagvoik are
considered to be artists, even if they do not receive professional training in art. Today, they are
of t en GCraaslobt Artistsdi

Asked to give a definition of what being an artist means, selv#e nine artists
interviewed in this study believe that if people invested in creating art, they could be called
artiss whether or not they succeeded in the art community, or had professional training. Two of
them (Jin Zhi Lin and Liu Bing Jiang, whoeathe oldest artists in this research) argue that an
artist is a person who has achieved some success in the art community and whose artwork
reflecs humanfifeeling and spirit Before studying at Concordia University, | had the same idea
as Jin and LiuHowever, after studying in Canada for half a year, | changed my concept about
what an artist is. Today, | consider an artist to be someone who cregjest déike a carpenter is

someone who makes furniture.

Three periods of eaarhlearaingt i st 6s experiences
These three types of art learningars ed t o cl assi fy participant
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to the following three periods:

(i) The period before entering professional school is seen as the Early Art Learning
Experience. However, in this stydhe majority of the participants passed the entrance exam and
got the opportunity to study in university, while one of the participants was not admitted to an art
school because he was not able to pass the entrance exam. His eaidyesé learningurt
ended when heeached the age of 25 and was then too old to take the exam.

(i) The period from studying in an art school to participants starting to become artists is
seen as the Learning Art to Become an Artist phase. The time when they callegl\thsragist
was based on their personal sedhcept. If the artist is not admitted to a Fine Arts Academy, the
experience of becoming an artist is analyzed in terms of their individual experience of starting to
make a living by doing art.

(i) The perd after becoming an artist is seen as the LeamlmogitArt asan Artist.

After becomingan artist, their artistic styles or subject matter change based on society and
cultural contexts, or personal artistic concepts. This is a process of art learmidgrto be an
artist.

The Early Experiencef LearningArt has a distinct period. However, it is not very clear
when participants become artists. Graduating from university and receiving a BFA definitely
does not mean that they are already artistiadt) each artist had different ideas about the
def i niartiston ToHerfief ore, in this research, the
started being an artist was left up to théviost of them thought when they created their own

artwork and vere able to use it to communicate their feeling and ideas, they were artists.



CHAPTER 2: MY PERSONAL EXPERIENCE OF MAKING AND LEARNING

ART, DEVELOPING ART EDUCATION POLICIES AND PERSONAL RESEARCH

In this Chapter, | disas my persori@xperience doig research and teaching as an art
educator in China. Furthermore, | also discuss my personal experience of learning art and
making art from my childhood to today. My experiences as a student, teacher and researcher in
Chinahelps me to deeply understancetts e Chi nese ar t i s bfgheChinesar ni ng

culture.

My Experience ofMaking Art Education Policies inthe China National Institute for
Educational Research

In 1996, | began my Masti@rsf Art Education Program in the Fine Arts departmant
Capital Normal University. This was the first time that my supervisor, Chang Rui Luen, taught
master 6s st udemR090 he lnecame the fistdupenasorifobstugents pursuing a
PhD. in art education in China. We three students werethec o n d g r osusfudeotsin mast e
art education in ChinaBecause there were not many researchers in art education in China,

studentsvh o wer e st udyi n ghadtheepportunitydcstakespardils nattbrealart e e

2The first masted studentn art education, Yun Shdchuen, graduated from NanJing

Normal Universityin 1986



education projects. In 199Btook part in a project collecting and analyzing data from schools
that had art classes, a study that was organized by the China National Institute for Educational
Research (CNIER).

In 1999, after completing my graduate degree, | began to wiik &eter for Sports,
Health and Arts Education at CNIERhis center was set up in April 1994 and was directed
jointly by the CNIER and the Sports, Health and Art Education Department of the Ministry of
Education (Ministry of Education, 1996). Before 1993,jsats such as math, literature, sciences,
sports, health education and art education belonged to the Basic Education Department in the
Ministry of Education. However, many schools neglected three subjects: sports, health education
and art education, andree schools even considered them to be-afthool activities.
Furthermore, the regional education departments rarely had an administrator responsible for art
education all over the country. In order to remedy this situation, the Sports, Health and Art
Education Department established its own correspon@egterfor Sport, Health and Art
Education.

Today, there are art education officers and inspectors responsible for art education in each
province andn most cities (Ministry of Education, 1996). Thisnaidistration system covers art
education at the municipal, provincial and national levels, and was created to provide art
educators with the authority to apply art education policy, to suggest improvements and to make
decisions concerning art educatioradbcal level, as well as to organize teacher training and to
evaluate the development of local art education.

When the Sports, Health and Art Education Department began to operate, the Ministry of
Education found that research on arts, health and sgtwtsation could not offer enough
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information to help administrators make decisions related to the three fields. Therefore, in 1994,
the research center of Sports, Health and Arts Education wadtsuittain task was to organize

and manage research in theee fields, to provide the Chinese government with advice and
suggestions concerning them and to provide research data about them to educational
administrators.

While working at the CNIER as a researcher, | was often involved in developing art
educatia policy. Starting in 1999, | helped conduct research foNtitenal 18Year Plan for
Art Education in Schools (2001 to 201 addition to participating in researching and drafting
the law entitled th&®egulation of Art Educatioand designingthBlai onal Countrysi de
Education Planl was also involved in research that focused on the teaching and learning of art.

In 2001, | was @roject leader of a key study for the"Bive-Year Education Plan of the

Ministry of Education, funded byhe National Youth Foundatioand entitledSecondary School
Studentsodé Abil ity ofvasAlsotan editorof natersliamn taxtbooksrfa i ni n g
secondary schoshnd participated in art teacher training programs.

The Chinese governmehas improvedahool art education in Chirlay strengthening
administration of art education and the creation of national education policies. The Chinese
government publishesix different sets of policies on art educatigince 1990and in 2003,
even passed a law comogng art educatiorRegulation of Art Educatiolhe Chinese

government tried to solve some of the meeeous issueelatedart education like the neglect
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of art education in the education sysfethdevised policies dealing with the best way to

improve art education. The government had two main aims with these policies. The first was to
ensure that school administrators and the public knew that art education played an important role

in school education. The second aim was to clearly show schoolegiadal educabnal

departments their responsibilities for providing art education to students as well as setting
standards to assess the development of art education in each school, city and province in China.
For example, thélational 18Year Plan for At Education in Schools (2001 to 20E3tablished

that, before 2008, all schools in cities in China must begin to give art classes. This plan enabled
schools, different regional edumatal departments and educational institutions to provide art
educatonand all owed the Ministry of Education to
education every two years. If some schools do not offer art classes to students, regional
educational departments have the responsibility to force them to do so. If tegiooational

departments do not follow national guidelines, they will negatively influence the assessment of

that province in the report on the educatiasdessmerdf all the provinces in China. In fact, by

2004, almost 95 percent of schools in ciaes 70 percent of schools in the countryside were

giving art classes (1e Sports, Health and Art Education Department of the Ministry of

Education, 2005St udent s6 performance indicates this h
improve school art edutan..

China is a vast country with significant regional disparities in economic and social

3 For example, often schools did not offer art classes to students, and many schools did not have qualified art teachers
or specialists
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development (The Sports, Health and Art Education Department of the Ministry of Education,
2000) and the countryodos devel apthesedisparibeds. art ed
During my time as a researcher in the government, the Ministry of Education generally used
three strategies in the process of creating effective policies in order to improeyéhepahent
of art education in the different regionseffirst was that the policymaking team included
researchers, experienced artists and regional officers of art education (these weaet all ex
teachers) who came from areas of differing ecoicaand social development. The second was to
use field surveyto investigate the status of art education in different regions and schools, and to
interview art teacher3he third wa tostudyforeign art education policy and historical research.

In 1999, when | took part in the drafting of tRational 18Year Planfor Art Education
in Schools (2001 to 2010)felt that these three strategies played crucial roles in the creation and
development of this plan and were very useful. As mentioned earlier, in addition to researchers in
art education and artists, the tearaking the policy included some regional officers who were
responsible for art education. This was for two reasons. One was that these officers needed a
policy to support them in order to guide scho
departmats of education to provide art classes and proper facilities for students in the school
system. Second, they also understood the real problems and challenges that were faced by
schools and by the regional educational systems that were in the procqsyiofyape national
art education policy. Thereforthese educational policiesere important in helping researchers
and artists to be practical anddevelopan effective policy.

Second, in order to understand the state of Chinese art educationjdmmaking team
used two methods to collect data. One was using questionnaires to collect and analyze statistical

13



data about students, teachansl the facilities that were found in art classrooms. §écond
method was for researchers to travel to difieregions to collect data through field surveys, by
visiting art classes and having meetings with art teachers. Personally, | felt the latter approach
was more useful.

Before draftinghe plan our team surveyed 22 cities and towns in different regiomk, a
then analyzed the statistics. Indeed, it would have been difficult for me to imagine the disparities
of art education in different regions and in different schools if | did not have the chance to go to
these regions.

| experienced these differences beén the regions when | visited schools in Shenzhen in
2000. The first day, we visited Shenzhen Middle School. There were five specialists, most of
whom had had solo art exhibitions; each teacher had his or her own art classroom. Students could
choosetolar n painting, printmaking, ceramics and
di splayed in Paris. The school published the
visited thes p e c i sautlias, $feltshéat | had come back to a finesaepartment classroom at
the university. Students had professional easels and materials. However, another day, | visited an
elementary school in the suburbs where the teachers were generalists who had never received
professional training and used chalk atatkboards to deal with art classes. Statistical data
could not have described the disparity between the art classes at each school.

Based on this field survey, the basic goal of the policy was to improve art education in
schools. This policy created a mastandard that all schools had to achieve through the
combined efforts of the schools and the regional education departments. Schools with weak art
program would have to strive to meet this standard while schools regions with well established

14



artprograms woul d raise their own standards higher

education policyFor example, the policy prescribes that all elementary schagdshave art

teachers, whether they are specialists or generalists. However, because almésl of Bei | i |

teachers had received professional training as art educators, thisintrdaged c i t y0s educ e

standards for art teachers. The Beijing Education Department requires all elementary schools to

have specialists who at least graddatrom a fine art department in junior college; therefore,

Beijingds standar ds andaeds(BO03).her than the natio
During the survey, it was rare to interview students or an individual art teacher.

Researchers often had a meeting with loda¢duncation supervisors and art teachers from the

same school or a few schools. Using transcriptions recorded during the meetings, researchers

could find common issues and design policies to resolve these issues. For example, most art

teachers indicated @hit was difficult for them to receive free art education training and time off

with pay from their schools to pursue this training because school principals viewed art

education as less important than math or other subjects. Therefanatitreal plarstipulated

that each art teacher should geteeks of art education training every 2 years, with cost of the

training to be paid by their school (2001). Because of this policy, art teachers were able to get

professonal training or take part in academandgerences.

Third, since the 1990s, many other countri
historical research have been introduced to Chinese art educators, especially North American
research on art edation. While making policies, research@ften conducted comparative
research. These plans and policies have had an important influence on Chinese policy in art
education.
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As an art education researcher in China, | believe that the Chinese governntemednp
school art education in China breating national art educational policies and thereby
strengthening the administration of art education. Although the public does not regard art
education as important as other subjects such as mathearatitoreign languages, some
Chinese politicians ahnational leaders view art education as a form of aesthetic education that

plays an important role in cultivating healthier, happier and more spiritual citizens. As Confucius

stated, AAfter people become r i chfluence¢ghachi ng <c
guality of people and prevent vanity, |l uxury
the public perception that art education is |

Ministry of Education tries to use public poliayimprove art education and benefit the whole of

Chinese society.

My Experience ofDoing Research
My experience doing research is divided into three diffestges:
1. Exploringhowndi vi dual s6 personalities and exper.i
through analyzing childrends drawing from s
2. Exploring Relationships between individual

3. Studying cultur al and natural environments

Stagel : How i n diowalitidsiaadlexpérientes mffuence the processes of
their visual perception and artwork through analyzing their drawings from still life and
drawing from their memory.
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In 1996, along with two others, | was admitted to study imilzes t er 6 s ptr ogr am
education at Capital Normal Universit¢’hen we were admitted, our supervisor, Chang Rui
Lun, contacted us and asked us to read four books that were translated into Chinese in 1994
before the start of the first semestereative and Mental Growt{Lowerfeld, 1994) Education
Through Art(Read, 1994)Thoughts on Art Educatiofrnheim, 1994)andThe Arts and the
Creation of Mind(Eisner, 1994). | was deeply influenced by these books. Although the authors
have different ideas about art education, tmeyduced me to a new approach to art education.
Before reading these books, | thought that the goal of art education was teaching students how to
draw and how to paint using realistic techniques. | never thought drawings done by children were
artwork. Thee authors helped me realize that children should represent their own world instead
of copying or imitating adultsd i mages.

Their ideas excited me and made me impatient to start my art education studies. The three
of us in the graduate program had diffigrbackgrounds: my classmates had studied Chinese
painting as undergraduates and | had studied education. As a result, our supervisor arranged
different coursework for each of us. Most of my courses were studio courses in my first
semester; in addition, Heelieved that it was necessary for me to teach in an art class to get some
practical experiencé&oon, | obtained a position with a Sunday art class of children between 6
and 8 years old. At that time, | had no experience teaching art. However, basgd on
understanding about art education from reading Lowenfeld and Arnheim, and my personal
experience of studying art, | had some ideas about how to teach my art class.

As a child, | had the opportunity to learn art outside of school. My early
experences of learning art influenced my beliefs and attitudes about the teaching and learning of
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art, and in fact, they still influence my current research interests.
When | was 6 years old, | had the opportunity to learn Chinese painting from a
professionartist. As an art educattwday,whenl recall that experience, | think that learning
and teaching art is a transformational procées.examplewhen | wanted to draw baby ducks,
my teacher and showed me how to observe them and then dravBiliteme. aso encouraged me
to draw other things through my own observation. He came to my home once a week, but often |
could not wait for his class, and | tried to carefully observe and draw what | was interested in. He
encouraged me to draw what | saw and whataigi ned. | di dndét need to
everything. He often brought his artwork to illustrate how he created it. Sometimes, | also gave
him my opinions about his work, like an art critic.
This experience made me realize that drawing is translating whatege or what you

think to paper. | believe that drawing and painting are, like writing, a way to express myself; this
is why they were rarely boring or difficult for me. Later, | also taught my friends or classmates in
elementary and secondary schoosketch from real life, using my own particular method of line
drawing to represent an observed object. Some of them were quickly able to draw very well;
sometimes they also were surprised at how well they were able to draw. These early experiences
gave mea good foundation for how to teach art. After being introduced to the ideas of Lowenfeld
and Arnhei m, | decided to encourage children
images. | started to teach children sketching using subject matter fftcan their daily
experience, such as their shoes, a bike or their toys, because these were the kind of things that
interested them.

When | recall my personal experience |
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experienceds-or example, Yang Jinghi, the president of the Sunday Art School where | taught,
was a famous researcher on childrenbés art; he
in China. They often gave me suggestions about teaching. Once, Huang Huan told me that when
she wadour years old, she started using a pen to draw because her mother hoped that by using
only a pen, she would draw more confidently instead of continually erasing her drawings. This
suddenly reminded me that therere a few children in my class who alwayssed their
drawings because they thought what they drew was never good enough. When | taught, | took a
good deal of time to eXain to the children that they should finish a drawing before they start to
erase. If they were not satisfied with parts @f dnawing, they could draw them again later.
However, this was something very difficult ffo
experience inspired me to ask children to use markers to draw instead of pencils. | found that
they observed things more eéully, because when they made mistakes, they had to continue the
drawing instead of erasing. For young children, there is no right or wrong in drahgygnly
need to know what they can do.

Although I did not have any experience teaching art em@7-yearold children, my
teaching method of encouraging children to draw what they saw was quite successful. The
parents and other art teachers were surprised by the drawings and paintings of my students. | was
also surprised by the maturity and uniquertggleir artwork and wanted to know how children
could produce such work. So | conducted an experimental class with 20 children who were from
4 to 6 years old, focusing on how children observe and their art language. From the first class, |
became more anuore interestechi ¢ h i artverle n 6 s

| gradually gained more experience in teaching children, but | soon found tleest ot
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easy to evaluate the artwork of children. My experience in evaluating artwork was based on
whether the images looked liketiree al t hi ngd or not, which was &
used to evaluate their childrends artwork. At
and Arnheim, and didndét think that readsi sm wa:
and drawings of a chil d. However, Il was not s
knew that the evaluations teachers gave children were also a kind of teaching because they
reflected the goals of the teacher. When children learn hoachdeevaluates their artwork,
they can figure out what is seen as fAgoodo an
understand my students and the drawings they made, | often talked with them about what they
drew and listened to their stories in thasd. After class, | also took some time to talk with their
parents in order to understand more about their lives and collect some of the artwork created by
their children outside of school. After talking with the children and their parents, | started to
recognize that it was necessary to analyze their drawings in terms of the children were and in
relation to their memories and imaginations.

| showed these childrendéds artwork to Yang
showed some of the more irgsting artwork to artists, asking them for their opinions about the
wor k. |l realized that evalwuating childrends a
artist. There was no precise standatylds, and ch
They did not simply learn how to draw like adults, but how to express their feeling and ideas in
different ways. Their artwork illustrated different characteristics because the children grew up in
different cultural and geographic environments.

Whileteaching at the Sunday Art School at Capital Normal University, | began to write
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field notes to examine my artistic activities in order to find better ways to teacichridren. In

the art classroom, | tried to help children avoid negative expesdhatl encountered as an art
student. | encouraged children to draw what they saw and what they wanted to express. Soon,
based on examining my experiences of teaching children art in the classroom and my learning
experiences in the graduate school stsiditbegan to connect the process of drawing with
Arnhei més ideas on visual perception. |l al so
enhanced by my teaching practice in the art classroom.

In 1998, | participated in a national research ptojece nt i t |l ed fAA Study on
Students in Secondary Schadh the project, | continued to focus on the observation and
development of studéartistic ability. | designed and carried out a survey of 1,200 students from
elementary and secondanhsols and interviewed 15 art teachers. | also investigated 80
secondary dwol students who were getting professional skills training in a special art class with
the goal of studying in a fine art department in the future.

In this survey, | collected a gaedeal of raw data on the relationships between the visual
perception of individuals and their drawings. All students were asked to do two drawings within
20 minutes. One was a portrait from a model. The otheavamawing of members of their
family from memory.Two other graduate students and | selected almost 300 drawings and
evaluated them according to three levels (good, average, bad). Then, we compared these
drawings with the portraits and drawings of family members created by students from thke speci
art class. Our conclusion was that the portraits sketched by the students from regular classes were
as good as those created in the special art class, while the drawings of family members created
by students from the special art class were better Hume tdone in the regular classes (Liu,
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1999).

My mast er 0s Visualdergetion armdAraining bf ©biservation in Secondary
Schoolwas also based on my research on the theories and practices of visual perssation
result of my researcbnt he r el ati onships between individua
artwork, | believe that an art curriculum should teach students how to observe what they want to
draw and help them find and use their own art language to express themselves. | analyzed

Lowenf el dés i deas and his research to support

Stage2 Rel ati onships bet we eionandthdirianwort.ual s06 Vi
During the time | worked at the National Institute for Educational Resddvelgan to
collect data for a study ohe relationship between visual perception and artwork by observing
various students in my art classes: adults, twins, profoundly deaf children, and children of
different ages (I had passed the National Certificate Examination of Sign Landuagjkected
a great deal of raw data and focused on the relationshigé&etwhat myjects saw and what
they knew, by analyzing their sketches from observation and their drawings using imagination
and memory.
In 2001, | became the project leader for a studylemtid A Hel pi ng Students
Ability in the NineYear Compulsory Education Art Education Progmaenkey project for the
tenth FiveYear Education RIn of the Ministry of Education and funded by the National Youth
Foundation. The purpose of thiopgct was primarily to emphasize the value and the purpose of
helping stuénts to develop their artistic techniques to express themselves through exploring
their everyday life.
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In order to focus on this project, | stopped teaching the several groupbédrad
instructing before and concentrated on teaching art skills to a group from elementary and
secondary schools. However, my findings from my earlier research on these different groups
provided my team with a good deal of information on how to teachitpehto elementary and
secondary school students. These students in my new groups were taught how to represent things
and events that interested them using different materials and media, such as print, comic books,
computers, Chinese painting and pencédtsking

This project was conducted by some art teachers and researchers through an action
research. There were four stdams all over China working on this project, involving 64
teachers and 11 schools. These schools were located in developed, dewasidpinder
developed regions.

During this research, some participants were concerned with using local artistic styles,
including folk art and the various regional methods of creating artwork, in order to help art
teaching and learning in the art classrooml compared arti stsd and chi
from various regions. Artworks created by students from different placeditferent
characteristics. Local cultural and natural environments often influenced their artwork and
reflected the styl®f local artists.

In April 2001, | became an editor for tAet Experiment Textbook for Compulsory
Educationwhich was published by the China Fine Art Publishing House and was adoyitedl by
Ministry of Education for most school§he book advocates thdrawing is a language using
visual signs. Students have the ability to learn how to convey information through drawing, using
any kind of tool. This kind of drawing can function as a form of narrative, explanation,
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expression or recording. The main taaghstrategy is to guide students to observe carefully and
express themselves bravely and confidently.

My project had achieved successful results in the art classroom. Some of the participants
had designed their own curriculum. However, | still foundfftailt to illustrate the relationship

bet ween i ndi vi cbseadtisn@ndrtheinacdwosk ina olehr @amdn-depth

manner, even though | had a great deal of randdatd e c hi | drendés artwor k a
This problem became especiadlgparent n 2003 when | taught a cour
Studentsdé6 Skill and o®the Graduate Schaol inothe £éntraPAcadentyo | o g

of Fine Art. The major part of this course focused on visual perceptiothamtkvelopment of

indivi dual s 6 aStutants werecenter@dted in my rgsearch, and shared with me many of
their stories. Although all of these experiences were useful for me, | still needed to find methods
to better interpret and present the raw data | had colldtsebmed that | saw a beautiful sky,

but | was caught under a glass ceiling. | wanted to escape the bonds of the ceiling and move

towards the skyl. hoped to improve my research methodology and learn in North America.

Stage 3How culturaland naturale nvi ronments influence chil
| began studying at Concordia University in Montreal i0£20w~orking towards a Ph.D.
degree in Art Education. With the encouragement of my advisor, Dr. David Pariser, | have been
teaching art to children from tl@hinese community in Montreal since the winter of 2005.
One of my Canadian classmates at Concaaléme that Chinese children who studied
in her art classes liked to draw the sutheir paintings and drawingbkalso found that children
also like b add the sun to their paintings and drawings in China. In China, | often told children
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that they should observe interesting details instead of adding the sun freely in their drawings. The
sun was an important symbol for the Chinese in the Cultural RewolWWhen | was a child,
there was a unit to teach how to paint the sun in my old art textbbo&sefore, | wondered if
that my cl assmateds students were born in Chi
However, when | taught art classes in thenleal Chinese community, | found all childéen
regardless Wwether they were born in China or Canaddten added the sun in their drawing or
painting, even if some drawings and paintingsraitidepict the landscaperealized that both
Culturaland natuta envi ronments influence childrends ar
| started to focus on how cultural contexts and natural environments influence
individual s6 visual perceptions through a com
Chinese students who have immigrate@€é&mada from China and Chinese children in China. As
a Chinese art teacher livingabicultural context, | concentrate on the relationships between an
individual 6s vi sual perception, his or her ar
ervironment.
| found that children, whether living in Beijing or Montreal, had different visual signs and
different art concepts. For example, children from my class in Beijing preferred to color leaves in
greenFor example, children from Beijing in my spreferred to color leaves in green, but in
Montreal children prefer to use red and yellow. Children from Beijing like to draw buildings as
home, while children living Montreal liked to draw independent houses as fibises rooted
in the environments which they live. In Beijing the majority of families live in apartment

building and very few live in houses.
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My Experience ofL earning Art

My experience of learning art before elementary school.

| was born in 1969, in Kunmindunnan Province. Kunmg is nicknamed the Spring
City because although it experiences the four seasons, its weather is often like Igjyriagher,
a retiredpediatrician, likes to practice Chinese calligraphy and write traditional Chinese poems
in his spare time. My motherustied agriculture, and she is a selfight tailor and continues to
sew in her spare time

| remember only a few things related to art when | was yodign | was about 6 years
old, my family went on a holidays to the Western Mountaithis a place whe there are many
famous Buddhist temples. Most Buddhist temples have a figure of Buddha along with sculptures
of monks and frescos. On the day after the trip, my parents went to their office and my sister and
brother went to school. | was the only onéaine because | had a cold. | used a brush and black
ink to draw monks on all the empty walls at home. All the drawings were bigger than me. My
mother still remembers two of the monks were extremely vivid, one having long hands wanting
to touch the moon, ghother with long legs playing in the sea. Their expressions looked like
those that can be found on temple sculptures. Although my parents had to paint over my
drawings that weekend, they kept one monk on the wall until they moved to another apartment.
They were surprised that a child actually drew such a figure because | had no art lessons before
then. When friends came to visit, they were able to recognize that the drawing was of a monk
with his long arm trying to reach the moon.

When | was almostsevn years ol d, one of my parentsao
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painter started to teach me how to paint animals, birds and flowers every weekend. Sometimes,
he showed me traditional techniques; other tima#gertimes he helped me draw what | was
interestedn. For example, | raised some chickens and ducks, and I really enjoyed painting
chickens. He showed me how to observe and draw chickensamimgand brush. Later, | drew
our neighbor 6s dog an dbymysélfeThe teather mgpkl mé thava nt e d
order to save money | should practice on newspaper instead of rice paper when trying something
new. However, | was really interested in the visual effects created when ink, water, color and rice
paper interacted with each other. Newspapeitd not produce the same kind of effects. My
parents tried to buy rice paper for me, and | always tried not to waste the paper. Therefore, |
painted on a piece of rice paper again and again, and | often achieved special visual effects. In
the beginning| did not have any Chinese painting books. Each time, after my teacher
demonstrated how to paint, he left his paintwith me, so | could copy and study it. Sometimes,
he brought some of his new artworks to our place to show us.

At that time,| liked tovisit temples too see their sculptures amatals My father would
tell me about the history of the temples and the artwork in them. As a child, | thought that the
objects in the temples were art because they were at least a few hundred years old aerny were
expensive. However, | did not consider the Chinese painting my art teacher did to be artwork,

because the works were not antiques and were created in the present.

In elementary school from 1976 to 1980
The Chinese education system underwent gyéamrevolution that began in 1966 with
Chinabds Great Proletarian Cul tural Revol ution
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months after his death in 1976. Chinese educational researchers call thig pereed ifeducati o
di sr upt i on oDuringthisitigne, CHaibmari Mao proposed that students should learn
from peasants, workers and soldiers instead of books and tedoHgg6,with Chairman
Maods death and t h ¢ otheetutationd policinseevdit@ldorttpse efth F o u r
early 1960s. A regular school curriculum resuratdr 196, and students attended regular
school classes eveday and studied academic subjects (2001, p. 8).

| entered elementary school in 19T6 the first semester, | did not have a drawing class;
but starting in the second semester of grade one and throughout all of grade two, | had two thirty
minute drawing classesperwegkt t hat ti me, dhawich gisexit avas. @ al |
teacher was a generalist who taught math, politics, music awthdreStudents did not have a
drawing textbook, but the art teacher had a t
choose one picture to hang on the blackboard and show us how to copy it. The subject matter
was often the sun and red flags. In leginning, we used compasses to draw a circle and a ruler
to draw rays around the circle. Then, we colored the sun, first using yellow crayons to color the

circle and the rayghen used red crayons to cover them again in order to have a radiant sun.

“fiGang oréfersRamliamg®ing, Wang Hong wen, Zhang Chuen Qiao and Yao Wen Yuan. The four

formedthe gang during the Cultural Revolution (196%) as important members of the Central Cultural Revolution
Group and served as in extremely important pdet®ctober, 1976, a few months after Mao ZheDong died, they

had their downfall: the CPC Central Committierlared the gang was an godirty group This marked the end of a

turbulent political era in China.
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After we could draw the sun very well, we began to learn how to add backgrounds under the sun
such as some buildings, waves, fields, pines or sunflowers. We also learned how to draw a three
di mensi onal book of Chair man a&édhamdmer,gnd®@t ati ons
s ol di eblearsng low @ use a grid for writing artistic characters was also important
because this could help us make slogaighat time, the sun was a symbol for Chairman Mao.
When one of my classmates added some clouds autheve found it was interesting, so we
also added different kinds of clouds on or around our suns. Our art teacher stopped us
immediately and told us not to draw clouds because they would cover the sunlight. The red sun
was a symbol of Chairman Mao, se Wwad to respect it. Indeed, at that time, most children could
draw the sun very well because we learned how to draw it in art class and saw representations of
suns on murals, stamps, cups and even furniture.

When | was in elementary school, the art teadiesertaught us art appreciation.
However, | did visit an art exhibition when | was in grade one. All the students from my school
saw the exhibition of pol i tandweiverecrequireddado ns abou
observe them carefully and wrigé® essay about how these cartoons and paintings revealed the
Acri mesd of their subjects. There we¢hateve so man
stayed there all afternoon. | did not like the cartoons and | wrote that in my essay. My father
believed that | was too young to understand those politically charged cartoons criticizing the
AGang .OWi tFroumy si ster and parents6é help and tFh
Four, o0 | rewrote my essay abenextday, mybestfieendt o on s
told me that her father had helped her finish the easalyshe practiced reading it a few times
because she did not understand some of the words in her essay. Her father worried that she would
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not be able to pronounce somelud tvords correctly if we had to read our essays to the class.
We both found that most of our classmates dislikedpolitical cartoons, although some of the
older students as well as the adults did.

Although I began to practice Chinese painting at tleeaigeven and | was responsible
for drawing and writing my class news and slogans on the blackbahdhdt get good marks
in my art classn elementary school his is probably because | could not always follow the
directions of the teachéerhe teaber invited my mother to her office and showed her my
sketchbook, which contained many things besides what the teacher had asked the class to do. She
complained that | always drew what interested me, not paying attention to what she taught. As a
result, myparents decided to buy two sketchbooks for ome was handed in to the teacher, in
which | only drew what the teacher asked ustotleo t her was onl y Ifior my
primary school, after my parents gave me two sketchbooks, | began to havenaeks in art
class My parents often encouraged me to take me drawing seriously instead of drawing just for
fun.

At that time, art education was not well understood in China. The goal of art education
was to help children develop an ability to draw.atfter they were younger or older children,
students were taught using the same metlba;h focused on showing them how to draw like
an adult. The only difference in this kind of art class was that young children learned how to
draw simple things such #%e sun or sunflowers, while older children learned how to draw more
complex objects or scenes, such as a sun widtkground or a figur&Vvhen children used art
as a means of expression, the teacher considered this as a wasteRy t@aehing childen
fiadulibdr awi ng skill s, parents an-expressiamcher s di d
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From grade three up to and including grade five, | did not have a drawing clatse Yet
Draft Plan for a TenYear FullTime Teaching System for Primary avididle S&ools
publishedn 1978 by the Ministry of Educatioprescribed that two drawing classes should be
offered once a week from first to third grades and one drawing class for fourth and fifth grades of
elementary school (Yang, 2002, p. 116). At that tireeching art in schools was not a central
aspect of school programs. Most Chinese saw visual art as a peripheral and unimportant subject
rather than one that could help students have a better life in the future. Therefore, even though
the national teachingystem required schools to provide art classes to students, schools ignored
it and parents often thought art classes were not important. For example, in my elementary
school, if students hoped to achieve a grade of excellent, theydnieeolatain 90 perc for
mathematics, Chinese and other academic subjects, but they needed only a grade of 60 percent
for art and sport.

My older brother liked to collect comic books, and his friends liked to come to our house
to copy his books. Following them, | also captee figures and other interesting things from the
comics. Theysedpencils to draw the contours of the figurégen colored them using
watercolor and ink. After I learned how to draw figures such as sirens or the Monkey King by
copying them, | startetb draw my own pictures based on other stories.

| liked to draw on the wall with brush and black ink. When | was ten or eleven years old,
| liked to read novels and do illustrations of some of the plots. At that time, my parents often
found small picturesn the wall that described stories about four characters (Monkey, Pig, Monk,
and Master), who go to India to see the Scriptures of Buddha. A picture near my desk portrayed
four people who traveled on a road. Another picture near a window was of a matkengfi
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fairies, and so on. The picturestbé figures were finger size, and were line drawings. When my
moathercleaned up my room, she often found new pictures here and there. At the time, | created
pictures in different places on the wall. A few piecesawhidden; one could only be seen when

people went under the bed. At that time | was listening to a radio series bakeel Mysterious

Islandby Jules Vernel was fascinated bhemy st er i ous t hings i n Verneo
draw pictures in theame mood as his story.

By this time | was around 10 or 11 years old, and | became interested in drawing on
surfaces other than papkalso liked to draw flowers and veins on flowerpots, windows and old
furniture using watercolor andk..

It was na easy to buy art books then, so my parents helped me make a notebook.
| collected pictures from newspapers and glued them into my notebook. | also collected stamps
and cards in order to copy them or just enjoy looking at them. | copied essays and poems fr
books, newspapers and magazines into my notelloek,drew sketches next to them or glued in

some pictures as decorations.

Learning art in secondary school from 19811984
In 1981, | began to study in secondary school where | had an art classveesle At
that time, the classwas callddirt Classo | t hought that art cl ass we
sophisticated students in secondary school, unlike the drawing class in elementary school. When
| received my curriculum schedule, | felt proud amgy because | was more grown up and
could learn more complex and interesting art instead of simple drawing. However, when | later
took part in a research teamthe Chinese History of Art Education, | found that kwaong.
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In the history of arteducatin i n Chi na, the changéabsmglaskaméartit
had happened three times because of the changes occurring in society, not because of a student
being considered more mature in secondary school; it happened because of the suggestions made
by art educators.

Although I had art class for just two years in secondary school, | enjoyed the class very
much. It was the first time that my art teacher was a specialist, and | had an art textbook. He was
responsible for all art classes at the schadetorating the whole school and publishing the
blackboard newspapetVe liked towatch the way that he drew and wrows on the
blackboard at school

My art textbook was published in 1981 and was as large as A4 paper. In the book, there
were many beaiful Western and Chinese paintings and sculptures created by famous artists,
such as JeaBaptisteCami | e Corot and Henri MaSpingse. | e
(1478). Its brilliant color and fluid lines touched my heart deeply. However, weotlid
understand why Matisse was a famous artist. We believed thaiulggpaint as well as he could
if we had the same art supplies. The teacher
simple. Indeed, because China had isolated itself from thid @od emphasized realistic art to
propagandize politics for many years, the teacher was not familiar with modern art. When my

mother foundviadonna of the RocK4483), created by Leonardo da Vinci in my textbook, she

® A blackboarchewspapeis afixed or mobileblackboardwith chalkor paintfor writing news and
advertismentdt is the most economical ardnvenientandthe most commoform of propaganddt was widely
used inschoolsuniversitiesandfactories in the latter half of the last century
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was surprised and confused becausgé#ieting, which represented a Biblical story, appeared in
a student textbook published by the governmentdtilgtin 1981, forbade many religious
practices.

In 2000, when | worked with the editor of the textbook mentioned above, Cheng Tong
Shuen,Itad hi m about my mother 6s surprise about
textbook was edited during a period of comparative freedom. In August 1977, Premier Deng
Xiaoping decreed that national textbooks should bised for elementary and secondachool
students, and requested that all students use new textbooks in the fall semester of 1977 (Fang,
2001). However, no national publishing companies were interested in editing and publishing art
textbooks. Hence, while studks were using new textbooksother subjects by 1977 or 1978,
those in art class did not have any new art textbooks. Some art educators and famous artists,
concerned about this situation, wrote a letter to themicester of education, Pong Pei Yun, to
voice their concerns. Asrasult, Pong had two meetinggh art educators and artists and stated

publicly that art educatos houl d pl ay a very important rol

1980, she tal ked wit h etAthRubli§hing Hoose and arretyfort he Pe o

the publication of the art textbooks herself. She encouraged editors to open their minds in order
to provide students with e xteeditdseosldiotbdudgehi g h
western art and even modern artists, such as Picass$usaantvork, to students

| still remember that in secondary schooklealass followed a specific procedui¢ the
beginning of clasghe teacher always introduced a few pieces of artwork through reproductions
and di scussed t h eeseanworksswers @tenrelatet tg ouopuantide.in clagds.
For example, we would examipaintings and drawings of landscapes by Chinesevastern
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artists,and therthe teacher would show us how to copy the examples from the textbook. We
often copied a 8t life or landscape using pencil and watercolor, anthetimes we used a pencil
to sketch a plaster ball and cube. I still remember that most of us could not draw the three
di mensional ball well; the teachem.®alled the
In art class, the specialist often took some time to make the students concentrate on their
drawings. Some studentbhatted with each other and waited for other students to help them with
their drawings| think that students quickly lost their maiion and interest because the
drawing tasks were comparatively difficult. Furthermore, art class was not as important as math
and language learning in school, so students paid less attention to it.
The new art textbooks recommended by Pong Pei Yunweeyedifferent from the
school textbooks for other subjedds. a student, | was intrigued by the textbooks: | was excited
to see many beautiful Western paintings and sculptures for the first time. | had never seen such
artworks before because they werelpbited during the Cultural Revolution; they were thought
to be bourgeois and ugly (Yang, 2002t the influence of the new textbooks went beyond the
excitement of students being introduced to a new world of art. It was an important event in the
develgment of Chinese art educatidrhe author off heHistory of Chinese Art Education
(2001)comments that the new art textbooks were
thought to be edited the first time based on Chinese art education teaching practice.
(Before this textbook, almost all aextbooks were influenced by Western or Russian art
textbooks.) It provides the first complete model for a contemporary Chinese art textbook.
Furthermore, it also contributed to the regularization of art education, and improved teaching art
and artteachdrr ai ni ng. However, the art textbooks di
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psychological development, but used professional art training methods. Hence, many art teachers
responded to it as fitoo much, tothatdasf fi cul t ,
expected to be taught in one class had to be completed in two or three classes. Most of the
contents, especially the drawings, were difficult for students to follow and finish accordimgg to t
requirements of the textbodg. 124)

In secondarychool, | had the opportunity to attend the art group sessions. We drew
pencil sketchsor color sketclesin a studiconce a week. In the beginning, we drew plaster
geometric figures, then plaster casts of a Greek goddess. The teacher also asked uguicknake
figure drawings during the break between classes. Sometimes, he showed us art books to
improve our aesthetic abilities. Most of the time, he showed us realistic and impressionist
paintings. | remembered that one of them touched me deeply. Gusgtsv e Co Stoné et 0 s
Breakerg(1849) The painting shows two workingmenth a piece ofcookware on the side. It
reminded me of the hard life of Chinese people during the Cultural Revolution. | also admired
the artistos abil i tedlistit styleM\henavesalva chaeu es clU oouihse sD e
The Death of Maraf1793) | felt pain in my chest and did not dare to look at it one more time
because the woundn Ma rest Wad sepresdénted too realistically. One student in our art
group who camerém an artist family drew very well. Sometimes he taught us new techniques
and told us stories about the art community. We liked seeing his sketchbook because he was able
to do things that were new to us.

When | saw an article about an artist using sipialtes of clothes to do collage, | decided
to make my own collage. At the time, | had a lot of small pieces of different cloth left over from
my mot her s sawing, and | wused these to make
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teacher and he thougtiney were pretty but told me if | wanted to be an artist, | had to focus on
practicing my pencil sketchingfelt a bit embarrassed because | spent so much time on such a
ft rivialo thing.

My middle school was near the Yun Nan Academy of Fine@atne tudents of the
academy came to my school to sketch students in the sports field, and we enjoyed watching them
sketch. Sometimes we went to their studio to see what they were @beamore friendly
students often took the time to answer our questionsr Aéieing what they were working on,
we imitated them in our own classroom. | remember that we used only gouache to draw because
oil paint was expensive.

When | studied in secondary school, a small art museum wasnbihié centeof my city.
It was tle first art gallery in my province. When we went downtown, we often went to see
whether there were any exhibitions because there was never any information about museum
shows in the newspaper. In addititinere was a bookstore in the museum where we \béraa
look at many art books. It was thehatl read many books about impressionism. | also bought a
few art books about figure drawing and landscape painting. One of the books that | bought there
was theBiography ofKathe Kollwitz It is one ofmy favorite books for two reasons. One is that
Kol lwitz is a female artist. At that ti me,

artwork. The other is that her artwork is full of emotion and strong images.

Learning art in high school from 1984 to 1987
| did not have any art classin senior high school. Theational Art Class Planlid not
require schools to offer art classes to students until 2001, wh&latiomal Curriculum
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Standardwas published.

After entering high school, | had todde what my major was going to be and prepare
for the university entrance exam. My parents and teachers wanted me to give up the idea of being
an artist. They asked me to do artng spare time, instead of choosing art as my major at
university. At thatime, | was not sure about what major to choose, but | was really eager to
study in a good university in Beijing. Art education was weak in my province, and young people
were rarely able to study in the tognking academies of fine art in Beijing. Therefd
abandoned the idea of studying art, decided to stop drawing and focused on the university
entrance exam.

After finishing high school and trentrance exam for university, | registered for an art
class that was offered to students who wanted to sixidy university at the Yunnan Academy
of Fine Arts, during summer vacation. This class lasted two months. The intensive pencil
sketching and color sketching courses were very useful. Theregewdal over 8 hours
everyday. Every afternoon, teacheitssteidents put their drawings together and discussed the
strong and weak points of each piece. Some of the students had taken the university entrance
exam a few times but were unable to pass d,\aere preparing for their next attempt. We drew
from plaser casts, portraits and still life. Sometimes, we just did quick figure drawings, each of
us taking a turn as a model. Meanwhile got my entrance exambés gr ad
student in my high school. After a teacher from the academy learned efitnance exam grade,
he suggested that | attend their school even
evaluated a candi dat eds ar tdpiagitdadmita fed stimentst het i
who had good grades dime entrance exam fanathematics, Chinese language, historgt

38



geographyHowever, | had already been admitted to Beijing Normal University, and | preferred

to study inBeijing, a bigger world than my hometown, even though | enjoyed learrting ar

My WesternArt History cou rse at the university from 1987 to 1991.

In 1987, when | began to study in Beijing Noirbiiversity, the university offered all
students Chinese Art History akidesternArt History as elective courses. However, it was not
easy for students to register them because there were too many students who wanted to take
the course. Some students who were not able to register for it went to the class anyway. The
classroom seated only 200 students and was often very crowded, forcing some students to stand
becausehere were not enough seats. All seven of my roommates wdfesitrern Art History, so
one of us had to go to the classroom early in order to reserve seats for the rest thieus.
classes, the instructor often shemhwus slides dfVestern artwork and fteed about the artists who
created them and the historical context of the period that influenced them. The course covered
Western art prehistoric to contemporarytimeh e i nst r uc anoanélgsisafi scussi or
artworks often involved different contempoy, aesthetic and philosophical theories of art. | still
remember that while the instructor introduced prehistoric art, he discussed the origin and
evolution of art from various viewpoints. At that time, most of us only knew the Marxist idea
that art orignated from the process of humatobr. We were intrigued by this course and tried to
read books that the instructor recommended. He told us, for example, that it was necessary for us
to read the Bible or stories about the Bible because many Westernkartwese based on the
Bible. In addition, he recommended that | read several books about art history, translated into
Chinese, includind\rt and Visual Perceptiowritten by Arnheim Principles of Art History
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written by Wolflin and Panofsky, anthe Foundabns of Art Historywritten by Holly. At that
time, although Western Art History was an elective course, | spent a great deal of time on it. Yet,
in the late 1980s, Marxism still played an important role in the ideology of the Chinese
government. Academitelds, however, were relatively open to different schools of Western
philosophy, literature and art compared with the early 1980s.

I n this course, |l | earned about Mathesseods
context of 18 and 28 century art. | finally understood why his artwork was part of the
secondary school art textbook. | wrote a letter to one of my secondary school classmates and to
my sister to discuss Matisseds artworkl becaus
we did not understand the reasons for Matisse
had learned with them.

| felt that | was lucky to have taken this art coutdewever, some universities that my
friends tended did not offer art coursBy 1986, this situation was about to change. In that year,
the new national school education guidelines were published in @eica se oPremier Zhao
Zhi Ynduentes aesthetic educational guidelines were again included. In 1954, Chairman
Mao hadomitted themIn order to institute these changes, the Ministry of Education proposed
that all universities should offer art history as electivesdhate yeafp. 201).

When | was studying at Beijing Normal University, a few of students who liked vo dra
and hoped to beconagtistscreated a small painting groufye oftenwent out to draw ithe
garden and visited museums on holidays or the weekend. It was very interesting and helpful.
When we drew landscaptogether outside, we were able to learn fesch otherLater, when
taught ar classes, | found that it was helpful for students to learn from their classmates. We also
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went to visit some fine art museums together. Some of their parents or grandparents were artists,
and llearnedmany oil paintingskills from them. In was then thbstarted to paint in oil.

In my opinion, my experience of learning art in school reflects the evolution of art
education in China. The series of name changes from drawing class to art class mirrors the
changing politial climate in China during my school years. With the social and economic
changes occurring in China, the content and goals of art education evolved from serving politics
to developing studentso dr awaesthegctastéds Hishes and f o
( 197 2) Theconteng goals) and methods of art education change over time and the aims to
which thefield is directed are related to the social, economic, and ideological situation in which
it functon® (p. 57).

In China, artteachingermpasi zes fithe instrumental consec
utilizes the particular needs of the students or the society as a major basis for forming its
obj ect i v @.2)0Thi iEWwharn gs,a school subject took various forms and had
different eduational objectives and goals in Chioer the 12 years of my art school education,
from 1976 to 1987. During my time in university, neither ideology nor politics played an
important role in the content of art courses, and instructors could introducerttiffe
philosophical ideas in their lectures.

As an art educator, when | discuss and analyze my experience of learning art in
elementary school, secondary school and university, | feel deeply that it is very important for art
educatorstorespectchildies devel opment in the art classroo
the goals of art education and design their teaching methods and art curriculum, they should
consider childrends visual expression aps fAnat
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158) rather than what adults expect of children.

The wish to become an artist

After graduating from university and starting to work, | found that | still liked to paint.
However, there was still no art market. My friends suggested that | shosldijper a mast er 0s
degree in Art Theory. Therefore, | would have arreldted joband still have the opportunity to
pursue my dream in the art community. In199%%,ds admi tted to the maste
Education at Capital Normal University. In thestiyear, most of my courses were studio courses
because | did not have the opportunity to take studio arts courses in my undergraduate studies in
Educaton. In the studio art courses in my graduate studies, | focused on drawing plaster casts,
studio portaits and oil painting.

One of my relativealso arrange a visit to the studio of Liu Bing Jiaa famous artist in
China. Liu told me that | should not only paint in the studio, but outside like the impressionists.
He also suggested that if it was possilblshould try to paint a small oil painting outside every
day. Therefore, when | was studying for my ma:
the studio. | often used oil paint to sketround twenty small pieces at a time; then, | showed
themto Liu. He picked out theertain pieceandtold me why they were better than the others.
Sometimes, | also painted murals for companies to make some money. | was interested in
painting small oil paintings outside more than painting in the studio. fkfishing the second
year of my program, | found it was not practical to study art education and paint at the same time.
| also realized that it was not easy to become an artist. Therefore, | decided to focus on art
education, and pursue painting as aceyihobby. Since that time, the reason why | have
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pursued artistic creation has not been to become an artist, but to help myself understand how to

teach and learn art.

Artistic activity as a way of finding better methods of teaching and learning art

In 1999, | started to work at the Ceadtinstitutefor Education Research as an art
educator, and continued to examine my own artistic activity in the studio as a way of finding
better methods of teaching and learning art. Since then, fbewsed on helpig adults and
children develop drawing and painting skills.

In my workplacethere were a few researchers who were good at Chinese painting and
calligraphy. We painted together once a week at the office. During these sessions, | learned from

my colleaguesnd shared my skills and knowledge with them.

New experience in art studios irCanada
In 2005, | came to Canada to study for my Ph.D. in Art Education at Concordia
University. After coming to Montreal, el becami
most everyday incidents would touch my heart or make me curious. Living inddbhas been
a new experience for me, because the city has a totally different culture from my Chinese
background. In the first semester, my studio course focused on altatinst and performane. |
had notdone installations in my studio classes during my training in China; therefore, | was
intrigued by art installations and performance pieces at Concbeiause | could explore new
art methods in a new cultural and edtignal environment. For my studio course at Concordia, |
did two installations called AMisreading, Mis
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and Timeo

Suddenly, | lost my passion to paint in the traditional Chinese style. However, | did not
know what | was able to paint in the new cultural context of Montreal.

After learnng that the Fine Arts department at Concordia University had models for
students once a week, | decided to draw nudes using Chinese painting natieuaio sketch
nudesusing ink, brushes and rice paper in the studio at Concordia University in order to improve
my painting skills. In China, a model would strike the same pose for several sessions in a row, so
| used to draw the same pose for as long as two to three Whmkesver in Montreal the models
often changed their poses every five to ten minutes. Therefore, | haaptoyadelf to this
situation. In order to catch up with these short poses, | just sketched the models quickly and did
not have enough time to think etuaboutanatomy and techniques.

While sketching nudes, | felt very happy and relaxed. Sometimes, | felt as if the brush
was a part of my body and | could use it freely. This joyful experience was similar to my
childhood creative experiences. Irepeatedcco model 6s di fferent poses
paper, because | hoped my drawing would show more complexity or interaction between the
figures on the paper, to enable the spectator to have many different interpretations of the
narrative created on the papl drew a pose on a piece of rice paper, and then put it aside. After |
found other poses that could match this drawing, | put the drawing back on the board, and then
added the other poses on it. Then, | used watercolor, gouache and acrylic to &imialpainting.

At the same time, | borrowed some painting
works ando inspire myself

Although, at some point, | was really interested in exploring the possibilities of using
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Chinese painting material thimodern concepts, | gradually became interested in doing oil
painting. After completing a work on rice paper, it was difficult to find someone to mount the
painting. | learned how to moutitem after watching a video tutorial, but some of my paintings
were destroyed because of my lack of experience in mounting. After a while, | stopped painting
nudes using Chinese material because | found it difficult to paint and mount the |saciotirey

on rice paper by myself. Furthermore, artists around me all dghimtings; | was not able to

find any peers to discuss my experientesing Chnese painting material.

Figure 1 Li u Wsude(2006)n 0 s

Therefore, | started to paint oil paintings. In the past, | mainly sketched outside using oil
paint when | studied art, the majority of art teachers and artists | met believed that the only way
to become a good painter wiasgo out and sketch in natural light like the Impressionists. Here
in Canada, | did the same thing in the beginning. Then, tryingleztren my inner thoughts and
feelings, | used my memory and some photos of my hometown in my paintings. As a child, | was
always attracted by the shadows of the trees on the old walls of my neighborhood, and the river
in my back yard. | studied the shagoat different times of the day, seeing the way they
interacted with the bumps and ridges along the wall, or the fish swimming in the river.

Sometimes, | expected some gods living in the river orlth&r@es to say hello to me.
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CHAPTER 3: LITERATURE REVIEW

This chapter reviews three different streams of scholarly research used in this study. The
first part of the review examines selected theories employed to atedyneng experiences
generally and, more spiécally, the stories of how artists learn.arbe seond part reviews
studies related to Chinese art education and the contemporary art histories. The third part reviews

theories related to research methods.

SelectedT heoriesUsed toAnalyzeAr t i Bxpeseacesand Sories of Art Learning

Inthe early partofthedc ent ury, t he behayviteoiessvers 6 and
dominant in the education system. Influenced by them even today, learning theories emphasize
passing on organizational knwtedge to students in the classroom, giving them a relatively
complete andystemic body of information and skills that have been developed in the past.
However, many educators and psychologists have criticized this learning theory, believing it
overemphages learning through memory and practicgignoring the experience and
individual feelings and creativities. As Kolb (1984) argues,

In the overeager embrace of the rational, scientific, and technological, our tohtep

learning process itself wasstorted first by rationalism and later by behaviorism. We lost

touch with our own experiences as the source of personal learning and development and,

in the process, lost that experiential centeredness necessary to counterbalance the loss of

0 s c i ecanteredness that has been progressively slipping away since Copernicus. (p. 2)
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Scholars like John Dewey, Jean Piaget, and Lev Wgqiskyose that human learning
and devel opment result from an indiviteywal 6s e
had different ideas about development and learning. Dewey (1938) expresses his experiential
learning theory in this way:

| assume that amid all uncertainties there is one permanent frame of reference: namely,
the organic connection between educatiod personal experience; or, that the new philosophy
of education is committed to some kind of empirical and experiential philosophy. (p. 25)

He believesthat the traditional teacheentered method, influenced by the behaviorist
learning theory, prevengschild from being creative. H®ints out that children should be at the
centre of teaching and | earning; in other wor
Traditional education, he argues, itefmbfuenced
organizationo (Dewey, 1938, p. 18) that Acons
i nhibit student | earningo (Roberts, 2003, p.

that during his years of formal schooling, the teachewas t he fAr ul er 0 of t he

were required to be Adocile, receptive, and o
Ai ncreased social interaction within school so
constructed and basedonexpi enceso (p. 11).

Jean Piaget (18985980), known for his theory of cognitive development based on his
epistemological studies with children, believes that environment also influences the development
of individuals, although he considers cognitive struadtdevelopment as a differentiation of
biological regulationsK ol b (1984) relies on Jean Piagetds
intelligence, arguing that Aintelligence is s
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internal characteristic ohe individual but arises as a product of the interaction between the
person and hi s or-13). Piageteliewesthatiodivilelrhéreditaty pnd 1 2
environmental factors are two fundamental elements, interacting with each other, causing
individual intellectual development (Ma, 2005, p413. A Knowl edge is invente
when chil dren develop and continually interac
p.20). In other words, experiences or interactions with the surroundiirgrement play a
critical role in individual learning.

At the same time as Piaget was formulating these ideas, VWgotskyi(1833)
developed a socioultural approach to cognitive development, the Social Development Theory.
Piaget and VWgotsky call atteon to different aspects of cognitive development. While Wgotsky
emphasizes social contributions to the process of development, Piaget puts emphasis on self
initiated discovery. However, they both beligvdn at chi | drends cognitive
with the world around them. According to Wgotsky, social interaction plays a crucial role in the
development of cognition. Wgotsky (1978) argues:

Every function in the child's cultural development appears twice: first, on the social level,
and later, orthe individual level; first, between people (inter psychological) and then inside the
child (intra psychological). This applies equally to voluntary attention, to logical memory, and to
the formation of concepts. All the higher functions originate as l@lzionships between
individuals. (p. 57)

Based on the theories of Dewey, Piaget, and other schigtabsin hisExperience as the
Source of Learning and Developmé€h®84) proposes an experiential learning theory. He
believes that except for the clessm, learning can occur from the family, from everyday life or
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whenever people gather to work, play or love. He also believes that the experiential model
Apursues a framework for examining and streng
work,andp er sonal developmento (p. Xxi).

Bennis (1984) states that in Kolbos experi
on carefully cultivated experience which challenges every precept and concept of what nowadays
passes for &6t emecrhmonrged,0 Kopl.b ifixkknowiunrgl y shi fts
from the exclusivity of the classroom (and its companion, the Lecture) to the workplace, the
family, the carpool, the community, or wherev
Bennisheal eves that Kol bds experiential theory cha
hours and calendar timeod and makes wus think a
knowl edge, and information truly per tKionebndts t o
theory also examines life long learning, but his primary focus is that the individual can learn in
the broader context of the society rather than just in classrooms and schools.

However, some scholars, such as Peter Jarvis (2006), when he Kfforhsb 6 s exper i e
learning theory, argue that when Kolb discusses experiential learning, he separates experiential
learning from formal learning. In practice, individual learning, especially for students, often
involves a combination of experiential taang and school learning. Jarvis bases his theory on
the idea that fthe | earner is always in the w
divorced from learner in the wider world is artificial and froe a | ip.494) He dormilates a
compehensive theory of human learning, which is

[the combination of a process whereby the whole pebsaty (genetic, physical and

biological) and mind (knowledge, skills, attitudes, values, emotions, beliefs and sense)
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experiences a social situation, therqeived content of which is then transformed
cognitively, emotively or practically (or through any combination) andynatied into the
personds individual biography resulting in
He stateshatthe earlyleani ng t heori sts did not often di
educational settingo (p. 195). Therefore, mos
behaviorism and even to some of the experient
andteahi ngo (p. 195). Jarvis states that | earni |
situations such as Ain the workplace and the
because the conceptlefirning has been broadened, scholars in the fielduafation have
started to use new terms to describe differen
nonformal and informal learning have crept into the educational vocabulary when we have
actually meant learning in formal, ndormal and infomal si tuationso (p. 195
Al t hough the three terms are used in educa
exact and agreeable definition, which is generally referred to as school edudatidarmal
and informal learning have been defined imgndifferent ways in scholarly researékccording
to a literature review about the terms of formal4i@mal and life learning done by Colley,
Hodkinson and Malcolm (2003), mantudies
use one or more of the terms without any clear definition. In brgeaen large numbers,
issues involved are either assumed or addressed, but without the explicit use of the terms
at all. A smaller, but still considerable and growing body of writing sets out definitions of
one or more of the terms concerned. Within that body of there is little agreement

about how these terms should be defined. (p. 2)
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In some academic research studies, learning is divided into informal and formal learning,
while some scholars use the formal and-faxmal terms to represent learginusideof a
formal educational setting. Generally, the terms informal and formal learning have been used for
a relatively long time (Colley, Hodkinson and Malcolm (2003)) compared tdaramal learning.
Micheal Eraut (2000) argues that classifyingéag into formal and nofformal is better than
into formal and informal because thencotation of informal learning is too wide to be used
properly (p. 12).

However, Colley, Hodkinson and Malcolm (20@8so emphasz ed t hat the A[ b
or relationsips between informal, neformal and formal learning can only be understood within
parti cul &rl2)cTherefore xwithin@n exacting context, researchers are able to and
should define thee three typekased on basic definitions.

In theEuropean Commission (200ommunication on Lifelong Learninfprmal, non
formal and informal learning are used to descbhb#hadult and community education together.
Thedefinitions of the three types of learning are as follows:

Formal learning: learning typcally provided by an education or training institution,

structured (in terms of learning objectives, learning time or learning support) and leading

to certificaton.For mal | earning is intentional from

Non-formal learning: leaming that is not provided by an education or training institution

and typically does not lead to certificatioh.is, however, structured (in terms of learning

objectives, learning time or learning suppoftjon-formal learning is intentional from
thekearner 6s perspective.

Informal learning : learning resulting from activities of daily life related to work, family
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or leisure. It is not structured (in terms of learning objectives, learning time or learning
support) and typically does not lead to ceréfion. Informal learning may be intentional
butin mostcasesitisnonnt ent i on al (or AI-A)ci dental 0/ r &
In fact, in the studies mentioned above, done by Colley, Hodkinson and Malcolm,
Coffield, Eraut and For{2003) the terms of formahonformal and informal learning are used
to discuss adult learning. However, child learning also takes place without teactimg of
school. Many educators and scholars such as Dewey, Piaget, Wgotshlyagtateldren learn
from the world aroundiem. Based on their researokherresearchrsuse informal learning to
discuss children and youth learning.
My study involves analyzing the artistso e
of their earlytime, the period of becoming an artestd as an artist learning about art. Therefore,
in my study, I classify the participantsd exp
formal and informal art learning based on the definitions offtree types of learning from
European Commissn (2001)Communication on Lifelong Learrgn However, | uséhe term
Ali fe I earningo instead of Ainformal | earningo
types more easily. Based on the definitions of the three types of learning andréutecisdics
of art learning, Formahrt Learning, Noaformal Art Learning, and Life Art Learningre
defined as follows:
Formal Art Learning is a type of art learning iart classes offered in elementary,
secondary school, high school and univer@gademy)
Non-formal Art Learning is a type ofafterschool study. In this type of learning,
although participantdo not study art in order t@ceivea certification, they do have
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learning objectives. It includes two types of learninghe first, indivdualslike drawing
or painting and hope to improve their ability. This learning often occurs with individuals
involved in small art communities or art activities watiters who haveome advanced
techniques For exampleindividuals learn art in the sobl's art group (made up of
fellow students) or learn from people they encounter who have painting Thidls
learning objectives and content are more flexible, and mainly depend on what teachers
are good at or what students are interested in. The gffeept norformal art learning is
preparation for the entrance examination fahlast high school and university, with the
goal of entering art high school or art school at university.

Life Art Learning occurs in daily life or during the process of warken
participants do not have a learning objective. The world around them influences their
aesthetic experience, knowledge structure or skilesten involves playing with peers,

participating in leisure activities and so on.

Review ofChineseArt Education, and Contemporary Art History
This study focuses leamingin Chinsdursx@theepasphalr i enc e

century, which has been significantly influenced by situatiorsstafducation and art community.

School art education and thehistory of Fine Arts art education.
The primary works related to the history of art education in ChinaA &istory of
Chinese School Art Educati¢@001) Chinese Contemporary Art Educati#002),andFine Art
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Education in 28 Century China: A Histdcal Perspectivé2005). Furthermore, some aspects of
the history of Chinese school afdwooAducati on
Education Pedagod001), although this book does not fean the higiry of art education in
China. Moreover,tere are some articles that focus on some of the stages of art education or
professional art education in China, and some recent studies on modern Chinese art education.
A T wconsidered as the best and most complete are: Rooting and Starting of Chilnes@&i$ch
Educatiorwritten by Zhang Hen Xiang and Modern Chinesstéty of School Art Education,
written by Su Ni ngd7).8mgstugythe(foQnbeoks azdawd 4rticlep .
mentioned above are used to discuss the history of school artiedwsad the history of fine art
education in China.

A History ofChinese School Art Educatig®001) edited by L. Yang, is considered one
of the most important historical reference works abloetdevelopment of Chinese art education
policy (Song, 2002p. 23) It is the first book on the history of Chinese school art education,
focusing on the history of school art education and not on the training of professional artists.
Chinese Contemporary Art Educatiom;itten by Pan Yue Chang in 2002, mainly azalyfine
art education from the end of the Ming Dynasty to 1999. It focuses on the important events
during the period and how social changes influenced art education in Ein@art Education
in 20" Century China: A Historical Perspectiy005)primaily examines the development of
Chinese fine art education and investigates the importance of art academies in the development
of fine art and fine art educators from thd'1d@ the end of the 2bcentury.

Based on the development of school art educagimmg with examining the changes in
the politics and economics in Chinese society, the abwmioned books all divide the history
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of school art education into three phases: the history of art education from the feudal period up to
1904; then the periollom 1904 to 1949, when modern school art education first appeared and
developed in China; and finally art education during the socialist period of Chinese history, from
1950 to the end of the #@entury. These books discuss art education during tialfeeriod
briefly, and focus on how school art education and professional art education appeared and
developed during different periods of thé"2@ntury. Following the division of the history of art
education in China into three phases in these warkggesearch will examine three stages of art
education in China, with a focus on the past century.

Some scholars posit that, in Chinese feudal
official schools until the end of Qing Dynasty, in the first pathe 20" century (Chang, 2000;
Yang, 2001). Confucianism postulates that art education improves the aesthetics or taste of
individuals and helps them become more moral. However, no documentary evidence has ever
been found for the existence of art clagedabe different official schools that existed before the
Qing Dynasty ended. These official schools were founded to train a small number of people to be
managers and scholaureaucrat§At t hat ti me, art iliterar who di d n
educationwe r e ¢ o nworkedsewhidedchdlars taught themselves visual arts by copying
the masterso artworks, or by | e&xpressiong from pr

Another way that art was taught in China was through the handicraft indusgrstists

® The official schools in Chinat that timevereDa Xue, Hou Xue, Di Xue, Xue ar@uo Xue differentiatecby their
academic level
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working in the official and family handicraft industigarnedart to paint buildings and produce
such things as porcelain and jade carvings. The method of teaching was the apprentice system,
with skilled workers teaching apprentices or fathershee their sons (Chen, 2006; Chang,

2000; Yang, 2001).

Al t hough there were two dynasties during C
schools, Chang (2009) points out that these k
educat i oTheempgrars inthe Pong Han Dynasty-225 and the Song dynast§60
1279)founded the Hong Du Meng School and the Painting School, respectively, in order to
provide artists with special skills to work for the royal family som#hesge artists were lseted
to be officers in the royal court (Chang, 2000; Yang, 2001).

During the Ming(13681644)and Qing Dynasty16441911) when Christian
missionaries started to preach in China, Wegtarnting techniques were also introduced to
China. In Shanghai, &Xu Jia Hui church organized the Tu Shang Studio in 1852 in order to
train orphans to make religious sculptures and paintings. The Tu Shang Studio played an
important role in introducingVestern art and art education to Chinese society (Zhang, 1989;
Chen,2006; Pan, 2002; Chun, 2005).

The first appearance of school art education in the Qing Dynasty was invitBQhe

2The offidal handicraft industry supplied handicrafts to the Royal Family, and the family handicraft
industry provided goods to the public.
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publication of theSchool Rulen 1904 (Zhang, 1989; Chen, 2006; Chuan, 2001; Su, 1999; Pan,
2002).Some sixty years before tisehool Rwg, when the Qing government fought and lost the
Opium War (18391842), scholars and officials in the government proposed that founding new
schools based on the Western school system, combined with the development of modern industry,
would create a strongéhina and prevent it from becoming a colony. Their influence, combined
with the desire to train engineers, technicians and workers, culminated with the Qing government
instituting theSchool Rulef 1904, the first piece of legislation in the modern Céengchool

system. The increasing demand for engineers, technicians, and weahkecsuld understand or
produce cartography forced schools to provide drawing classes. Theref@ehtwot Rulenade
drawing classes mandatory in the new school system, @tagsies of drawing textbooks were
examined and appred bythe Ministry of Education of the Qing government. Younger students
learned freehand drawing and how to copy, whileofludentsdarned cartography (Zhang,

1989; Chen, 2006; Chang, 2000; SW3:9Pan, 2002; Yang, 2001).

After the Republic of Cina was created in 1912, the New Culture Movement began, with
scholars advocating that if China wanted to be strong and wagltiyst adopt western political
systems, become more scientifically andhterdogically advancedand rejectraditional Chinese
culture such as Confucianism. Chinese art and culture was influenced by this trend. Many
scholars wrote articles promoting how aesthetic education could improve the moral qualities of
the citizenry angbrovide a solid base for a democratic political system. The most accepted view
of aesthetic education was proposed by Chai Yuan Pei who studied philosophy in Germany for
eightyeea s and transl ated Schill er ds wdonlplayed nt o CF
an important role in the development of the individual and could replace religion. Aesthetic and
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art education could help the public improve its aesthetic ability, foster empathy, courtesy and
good manners among citizens, and enrich the spirpgople, enabling China to create a more
moral society and an enlightened political system (Chen, 2006; Chang, 2000; Su, 1999; Pan,
2002; Yang, 2001). During this time, people went to Japan and France téviestern art, and
they often selected twofterent art styles to study based on theterests, either realistic or
modern styl§Chen, 2006; Pan, 2002).

Because of the influence of such scholars as Chai Yuan Pei and Guo Mirth2ang
government published ti€ementary and Secondary Schools TerayoTeaching Plann 1928
which decreed that drawi ng cldstoweowsdrd, hfernocne fl
1949, in areas that were controlled by the Communist party, the subject was still known as
A dr awi nlgorteelCansnainists, artas a way to propagandize revolutionary ideas and
encouragéherevolutionary struggle (Su, 1999; Yang, 2001).

In the 1920s, some private and public art schapiseared in largeChinese cities such
as Shanghaithese schools ofterifered classes in paing (both Chinese and westerpattern
design, sculpture, and still life drawinccording to the aesthetic preferences of the directors of
each school, some schools tended to promote modern styles while others pursued realism (Chen,
2006; Pan, 2002).

When the People's Republic of China was founded on’toé Qctober 1949, the Soviet
educational system was considered to be the most advanced and was used as a model to build the
Chinese educati@h systemThe Drawing Curriculum Standard in Elementanyd Secondary
Schools (draftyvas published in 195@nfluenced by Russian ideas about art education, because
drawing has many political usesgain, there was a change inthenaméaof t c¢cl ass, 0 t o
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Adrawing cl asso based o nanttinheachingdbther visuahatformd,r a wi n

and because these classes focused mainly on drawing. This standard required that every grade
should have drawing classes, and that grade one to grade three students shoulsvoelceius

of drawing class each wieewhile fourth and fifth-graders would have an hour of drawing class
each week. In secondary schools, a weeklghour drawing class would be offered from the

first to the third gradelhe objective®f drawing classes in secondary school not only ohexi
helping students acquire basic drawing knowledge and skills and cultivating their character but
also providing them with political instruction (Su, 1999; Yang, 2001; Chen, 2006).

From 1953 to 1956, many Russian art educational textbooks were trangiat€tinese,
including works on teaching methods and art theory. Thesks had a great influence on
Chinese art education, especially the sections dealing with the teaching of drawing. For example,
theMethods of Teaching Drawing in Elementary Schoal &econdary Scho(l957)
emphasized the importance of learning to draw as opposed to other forms of art. Firstly, drawing
was seemsa basis for learning other art forms such as sculpture, wood printing, and design.
Secondly, it could help students dBgemanual dexterity for drawing and improve their hand
and eye coordination, in addition to developing drawing skills for more precise observation and
accurate recording (Yang, 2001; Su, 1999).

I n 1952, Oavel -191bB)ipedagyggecd systeingoéncil sk&tGhihg was
introduced and promoted in China by both the Ministry of Education and the Ministry of Culture.
In 1955, the National Art Education Conference convened in Beijing and decided to use this
pedagogical system in art schools throughouh&At the same time, the Soviet painter
Konstantin M. Maksimov was invited to teach oil painting at CAFA for one year. Both events
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had a profound influence at that time in promoting Russian socialist realism in China (Zheng,
2008; Chen, 2006; Pan, 20@2an, 2005).

In 1956, a complete series of elementary and intermediate school teaching outlines for
drawing was published, the first since the Chinese Republic was founded imTh848.outlines
clearly show that aesthetic education played an importentrrdacilitatings t udent s gener
developmentand drawing class was one of the most important ways to teach aesthetic education
in schools (Su, 1999; Yang, 2001).

However, in 1957, iMhe Question of Dealing with the Contradictions Within the
Proletariat, Chairman Mao proposed the idea that socialist national education must help students
with their Amoral, intellectual and physical
literacy rate in China and create a more educated and socialistioonatibor2 001, p. 121) .
this pedagogical concept did not include aesthetic education, art instruction was not thought to be
important by education administrators. Art education became less and less a priority in schools
because Mao had omitted aestheatgtruction from the national education guidelines. The
teaching of drawing was limited to serving political goals, and the aesthetic aspects of education
were becoming significantly less important (Yang, 2001; Fang, 2000).

In 1966, with the launch of theultural Revolution, school classes were suspended for
two years. In 1968, students returned to ¢lagsthe ideas of the Cultural Revolution continued
to be promoted in school s. I n some cities, dr
rel utiono with the goal of helping students d
to create propaganda in elementary and secondary schools. In 1968, cities such as Beijing and
Shanghai created their own art textbooks for their studengstekits included instruction on
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how to make political mastheads for newspapers, cartoons, and slogans. Art education became a
means of political education and promoting the class struggle. Some cities, however, did not

even give studentreviodrtt i ®olng s es eawfi ntgh art as a
Yang, 2001; Yao, 1998; Cheng, 2000).

In this politicized revolutionary climate, art schools and universities stopped recruiting
students from 1966 until 1974. From 1974 to 1976, a few uniiersigain started to enroll
workers, peasants, and soldiers as students feyéaolong study terms. But instead of taking
uni versity entrance exams, these students wer
studying fine ag at university hd significant artistic knowledge or technique (Chen, 2006; Pan,

2002; Pan, 2008). Despite universities being dismantled and diminished during the Cultural
Revolution, many young people learned art and improved their art skills through the production
of artpropaganda (Chen, 2006; Pan, 2002; Pan, 2008).

I n 1976, Chairman Mao died and the fiGang o
bringing Chinads Great Proletarian CulByur al R
1977, universities ain started toecruit studentsand in 1979Art Teaching Outline for a Ten
Year FullTime Teaching System for Primary and Middle Scheals published, the second
guideline for art teaching since 194A8rt education was seen as an important way to provide
students wittaesthetic training and improve their intellectual development. Once again, the term
fiart clase replacedidrawing class (Su, 1999; Yang, 2001; Yao, 1998; Cheng, 2000).

In 1986, the new national school education guidelines were published and, fastthe fir
time since Mao excluded it from the national education guidelines in 1954, aesthetic education
once again started to regain its important position in the national education guidelines. The
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increasing influence of art education in the Chinese educatmicdum led to the publication,
in 1992, of the third art teaching outline, thempulsory Education Elementary and Secondary
Schools Art Teaching Plaithis outline emphasized that art instruction was an important way to
give studentsainaesthetic edud@n. This was the first time in the history of art education in
China that art class was a required course in the school curriculum and aesthetic education was
once again seen as an important element in the national education guideline (Yang, 2001).
During the 1990s, there was increasing communication with other countries and cultures,
particularly with the popular culture of Hong Kong and the west. These cultural influences were
sometimes seen by parents and educators to be unhealthy for the psychdévgilcgdment of
adolescents. For example, some teens idolized pop stars and imitated their dress and behavior;
others watched violent cartoon programs, wkilkot her s wor e #Abi zarre cl o
Ministry of Education issued tHgulletin on Takng Measures to Deter Negative Cultural Spread,
and proposed the development of comprehensive and wide ranging art activamsttthese
negative cultural influences. It was believed #rateducation was one of the most important
ways to combat thesnfluences. For the authors of this bulletin, art education had two goals.
One was to help students develop basic knowledge and skills, and healthy aesthetic tastes. The
other was to give students moral education through the teaching of art knowledgélsnd
(Yang, 2001). From the 1990s to the early years of the present century, the Chinese government
aimed to improve art school education, and published six different sets of art education policies,
and even passed tRegulation of Art Educatiom 200, a law concerning art education (Chen,
2006; Yang, 2001RPolices and Files Related Chinese Art Educatk®04)
By the year 2000, Chinese society had significantly changed from that of 1949.
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Recognizing this, the Ministry of Education bedhe most extesiveeducational reforms since

the establishment of the Republic of China, because the old curricula were not able to adapt to
the needs of modern China. After Liberation, the Ministry of Education strictly managed the
curricula to try to ensure uniforndecation standards throughout gwuntry, even though

different cities and regions had their own particular needs and requirements in terms of education.
Furthermore, the old curricula overemphasized students developing a deep knowledge of
subjects and ewouraged learning throughemorizationrather than fostering critical thinking

and understanding society. The reform also allowed regions and schools to create their own
curricula for students, based ©he National Curriculum Standaghd the local situgon of art

education In addition, the new curricula focused on the interrelationship between subject
knowledge and the development of Chinese society and technology. Students were encouraged to
pursue their interests and to improve their ability to thiritkcally, to develop knowledge, to

analyze and solve problems, and to learn to communicate and cooperate witi{@treeShu

Xi, 2007; Ten Shuo Rao, 2002)

Choosing the Artists from different phases based on the changes of Chinese
contemporary history.

Using the changes in the politics and economics of Chinese society irf'ther0ry as
a timeline A History ofChinese School Art Educatigiang, 2001explores the development of
school art education in China. Although the book discusses ontietletopment of formal art
school education and not informal art education outside of the Chinese art educational system,
the authors use the seven generally accepted phasé$agr2Qry Chinese historfhese
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periods, based on the political and econochi@nges that occurred up to the year 2000,

differentiate the various periods of the history of art education in China. During the initial period

is from 1904 to 1949, school art education first appeared and developed inThieiis@&cond

phase examinestar educati on from the beginning of the
1957, a period when art education was influenced by Russian educational ideas. The third period
explores the years 1957 to 1965, when China and the Soviet Union became esirhitg &k

fourth period examines school art education during the Cultural Revolution from 1966 to the

death of Mao in 1976. The history of art education in China from 1977 until today is divided into
three periods: from 1977 until 1985, marking the begigraf more openness and reform in

China; from 1986 until 1993, when changes and reforms in China were debated, expanded and
developed; and from 1994 to 1999, when development and reform were more stable and

accepted by the majority of the population. Thiest artist in my survey (Jin Zhi Lin)

experienced art education as a young adult, before Liberation in T®d$oungest (Huang

Huan), on the other hand, was born after the
received art education in schahlring and after the second period of reform in China between

1986 and 1993.

History of Chinese modern art

Two books related to Chinese modern art history are the principle references used in this
studyArt And Ch inM20@63% edRed bydMidsatChiwoand Zhang Sheng Tian, and
The History of Chinese Modern Fine A2007), written by Pan Yue Changeferring the
devel opment and changes in the styles of art
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the history of artfrom the end of ta Ming Dynasty during the f7century to the end of the %0
century, dividing the period into three stages. His investigation of the past 60 years of art in
Ching in essenceis a discussion of the period whéfestern art first entered China, marked by

the appearance of realism, socialist realism, and multiple styles. Chiu and Zhang, however,
chronicle the period from 1950 to 1976, focusing on how the social and historical contexts of the
Cultural Revolution influenced the aesthetic experiences ofsabysanalyzing the experiences

of artists.

Traditionally, Chinese painting, which uses brushes, ink, and rice paper to represent and
emphasize sekxpression, is the prominent type of art in China. At the end of the Ming Dynasty
after the1l6™ century,missionaries brought western art to China, and westrétechniques
started to influence Chinese art. By the start of the twentieth century, after the Qing government
lost the Opium War, some scholars in China believed that China neededdonest it
wanted to become a powerful country. These ideas had a strong influénceenf or mi ngo Chii
painting withwestern concepts. At the same time, traditional Chinese painters countered this
movement by defending and promoting traditional Chinese pgimiasternart theories and

styles became prominent in big cities beeasisholars who had studied art in Japan and Europe

7In Chi na, the term 6artod was not us e d rnecultdre, | 1919,

started to use the term filarto in their writings. Bef or

art as inclusive but viewed it as discrete activities: architecture, sculpture, painting and so on.
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promoted these ideas through journals and by setting up art schools that popularized them.
Realism and modernist art conceptsesiged in the Chinese art community, although there was
vigorous debate beeen the supporters of each approach during this pdtema 008).

In 1949, with the creation of the People's Republic of China (Mainland China), Chinese
artists were encouragedemploySoviet socialist realispthough this practicevas not
mandatory However, Chinese painting was disparaged somewhat, because there were
individuals in the Chinese art community who believed that this style of painting was not strong
enoughtorepeent the | ife of the fimasseso and the |
painting, however, was considered to be a better medium to convey the message of revolution.
These views were tempered by Maobs slyggestion
westeni zed; it should create its fAown Chinese th
The inauguration of the Hundred Flowers Camp3ilgninched in 1956also helped improve the
status of traditional Chinese painting.

During the CulturalRevolution, art was viewed as a vital tool to influence igaas also
as a means of political propaganda. Because many artists were sent to the countryside for
reeducatiorand politically themed artworks were in demanaiilyg people with painting aliyi

were conscr i pt KuYi $hen (2008) idPopaganda asters and Art During

®n 1956, Mao announcetie "Hundred Flowers Blooming Together" as the party's guidelines for the
development of the arts. To promote research work in these fields, he encouraged independent thinking, debates
about freedom, and freedom to create and criticise. Meanwbilsaicdthe artists and scientists should also study
MarxismLeninism and use it as their guideline.
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the Cultural Revolutiondivides the art of the Cultural Revolution into two periods: the Red
Guard and Rebel Faction art (from 1966 to 1970) and the Wpdamntsoldier art (from 1971
to 1976) (p. 149) . He argues that the Red Gua
Maobs rivals and to suppress the intel (pigents
149). The Workepeasantoldier arthad three characteristics: (i) the style was based on the
model of theatrical works promotédy Ma o ;dig thenekpansion of themeise expansion of
themes incorporated, often with local flayoften with local flavor, the activities of the Maoist
triad of workers, peasants, and soldiers; and (iii) the producers of this art were young people
drawn from ranks of workers, soldiers and pea
trained in the art colleges before the Cultural Revolution workedlyniai supporting roles, to
facilitate the conversion of amateur painting
According toChui (2008) the artwork that did not follow these styles or standards was often
viewed negativelyandra s | a bcek epda ifirbf)iangs o ( p

After 1976, the AGang of Fouro was removed
reform and become more open. Although realism was still prominent in the art community,
Chinese artists started to reflect on their artistic creatiornreidexperiences during the Cultural
Revolution and to explore different concepts of art, not just socialist realism. During the 1980s,
western contemporary art and philosophy had a significant impact on the art community, and the
experiments of Chinesetavere seen as imitatingesternstyles From 1990 onward, Chinese
artists used western stylistic elements to explore their own world and experience. When the art
market appeared after 2000, artwork became more and more varied, employing many different
styles and media.
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TheoriesRelated toResearchM ethods
In this section, two issues are discussed: one concerning what research method to choose,

and the other on how to ask questions in the interviews.

Collection of raw data.

This study collected the ravath through interviewing and observing Chinese artists in
their studio to getheir stores and recollections about learning art and learning to be an artist.

In terms of the interview process, Flick (1998) points out that there is a wide range of
interview methods. On one side of this continuum, interviewers can use tightly structured
problemcentered interviews with standardized and closed questidnie at the other end of
the continuum is the idepth interview with operended and unstructured consation.

My research explores how Chinese artists learn to be artists, following several
generations and the changes that occurred in Chinese society durin{] tem@0y. It is very
important for me to understand the experiences of these artists, épvetiected on their own
experiences in a changing time and what these experiences meant.tBé¢bause | expected
that each artist would have different experiences about learning art due to the changing nature of
art education in China during the pefiewhen they were learning their craft, closed questions
and tightly structured interviews seemed less effective to me thdepth interviews with open
ended questions. For this research, | used tdemth interview method. In order to collect
concreteand comprehensive data, this research follows the methodology outlined by Irving
Seidman in hi$tructure for Indepth, Phenomenological Interviewi(006), which helps
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researchers design-aepthinterviews with operended questions. He posits that tiyyse of
interview can help researchers understand the
experience and the meaning of those experiences, not singuife¢ctanswers to questions or to
mechanically test hypotheses.

| planned myinterde ws i n t hree sections. The first p
history, and my taslk waxpetroempgpet inhe omarexitdi g
asking as many questions as possible in order to become familiar with different aStrexts o
i ntervi ewe e @antsbuttfhea.t Sehied maensear cher can ask pa

their early experiences in their families, in school, with friends, in their neighborhood and at

workb (p. 15). For e x ahapkedparticiparstsi abogt the ¢ircumstancess hni q u
and stories about | earning art with their pee
interviewers focus on the concrete details of
subject. In this section,he i ntervi ewer 6s questions placed t

context of their social setting. The third and last part of the process involves participants being
asked to Areflect on the meaning @drtsafheir exp
interview.

As | proceeded with my interviews, | found
process were flexible and could be interwoven. As the participants recounted their early
experiences regarding art education in a changing Chioand that | could ask questions
related to the second part of Seidmanéds inter:
concrete details about formal, nrtormal and life art learning in their experiences in China.
Furthermore, because myreséarcf ocus on t hese artistso exper.i
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presemday artistic lives do not play a significant role in my research. Generally, | followed
Seidmandés interview method: first becoming fa
thespecific details related to my research topic; and thirdly, getting the participant to reflect on
the meaning of their experiences. Throughout the interview process, for my research, | was
especially vigilant for information related to formagnformal and life art learning.
I n this research, |l not only collected and
learning and creating, but | also documented their childhood and adult artworks. Artwork is a
very important resource when studying and analypergonal experiences. Van Manen (2001)
argues that art can be used as a source of lived experience because
[e]ach artistic medium (painting, sculpture, music, cinematography, etc) has its own
language of expression. Objects of art are visual, tactitioay kinetic text§ texts
consisting of not a verbal language buaaguage nevertheless, and language with its
own grammar. Because artists are involved in giving shape to their lived experience, the
products of art are, in a sense, lived experieme@sformed into transcded
configurations. (74)
Another art educator who supports the use of artwork as an important source of data is
June Mcfee (1995). While Van Manen uses personal artwork to understand individual experience,
Mcfee studies personaltatork from the perspective of the role that art plays in culture and
society.She argues that, in most cultures, art is a major form of communication. Each member of
the culture
[l ] earns to Oreadd or under st atues patteras cul t u
of organization, social structures, and belief systems. Every culture has some form of art,
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even though the members may not have a concept or word for it. (p. 178)

| documented the artwork of the artists | interviewed. | invited them tabadkit their
childhoal work as well as their early productions. | asked them questions about their childhood
work, but only one artist, Huang Huan, had jaeenilia. In all the cases, discussions of the
artistso childhood arstowamekmo rwesrse almals e d com sttreu
Huang Huan showed her original works to me, | still asked her describe some of her early
artwork that she could remember. In all cases, | gathered photos of the artworks they created as
Aarti st s, 0 abdsisforkisclissian sanel ds aaich source for understanding the
contexts within whicltheyworked.

For the interviewing process | respected the idea that each participant had his or her own
unique school and owf-school experience of learningandarei ng ar t . Based on
(1991) ideas about interview goals and methods, participants were asked to recall information
concerning their early educational experiences; social and cultural influences; peers, family and
teachers; their formal and lifetanaking experiences (these were of special interest to me); and
their aesthetic experience in their everyday lives. They were also asked to describe why they
decided to become professional artists and how they became an artist. Initially, | asked
participants a general, reaglgade set of questions that allowed them to reflect on their own
personal experiences. | then asked more speci
experiences, questions that were different for each participant. Thedhake to get detailed and

concrete information about their formative art experiences.

Questions wsed in the interviews
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Il mainly collected the Chinese artistsodo pe
them. It was very important to decide wigaestions to ask in the interviefthough | used a
narrative inquiry, when designing interview questions, | adapted and combined some ideas from
life history researches. In discussing methodology of life history research, Van Manen (1992)
pointsouthat fAit i s I mpmadebbfeesbviohsed whadyr esea
interview (p. 67), he and other researchers provide suggestions about how to ask questions.

Van Manen states that it is i mportabant to Al
disciplined by the fundamental question that prompted the need for the interview in the first
placeo (p. 68). At the same time, based on h
points out that the interviewees often likditdh e gi nr aloi genabout the exper
to deal with this situation, the interviewer
to the |l evel of concrete experience: 6Can you
SzabadS my t P0023 exgeriences of conducting interviews with generalist teachers show that
a successful interviesv starts with general questions, then goes on to more specific ones, and
finally asks personal questions ofadSmgthioser v
opinions about how to start an interview differ. Whereas Van Manen believes that an interview
should start with more specific questions about the goal of the interview, S2atydll argues,
Aquesti ons [ s keodadaddlooselg smaredrio abops the participants to
journey through key events in their |liveso (p

At the commencement of my inter vSimgywsh,6sl f o
advice and talked to the artists about my research goals and the fact that the focstudiyris
on the process of art learning. This let interviewees know what information | was interested in. In
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the beginning, | often asked more general and open questions. Then, based on their answers, |
asked more specific questions. For examgileingthe interviews, | often let them describe their
experiences of art learning at a certain period; then, based on their answers, | asked particular
guestions or asked them to give more details.

In order to help the interviewees to retell their stories ed&igbaeSmyth expanded her
Aline of questioning to include play, aesthet
st or i e sBefor¢ gpartingZhé interviews, this idea had already inspired me to develop my
research; based notonlydn¢ ar ti stso art | earning in art cl
development and everyday experiences. Furthermore, similar to S2abhgdt h6s i nt er vi e
strategies, | expanded my questions to include the cultural and social contexts in which the
interviewees were raised. This not only helped me understand their stories better but also helped

the participants recall their experiences without difficulty.
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CHAPTER 4: RESEARCH METHOD AND DATA
Research Design
The method of this study is primarily based on a&i@re inquiry. The data consists of
artistso personal stories and experiences as
The individual backgrounds of the artists allowed me to identify and analyze the principles

common to their art learnin

Narrative inquiry is very useful for studying individual art learning. As a subject, the
process of art learning is complex, and some experiencesigree tothe individual. Webster
and Mertova (20073uggesthat narrative inquiry, like a story, maduelp researchers discover the
complex features of teaching and learning, and understand the interrelationships between
individuals and their soci al and cultural con
context or culture in which teaclyrand learning takes place. Just as a story unfolds the
complexities of characters, relationships and settings, so can narrative illuminate complex
problems in teaching and | earningo (p. 13).
The raw data for this study has been collected through inteswigth nine artists.
Individual stories of learning art in different social and cultural settings are discussed and
analyzed in order tanswertwo things. First, what roles do life, ndormal and formal
experiences play i n imgart thesptosess ofebaconring anpartist andafs o f
being an artist? Second, what relationships exist betewtisis learning art and the social and
cultural context that they experienced?
The nature of narrative inquiry facilitates the investigations esdtdifferent perspectives.
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As Webster (200 7)T]he appgealloferarnateve ntethad tieg largely infits
ability to explore and communicate the internal and external expedigmc#0).
The artistsod6 stori eshrasowce tohelpme understandhhaavs pr o
individuals in different sociatultural contexts construct and reconstruct their artistic concepts
and skills holistically. In order to develop a comprehensive understanding of how art is taught
and how artists learmrtal approach my research from three different perspectives. First, |
divided the different experiences that artists had of art learning in three categories: formal, non
formal andife learning Second, | analyzed these types of art learning experiendégerent
political, economic, social and cultural contexts of the past 60 years in China since these
participants come from different generations. Third, | divided their experiences into three periods:

early experience, learning to become an artist@aching as an artist.

Research Participants

The criteria forchoosing thartistsfor my studywere: a) | had access to them through
my personal network; b) Theyeresuccessful professional artisésxd moshad shown artworks
in national exhibitionst least three times and were merslodéithe China National Art
Association,grandc)The arti stsdé art | earning experience
periods, from before the Japanese war up until now.

Based on my former experiences of intew art educatord,fully recognize that if both
an interviewer and an intervieweeedoo friendly with each other do not know each other at
all, it is difficult to collectgood quality raw data. When they know each other, but are not friends,
theinterview is often successful. Therefore, | added a requirement to r@distisin my
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personal networko participaten the study. Wéad aclose professional relationshipyt | was
not their friend before the interviews. Some worked with me in art @dna@search projects in
China, some were my art teachers in university, and some were my classmates. This allowed us
to build a trusting relationshiput not a close friendship and encouraged the interviewees to tell
their story with confidencehtis providing me with goodjuality raw data.

| calledvarious artists who nte¢he criteria of my study, and Hitists agreed to take part.
One interviewee introduced me to tfiog r-m s & t  “avhatwers livisgdn Song Zhuang, the
contemporary art village iBeijing. Following my plan, | intervieweane of the twartists

The artists who participated in my study represent different age gaodpdifferent
political and economic periodgsing the changes in the politics and economy of Chinese
society in tle 20" century as a timelin&hinese History of Art Educatighi Yang, 2000)
explores the development of school art education in China. The book discusses only the
development of formal art school education, and not informal art education outside of the
Chinese art educational system. The authors use the seven generally accepted pHases of 20
century Chinese history based on the political and economic changes that occurred up to the year

2000 to differentiate the various periods of the history of artachn in China.

° In China,grassroot artistemerged towards the end of the 20th century when art marketing appeared.
Grassroots artists are those artists who did not recedfegsional training at university, but they persevered in

working hard at their own artistic creations. They make a living by selling their artwork.
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The initial period is from 1904 to 1949, when school art education first appeared and
developed in China. The second phase examines art education from the beginning of the Chinese
Peopl eds Republic from 1 @atichwasanfluénees Bgussian per i od
educational idead he third period explores the years 1957 to 1965, when China and the Soviet
Union became estranged, while the fourth period examines school art education during the
Cultural Revolution from 1966 to theat& of Mao in 1976. The history of art education i
China from 1977 until today includes ttieee periods: from 1977 until 1985, marking the
beginning of more openness and rafon China; from 1986 until 1993, when changes and
reforms in China were delzat, expanded and developed; and from 1994 to 1999 when
development and reform were more stable and accepted by the majority of the population.

Eadh artist was chosen because hisi@r formative period of art education and training
was during a specificgriod of history in China, startingughly from the Kuo Ming Dang
period in 1928These artists are primarily painters, although a few of them also make sculptures,
printed photos, andrtisticinstallations.Jin Zhi Lin, the oldest artist in my surveeceived his
art education before 1949 when he was a childhng Huan,le youngest on the other hand,
was born after the national #Aone child policy
school during and after the second period of reform in Gbebaeen 1986 and 1993.

Some ofthe older participantsad more stories and experiences concerning their artistic
creatiors and being involved in the art communityh an t he young.dhe particip
younger artists had just started being professiarieits and did not have many stories to share
at this stage of their artistic careers. For example, Huang Huan, the youngest participant, was 31
yeass old at the time of intervieand had only a few exhibitions by that time.
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Initially | interviewed 2 Chinese artistfor this study These artisténcluded three
female artists and nine male artists in Beijing and Shangimilly, | narrowed my choice to
nine artists because of one participantoos wit
neal for a better gender balance

One male artist decided to withdraw from the study because he felt uncomfortable about
recounting his stories and experiendgsinitially recounted his experienceslefrning art to be
an artist, but fer the interview eded, he felt uncomfortable about what he had talked about. In
the end, he decided not to participate in the study and requested that the video of his interview be
omitted. He gave three reasons why he withdrew. The first was that he did not have eneugh tim
to think over what he had said, believing that his responses were too casual and subjective. He
feared that if what he had said in the interview were published, it would have been worrisome for
him. Secondly, exploring his art in the future would berglprocess, and he felt it was too soon
to reflect on his somewhat limited experience in the art world. Thirdly, some of the stories he
told involved other artists or aspects of the
to talk about eitheat that time.

The sound of the video interviews with two artists was not clear because of technical
problems; therefore, those intervieasuld not be used. Oriemale artist and one male artist
were similar in age, but since | had more men than womany istudy,l dropped one male artist
and kept the female artist order tomaintain the gender balande.the endthe study is

composed of 9 participants: three female and six male artists.

Data Gathering
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Participant observation.
| spent two to four dgs observing and interviewingeh artist in hi®r her studio. Before
or after interviewing, | observed their daily activities in the studio and sometimes videoed what

went on there. During my observations, | alsok some simple field notes.

Interview process

All the interviews wer e conduct e dinBeiing briSkeanghai ftom Mays 6 st
to the end of August 2009.interviewed most of the artists three times based on tbepth
interviewtechniquegproposed byseidman (1991 However, tlere were three artists who only
agreedo be interviewed twice. Two of the/u Ming Zhong and Chu Shu Xwere preparing
for an exhibition, and Shang Yaagceptetb answer questions in only two interviews due to
illness. Therefore, when I interviewed feethree artists, the first interview was a combination of
the first and second interview format that was used for the other participants.

Shekedi(2005) beli@es that 90 minutes is an appropriate time for an interview because
less than one hour is tooa@hfor the interviewee to reconstruct, put into context and reflect on
their experience, while two hours or more is too long and tiring for the interviewee. Therefore, in
planning my research | limited each interview to approximately 90 mindtesever after
starting the interview, | found that those artists who possess teaching or research experience were
very passionate about recalling and telling their experience of learning art and learning to be an
artist. When they recounted their experiencesirteeview time was often more than three
hours. One of the interviews, the one with the oldest artist, Jin Zhi Lin, lasted over 5 hours.
When this happened, | did not interrupt his reminiscences, but let him continue in more detail by
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asking some of the ggtions that normally would be asked during the second interview. After
this interview, | learned that in the interview process, sometimes it is necessary to make some
adjustments to the research design. It is not always possible to rigidly follow tlestdyg
interview methods. When the interview evolves into a friendfgprmative conversation where
both the participant and researcher feel comfortable, it is not necessary to follow the time
parameters for the interview suggested by the interview experts

Of course, while some interviews went smoothly, others were more difficult. For
example, Wang Yuan Yu, who proved to be difficult during the first interview, and | almost
decided not to interview him a second time. However, | did manage to intervieluritmmes.
| had never met him before the interview. He did not have the opportunity to study in the
Academy of Fine Arts and was prejudiced about professional art training. During the first
interview, he spent a lot of time criticizing the Academy ofeFArts. As a result, | had to ask
him specific questions in order to get him to talk about his experiences of learning art. He often
described his experiences and stories in one or two ssaptences and liked to uslestract or
academic terms to discubis experience of learning art. After thinking about this interview, |
felt that he would like to share his stories with people, but maybe he misunderstood the nature of
my study, or he thought the interview should be an academic discussion. Thenetfogesecond
interview, | decided to share some of my personal experience of learning art, of wanting to
become an artist and finally becoming an art educator. | hoped this would make him feel more at
ease. | think that my personal experiesteelped him® understand the nature of the study and
made him feel more comfortable talking about his experience instead of abstract ideas. In the
second interview, he was much more comfortable recounting and reflecting on his stories and
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experiences as an artist.
| found the interviewing process exciting. Although | knew some of the artists for many
years, | had never spoken with them in a situation like this and | was able to better understand

their experiences and artistic creation.

Equipment.

| used a digital caera, with enough memory to store 10 hours of video to record all my
interviews. | also carried a 2TB mobile hard drive to store all the videos of the interviews. After
each interview was complete, | transferred the video from the digital camera todftkslcaand
created a folder for each artist and a serial number for each interview. At the same time, | wrote
simple field notes during and after interviews. After the first and second interview, | went over
the video of each interview and based on migfietes, | prepared questions for the next

interview.

Video-documentary
I n order to offer readers a better under st
learning art and learning to be an artist, this studyehaksed 35 minute video doauentary
of each artist enclosed in the thesis jacket. These videos include interviews and in some cases,
with the permission of the artist, show them working in their studios and their family
photographs. Other videos are records of exhibitions of astisteir participation in social

activities.
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Procedure for data collection

Although transcribing the interviews from the videastime-consuming, | transcribed
the nine artistsd interviews by myself. Many
interview is very important in research. Seidman (2006) argues that although transcription is a
demanding, tedious work, it is valuable because it helps researchers understand their
interviewes better (p. 17). Based on my experience taking part in agrapout the history of
Chinese art education, | know that transcription is an important part of the research process. By
transcribing the interview$ came to a researchers better understanding of the stories and
experiences and was ablerébell them nore accurately. In fact, while transcribing the
interviews, | oftergainedsome new insights on how to analyze the raw data.

Because the original video documentary of all the interviews is almost 80 hbadsto
take 9months to transcribe, antidinslde all thetranscriptiors into English from Chinesd-irst, |
transcribed the interviews into Mandarin, whi
However the participants, raised in different areas, especially in southern provinces, spoke
Mandarinwith different accents and used some slang from their homet&onsetims | had to
listen to the interview several times or call the interviewees in order to clarify and understand
what they said. Then, | translated all the Chinese transcription oftémei@ws into English. In
translating the interviews, because of the differences between Chinese and @udsiernsome
wordsand sentences could be possibly translated in different meamimg®fore, in order to be
faithful to wmeantinthk iatenpeashbdtodalk pvithrsame 6f them on
phoneto verify my translation.

During the transcription process, | transcrila@dentire intervievnstead of selecting a
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portion of the interview that related directly to my questions. Whexaag participants liked to

frame their responses into a broader political context, others answered questions in relation to the
Chinese art community and how that influenced their stories or experiences. AlHuongof

these stories and experiencesrat directly related to art education, they enmef research

and help me understand the context of the par

Procedureof coding formal, nonformal and life art learning.

After finishing all of the transcription artcanslation of thénterviews | coded the data
based on the defindns ofthe three types of art learniniggh e ar ti st s6 experienc
formal andife art learning First, | used different colors to categorize different types of art
learning fo each artist. Bd, green and yellow colors represented the experiences of formal art
learning, norformal experiences, arlifle art leaning, respectively. Then, | invited a Canadian
artist who was interested in my study to examine my coding system. First, he readyall of
interviews, then, based on the definitions of three types of art learning, we read my interviews
and looked at the three categories together. We both agreed on the majority of the categories.
When we had different opinions about the categories, wastied it and | analyzed the coding
agai n. Finally, if we did not agree on which

use that specific experience in the crasalysis chaptesf this thesis.

Limitations.
| transcribed all the interwes and tried to use the partici
tell their stories. However, when these interviews were translated into Emglcstyse of the
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differences beteen Chinese and/estern culture and the different artistic concepts of China and
of the Westpreserving the original expressions and ideas of the participants was very
challenging. Although | tried to retell their stories accurately, some of the unique issues the
artists spoke of might have disappeared in translation.

| would like © discuss why this study is not gender balanced. | recruited the participants
among the artists whom | knew; however, they were not friends of mine. When | interviewed
them, | asked the artists to describe the gender ratio of their university art dlatise<950s,
Liu Bing Jiang told me that their studio had five students, but only one was a girl. Shang Yang
recalls that in his university classes, there were a dozen boys, and one or two girls, and Chen Shu
Xia told me that at the high school of the @ahAcademy of Fine Arts, there were 40 students,
only six of them girls. Although other artists were not able to remember clearly how many
female students were in their classes, they thought there were more boys than girls. Thus, the
gender imbalance imy study reflects the reality of Chinese professional art training.

Two video documentaries of the interviews were stored on DVD, while others were saved
on a 2TB mobile hard disc. When | came back to Montreal from China, some of the DVDs were
damaged andere unable to be recovered. Therefore, | believe that using DVDs to store data is

not as safe as using a mobile hard disc.
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CHAPTER 5: EXTENDED BIOGRAPHIES OF THE NINE ARTISTS

Listing the Artistsdé Town or City of
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Jin Zhi Lin

Jin was born in 1928 into a comfortahteiddle-class family of intellectuals, in Luang
Nan county of Hebei pwvince.His father and grandfather were both adept at Chinese literature
and calligraphy andled to collect antiques and paintings, which helped him to learn about and
understand Chinese art, while the beauty oftireounding natural environment and the folk art

of the area nurtured his aesthetic vision.

Figure 3 Jin Zhi Lin working at histudio in summei2009
In 1940, after the Japanese occupied his hometown, his life changed a gré4¢: theal.
to leave home to cities and lived independently from the first grade. During this [mesibth
had been very hartut drawingand Chines painting were his only interests.
Jin states that his formal art training in Chinese painting started after he went to Beijing
in 1946 to sidy at the Beijing Teacher Training School. His school art teacher, Li Zhi Chao and

his private teachevWu Jing Ting, were both respected members of the Chinese painting
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communi ty. He al so practiced pencil sketching
PaintingClubin school.

In 1946, after being moved by the paintings of Xu Bei Hong, Jin decided to study
painting at arart collegeln 1947, he was admitted to the Beijing Public College of Fine Art.
Although realism was the dominant style insohool, hedved modernism, and he also created
abstract artwork.

After 1949 the Chinese art community promoted tise of a realistic style to reflect the
new life of the masses. Moreover, he was moved by the lives of the people of the new China, and
loved it from the bottom of his heart. He believed that the function of art should reflect the life of
the people, andeimmersed himselin creating realistic work representing the lives of everyday
people, althoughewas not naturally inclined towards re
refl ected in Duan Lianods (1995) thesis about

Chineseart education emphasizes skill training. There are two systems for teaching skills
in China. One is the Chinese traditional system of teaching art; another is the Western classical
system. Th&\Vestern system of teaching drawing came to China from Franice early part of
this century. But in the 195006s, as a substit:
and replaced the French system. (p. 1)

After graduating in 1951, he became a teacher at the Central Academy of Fine Arts. As a
young art teaher, he had many opportunities to cooperate and learn from famous artists such as
Deng Xi Wen, Wang Shi Kuo, and Luo Gong Liu.

Between the liberation and the beginning of the Cultural Revolution, Jin created a
number of realistic oil painting3wo of hisrealistic narrative painting®an Ni Wan(1961) and
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Chairman Maorlaking Part in the Great Production Moveméentan'an(1959),helped him
become a mainstream artist. Jin consideissthe point when he started to become an artist,
although these paimiys did not represent his genal artistic language.

In 1961, Jin Zhi Lin was transferred to the Jilin Province Art College from the Central
Academy of Fine Arts. Later, during the Cultural Revolution, he was criticized because he was a
famous artist idilin province, and he was subsequently sent to a May Seventh Cadre School.
There, from 1966 to 1978g worked at several jobs as a labamea logging camp, on a deer
farm, in construction, on a farm planting corn and rice,ad cart driveHe rar¢y had the
chance to paint.

In 1973, the Cadre School was disbanded, and he then went to Yan'an and worked at the
YanMassesd Museum of Art as a painter. The f a
eat made him consider how he could serve warkad peasants through art. He wanted to
encourage the masses to make art to promote agricultural proditti@rganizedrt groups fo
villagers,factoryworkers and the police, and taught them to paint and depict the things around
themby painting muals and by producing propaganda papers and paper c@Byimainting
murals, drawing comic books, writing poetry, and singing folk songs praising good behavior and
satirizing bad conduct, he felt that using art was an effective way to promote produadtion a
improve the life of the peasantry. He invested himsetisto such an extent that he rarely had
time to paint.

In 1976, theiGang of Foub was removed from power, and the Chinese government
started to advocate the strengthening of national antidraal culture. In 199, Jin started a
survey of folkartiYand6aHe and his team Awent from villa
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organized the first folk art exhibition in Be
In ordertounderstandocal f ol k art and help folk artists
and different kinds of ancient books because folk art involvedmigtpainting and paper cutting,
but was al so s omewh a(personal intarviesvdAugusii02808)t hr opol ogy
Based on hiswsvey and research Ma n pirm1885, he published his academic article,
China's Folk Art Modeling Systerde arguedithat folk art was independent of the traditional
system of Chinese painting and the Wesssstem of art. | se as a third system (personal
interview, August 07, 2009). This article accelerated the momentum to create the Folk Art
Department of the Central Academy of Fine Arts.
In 1986, he was transferred back to the Folk Art Department of the Central Academy of
Fine Arts as a professor teaching theory courses, primarily engaged in anthropological research.
His books on folk art and anthropology were translated into French, Japanese and English. In
1995, he received the French Supreme Council Gold Cross awatséedais contribution to
research on folk culture. Today, he is also a member of the National Education Commission
concerned with art textbooks for elementary and secondary schoa@sw@emiber of China
National Folk Cultural Protection Project ExpertrQuittee.
After retiring in 1993, although he focused research on China's original culture, he started
to paint again. His experiences of doing resear@rcheology, folklore, and cultural studies as a
type oflife art learning interacted with and enhathégs unique artistic concept. He believes that
he has found his own artistic language. Today, he still travels to his hometown, and to northern
Shaanxi, to sketch the landscafde.also had solo exhibitions in France and Beijing in 2001 and
2004.
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Althoughh e | oves pai nt i ngmissloeisfotorlytesmaketad, but an a
is also to help the masses enjoy art, love life and désd.result, from 2004 to 2007, he helped
organi ze the first l nternati onal Peasantsod6 Ar

Looking back on his life and his experience of being an artigeflectson how the
changes in China affectedsiwork.

In Beijing, | was in the center of Chinese art community. Therefore, the subject matter of
my artwork dealt with important questions dnstorical events, and | was a mainstream artist.

However, when | left Beijing in 1961, | left the center of Chinese art. Hence, | no longer

foll owed the mainstream and | did what | 1|ike
would have been momstract because | had started to explore that in several pieces. However,

after the liberation in 1949, our president Xu Bei Hong in the Central Academy of Fine Arts
advocated a realistic style, so my paintings had to focus oesesting characters ahdve

them in dramatic stories. Honestly, | did not have this ability. In all my artworks, only one piece

was successfuNan Ni WanAfter coming back to the Central Academy of Fine Arts (in 1986), |
became an academic scholar ofheiopology, althoughalso participated in various exhibitions

(personal interview, August 07, 2009).

In terms of his painting, he feels thaetart community does not give him any
recognition fAbecause they think | am an acade
becaise they think he is an artist.

However, his effor@ particularly his work as an oil paintethave now been recognized
by the Chinese art community. In May 2010, when he was 83 years old, the "Jin Zhi Lin Solo Oil
Painting Exhibiion" opened at the Chirert Museum, an exhibition jointly sponsored by the
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Central Academy of Fine Arts, the Art Museum of China, and the Chinese Artists Association.
Two hundred of his oil paintings, almost one hundred of his sketches, and a review of his
research dedicated tolk art were displayed. At the same time, between September 14 and
December At TPRPHWM®Oygh t he wauekhibited & the VedbuylAtt t i o n o
Museum at Utah Valley State College. This exhibition mainly inclule&hi Lin and his
S t u datwdrkséfore 1980iva n 6 an
Jin Zhi L iNandNsWapsald fart13.44 gillion Chinese Yuan at the Hanhai
spring auction of 200®&nd is considered one of the most important artworks of Revolutionary

realism in Chinese art history.

Liu Bing Jiang
Liu Bing Jiang was born in Beijing in 1937 to paremtsose familis were involved in
banking. He was the only child in the family and since early childhood he enjoyed drawing, an
activity that for him, as a child, was like a game. When he was bileléiked collecting the
pictures printed oiYangpiancigarette boxes aralso liked to draw the images from these cards.
After the AntirJapanese War in 1946, Americans and American culture started to come to
China. From the age of eight to twelve, healiad many American filmsis favoritesvere
from theTarzanseries. In addition to being a Tarzan fan, he loved to draw the characters from
these films.
During the Korean War, while he was in secondary school, there were caricatures about
the Korean Wam all of the daily newspapers, and Russian caricature magazines were published
in China due to the friendship between the two countries. Thus, Liu became interested in copying
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caricatures.

Figure 4 Liu Bing Jiang working at his studio in summa009
In 1953, he had the chance to see an exhibition byBeuélong, and was so moved by
the paintings he decided to become an artist. He reneivéormal art learningn an art group
in his highschoolopr epare for the Centranteexamademy of
In 1955, after graduating from high school, Liu was admitted to the Central Academy of
Fine Arts to study oil painting, the start of his formal art learning. BL®59, Liu was targeted
as a bei ng anefofwtany stedents xipoaeefrequeintly criticized from 1959 to
1960 as focusing only on their studies while ignoring ideology and politics.
Even at a young age, L i uartist. 8sforecgmaduatingdrern e d
the university, he already had a reputation in them&e art community. Two of his oil paintings
Fisherwomen and Fisherméh958) androung Southerirl Embroidering(1959), were

selected for an exhibition celebrating The Tenth Anniversary of the Founding of the@sople
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Republic of China, an impressivetaevement during this period. These successes were followed
by his oil painting=ishermen(1961) created for his graduation exhibition during his fourth and
final year of studywhichwas selected for the national exhibition in 196y tle time he

gradwated from university and received his BFA, he was basically an artist.

After graduationin 1961, he taught in the Fine Art Department at China National
University in Beijing.While teaching he continued to paint and especially enjoyed sketching
models inoil paint. He often visited his teacher Dong Xi Weho influenced work throughout
his career.

As a university art teacher during the Cultural Ratioh, Liu often went to the
countryside or a May Seventh Cadre Schimodrderto study through labor M&os t Bamdi g h t
revolutionary ideology, to receive-sglucation and to take part in different political actives and
campaignsDur i ng this time, he also tri eedoft ofirpead, nt
' ight and br i ght omem, bu hisatteengts atmyggit hitm entopgpliticale r n
trouble because he used elements of impressionism in his work instead of totally following the
style sanctioned by the government.

Fortunately, during the Cultural Revolution, he sometimes was ablerttlgeneet with
other artists to discuss art. And as a teacher of art in a department of fine art, he was allowed to
travel to most parts of China once every seven years to experience the life of the masses and
collect source material for his artwoMuch of the work that he created focused on ethnic
minorities and was not seen during the Cultural Revolution, but it created a stir in the Chinese art
community once the Cultural Revolution had ended. When the Cultural Revolution ended in
1976, artists findy were able to create artwork in comparative freedom, and his artwork became
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influential in the art communityChis is because during the Cultural Revolutioawas resolved
On making portraits using oil painting, and painting people | really wantedlid. pwas
a peripatetic. | did not take part in political activities. Even though | was selected to paint
political propaganda paimnigs or cartoons, | never gave up painting the things and people
that touched my heart fwrloyd2 2009 I life.o0o (pe
In 1979, he and his wife, Zhou Ling, received a commission to create a 175 square meter

mural in the Beijing Hotel, which won an award in the national art exhibition. Dthen@980s,

he also became a professor and a committee memtier Nfational Mural Associatioiide also

was a judge of the Sixth, Seventh, and Tenth National Art Exhibition.
He has published a number of books, and somel_iik8ing Jiang Xinjiang sketches

Liu Bing Jiang minority sketches setdLiu Bing Jiang sketh were popular in China during the

19806s. His sketches have been used to teach
In 1984,the Chinese government sent him to France to study art; he lived there for two

years He is now retired from the univ@ty and cotinues to vork on his art at his studio in

Beijing Cao Yang Art villageHe is a memberdheChi nese Arti st Associ ati

Council.

Shang Yang

Shang Yang was born in 1942 in the Hubei Province in a small town called Hong Hu,
beside the Chang Jiang Rivere had a big family, consisting of two older sisters, a younger
sister, and a younger brother.

His grandfather and father both enjoyed painting, and his father was an avid painter all
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his | ife. As Shang said, il os aHwe nbye |fiaetvheedr tphaait
was his first and most important art teacher. As a young child, Shang began looking at his
fatherdos art books, containing photos of oil

Starting when he was seven years old, he began to lsepyasterpieces of Chinese
paintings, but he also liked to draw things that he was interested in. He really liked art class in
school because his art teacher encouraged him to draw, inspired by his own ideas.

He started middle school in 1954. Accordingteangjin  t he 19506s, the p-
China were full of hope for a new I|ife. Peopl
July 10, 2009). It was during this time that he decided he was going to be an artist, and he began
preparing fortheHly Sc ho ol of Fine Art Collegeds entran
sketching and watercolor techniques at homevatidthe school art group.

In 1957, when he was fifteen, Shang started studies at the Wuhan Junior College of
Teaching Fine Arts and begaralieing his dream of becoming an artist. In 1961, Shang entered
the Hubei Fine Arts Academy and studied oil painting theréofaryears, but it was a time of
economic difficulties for him. He did not haveaigh maey to buy arsupplies to practice, so
he experimented using different inexpensive materials and approaches to create artworks that
looked like oil paintings. This experienaecustomed him to usingtegrated media to make art.

At the same time, this experience also cultivated his persistence
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Figure 5: Shang Yang working at his studio in sumnp2809
Although he spengightyears studying at the art high school and Academy of Fine Art,
there vas a great gabetween what he learned in art school and what he expected to learn,
because studentoooftehad t o take part in political camp:
study.Fortunately, in spite of the political climate, the president of his acadefagnous oil
painter, tried to allow students to do as manyreldted things as pos$#during these
campaigns. In 1959, based on his sketches and thiaftsee made in the countrysideg painted
Today are Masters, bubilers Before iberation,whichwas selected and displayed in the
national art exhibition.
He had a goodtart on hisqurney towards his dream of becoming an aitistgraduated
from university in 1965; but not until fourteen years later, at the end of the Cultural Revolution,
was he abletocreatealhe t hought he would never bse abl e t
work shown in the provincial exhibition.

In 1979, athe end of the Cultural Revolutiphe becaméhe first graduate student in the
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oil painting program at hiakcademy of Fine ArtsHe had two supervisors, Professors Yang Li
Guan and Liwi Wen. Durng his MFA studies, realism was still the dominant style in the
Chinese art community. However, he wanted to
in my mind during my st (persomakintefview, Jumny0, 20 hel or 0
In order to finish his MFA and to demonstrate his artistic creation and future areas of
artistic exploration, irthe spring of 1981, he traveled to the northern area of Shanxi to prepare
for his graduate exhibition. Theree did new work with the goal of formrgn A my own st yl e
rid myself of past artistic concepts and methods, including Russian artistic ideas. My artwork
BoatmaninYellowRivewas my main artwork in my graduate
July 10, ®09). This painting and his documentéeyt about it were published in the magazine
ChinaArt.
At the same time, he used very rough form of local lino paper and strong rice paper to do
oil painting. He believed that he started to use his personal artistic language to express himself
ever sincéhe created his artworks for the graduation exhibition, and he could now be called an
artist.
After graduating and receiving his MFA, he became a teacher in the Hu Bei Academy of
Fine Art. In the 1980s, he tried to show his siepresentational images. tiat time, critics in
China used the phrase AShang Yang yell owdo to
approach. He won a few gold medals in national exhibitions. However, he soon became
dissatisfied with this approach, experimenting with diffepanhting methods that led to Hsg
Landscapeseries. At the end of the 1980s, he becameptiesident of the Hu Bei Academy of
Fine Art. Later, as a professor, he taught at the Capital Normal University and retired in 2004.

98



Today, he works at his studio Jiu Chang Art District, and continues with his artistic
experimentation.

He was seen as the pioneer artist in contemporary art circles in China and has exhibited
widely in China since the 1980de hashown internationally at galleries in London, iBar
Tokyo, St. Peterburg, and Helsinli. Shang Yang's work often appropriates images from traditional
Chinese landscape painting, which are screened onto the canvas by a machine; he then distorts
the image with graffiti or obtrusive geometrical desigtshas also been involved in creating

artisticinstallations.

Cao Ming Qiu
In 1954 Cao Ming Qiu was born in Shuang Feng County, a very small and poor county
in Hunan Province. Because of his grandfather
full-time jobs, and this caused him and his brothers to live difficult lives.
C a opdimmary and middle schools did not offer art classes. However, because of his good
handwriting, one of his teachers, Wang Yuan Xian, believedchtéhabuld be talented in asnd
started to teach him art technigwehen he was fourteen. After just one yealeafning to
sketch from Wang, he was able to draw big political propaganda posters for his hometown. In
1970, he began high school and continued to practice art techoighésown and sometimes
help the Revolutionary Committee paint Chairm
He graduated from high school in 1972. In order to survive, he had to work at several
parttime jobs, whichincluded being aickshaw operator, a packer, and a catpe He realized
that he could earn a bit more money painting political propaganda, and he gave up the other jobs
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to focus on painting.

Figure & Cao Ming Qiu working at his studio in summ2009

In 1976, the Cultural Revolution was over and ursiters started recruiting students
again in 1977. During this time, Cao began to think abeaoming an artist. In 1980, he passed
the entrance exam and was admitted to the Hu Nan Industrial College.

Cao mentioned that one course provided by the depatrtvess Chinese Meticulous
Painting (Chinese realistic painting), desigtetielp studets develop their artistic ability,
although he had studied industrial design. Since that time, he has begcimg Chinese
Meticulous painting. He started to lovegmies and often travels to different areas to paint and
sketch them, although he believes that his personality is more suited to working in an
impressionistic style.

After graduation, he was assigned to a printing factory in his hometown. However, the

work t hat he was of f er e dactialywantadée dd, sode refusgdtheya s n 0 t
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job and started his own smal/l busi ness. Al di
brands and logos. | designed many logos for individual businesses and factoriegpersonal
interview, July 29, 2009)

In 1987, after he had been in business for three years, the local government arranged a
position for him as an art teacher in the First Middle School of Shuangdeendy.

He worked in art educatmofor almost five years, but in 1992, when he was 38 years old,
he took the exam for thtevo-year Chinese painting program at the Guanzhuo Acadéfye
Arts, because he still wanted to be an artist and improve his artistic ability. It was a demanding
program.He told me:

When | had the chance to study painting, | focused all my &ffoitf like a terribly

thirsty person helbent on drinking when he finds a fountain. In order to paint my

peonies, | went to Zhenzhou and Hezhe to sketch peonies these Aifter two years,

my five pieces were included in the graduating exhibition and three of them were

collected by the Academy (personal interview, July 29, 2009).

After finishing his MFA courses, he went to Loudi City and worked in the local Art
Researchnstitute. However, at the beginning of the Chinese economic reforms, he deeided
wanted tdbecome involved in these changes, and he quickly relocated to Shengzhen, the earliest
open city in China. Hevorked at the Fu Tian Art Center as a professiortalias t . He starte
focus on my artistic creation. There, | had enough time to do artistic creation. Artistic creation is
my jobo (personal interview, July 29, 2009) .
receivedhis salary from government.

In 2000, one of his Chinese paintings of a peony was collected by the National Art
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Museum. Peonies are popular subjects in Chinese painting, and his is only the third depicting the
flower in the Museum.

He considers himself an openinded artistHe tried different materials and methods:
traditional Chinese painting, oil painting, porcelain, ceramics, acrylic, and elements from fashion
design. In 2003, he started to work in fashion and participated in competitions and won a number
of awards, one being thmational award of fashion design that he received in 2007. In 2004, four
of his ceramic pieces were collected by the National Art Museum.

He has been successful in the new Chinese art market and thinks that it provides good

opportunity for artists in Chay even though he thinks that it is sometimes a bit chaotic.

Kong Zi

Kong Zi was born in Tang Shan, Hebei, in 1952. Before her birth, her parents were active
in theCommunist party and participated in the revolution. Kong was the oldest of four siblings,
including one brother and two sisters.

As a toddler, she lived with her grandmother who raised her in a village in Hebei; she
grew up the same as other children, living in a trawaial countryside with beautiful landscape.

When Kong was four yeardd, ske went back to live with her parents in the city.
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Figure 7 Kong Zi working at her studio in summe009
Il n 1958, she started at the Tang Shan Cadr
guality was very good, and it offered various aftelool activities and groups. In 1963, with her
school 6s eenntc,ousrhaegeprar ti ci pated in a national ¢
awarded any prizes.
In 1965, she began studying at the wetharded Tang Shan second middle school in
HebeiPre i nce. There, she participated in the sch
The Cultural Revolution began in 1966. By the end of 1967, Kong joinddetie
Painting Soldierspne of the Red Gudr6 s or gani z at $he mesameaveryihvelved s c h o o
in creating politicapropaganda posters. This experience allowed her to develop art techniques,
and she gained valuable knowledge about art.
In 1968, following the calls of Chairman Mao, she went to the countryside te be re
educated as a peasant and by and large stoppedgwatarork. In 1971, she joined the arrity.
was therghat she says that she first received art training and began to paint foFraily1972
to 1976, she worked in a hospital for six months of the year and spent the other six months in a
workshop creatig political propaganda arBy producing propaganda art, her artistic ability
steadily improved.
In the beginning, she enjoyed oil painting. However, the art cadre at the workshop, a
graduate of the CAF high school, believed that it would be bettéefao use Chinese painting
to represent the paintingoing to Mountain(1973)instead of oil paint. Furthermqrehe cadre
told Kong that
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a soldierdéds all owance of six dollars per
tube of paint cost ten twenty cents, and | also needed to buy canvas and erasers.
However, Chinespainting was very practical for soldiers because you just needed a

brush, a small carpet, some ink and rice paper, basically (personal interview, August 12,

2009).

Therefore, shéocused on Chinese painting. Initially, she often needed some help, but
later, particularly when she took part in the national art workshop, she was not only able to
complete her pieces but was able to help other workshop participants. The themes of her
artworks reflected the artistic ideas of that era, that art should serve politics. Her first artwork
created irthearmy was an oil painting, which was calléding to Mountain to Pick Herb$n
1972, her Chinese paintinigAlso Want to G to the Countrysielin theFuturewas published as
a poster.

In 1980, when her troop recommended her to go to the First Chinese Medical University,
she fal most dpersomal intgrview, Auguast 12,2@09). However, in the end, she
Adi dndt get tohet oo pnpeodritcuanli tsyc htooo Igd ( per sonal
she got married and was transferred to Beijing and worked in preventative medicine. She was
able to use a bit of her artistic ability in her job, which piqued her interest in painting and
d awing again. fAPromoti ng Impftebdsedgouackead paifit and a s

| also made videos dopicslike how to control and eliminate rats and how to prevent and cure

di seases. This made me pas s intervieavtAagusat?,a?000). pai nt

In order to improve her artistability so that she could pass thetrance exam, she
studied Chinese Figure Painting at the Zhe Jian Academy of Fine Art from September 1985 to
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July 1986. This was a great help to her. Becausewas able to see a great deal of agarde
art, her artistic concept changed dramatically, and she decided she wanted to become an artist.
She started to try expressionism instead of realism.

In 1987, when she was 34 years old, she passed the entveara and finallypecame a
university student. She studied three years at the PLA Academy of Fine Art. She said that her
first two years there she-thgested what she had already learned at the Zhe Jian Academy of
Fine Art.In her final year, she startége artistic creationequired for graduation. This was a
time when her art concept underwent a major chagginally, she was influenced by the idea
that art shoul d s er thalifepvaslaisdurcecobcreationdandtthatédner i ma s s e
atwor Kk s houl d be #f e(personalinteryiewnAgigust b2, 206 )owevek er
graduate artwork was more focused on-s&{fression.

After graduating from the PLA Academy of Fine Arts in 1991, she went back to the army.
She taught art class tetire people in the Senior University because her troop did not have
positions for professional artists; this meant that the army could not employ her as a@hartist.
had to make her artwork in her spare time as a hobby. In 2005, when she was @a¥s B0dy
she left the army to work in the Chinese Painting Institute, in order to dedicate herself to her
artwork. Today, her artwork depicts life in the army and the everyday lives of ordinary people.

Some of her artworks were publishedsetected tdbe showrat a variety of army art
exhibitions, and she has received several awards. Hevakihg experiences were typical of

Chinese art communities during the Cultural Revolution.

Chen Shu Xia
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Chen Shu Xia was born in Wen Zhuo, Zhe Jian Province62.1en Zhuo is a
commercial port city in the southern area of China, and was one of the first places to become
more open after the Cultural Revolution. Her grandparents and her parents were all business
people.

As a young girl , Clrdaobégin pumsuihgher dreaenofdecoming g e d
an artist. At the age of ten, Chends parents
same time, she learned pencil sketching and color sketching from another oil painter in
preparation for theuniveri t y6s entrance exam.

Il n 1974, when she was | ust 0 $t@dy@reupamds ol d, t
Department Storéswer e sel ected for the National Childr
in the China Fine Art Museum.

Secondary school was a buayéi for Chen. She continued practicing sketching from real
life using pencil and gouache. In addition, she practiced the traditional Chinese method of
learning art by copying paintings from ancient Chinese masters. At the same time, she joined an
art groupthat organized afterschool activities for talented students to practice art. Chen was also

the il lustrator for the school s poster board
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Figure 8 Chen Shu Xia working at her studio in sumn2€09

In 1979, when Chen Shu Xia was 15 years old, sheadhastted to the high school of the
Central Academy of Fine Arts. Cheaidthat because her parents took care of her so much,
hoping that she would invest all of her timdearning, she rarely had to look after hersk#f.a
famous child in her hometowteaving a small city in southern China for Beijing, she found her
greatest challenges were learning to arrange her own life and studying effectively. In Beijing,
her life changed dramatically

In her hometown, she wasaeell-knownchild artist, but ater moving to Beijing, that
changed

| had to work very hard but | was able to do comparatively well. Most students in my

class were from Beijing, and some of these

their jobs were related to art. At the time | wag able to speak Mandarin very well,

sometimes | really felt nervous to talk with people and my ability to take care of myself

wasnot vBecause ngy@arehts wanted me to concentrate on my studies, they
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tried to do everything for me; as a resuliald not developed good survival skifar

example, they never let me help taenily buy things because they worried that this

would waste myime. | did not how to spend money prope(personal interview, July 1,

2009)

Chen recognized her weaknesaesd t ri ed to better organize
succeed, but she tried her best to adapt to her new life. The most important thing for her was to
study.

Chends four year s HightSchbohgave keethetabiligylto daw a d e my
realistically. In 1983, after graduating from the high school, she entered the Folk Art and Comic
Book Art Department at the Central Academy of Fine Arts. This gave her a good opportunity to
work with different materials. In the 1980s, Chinese society became moreSipestill did not
know much about contemporary art, and the majority of the work in collectiorsttidants
were able to see did not include work from the fogiressionist period or aftddowever, when
she watched western films, she recognizedwiestern artistic concepts were different than
t hos e o fuddéntyil seamed td IBse interest in drawing and painting and became
interested in phot (pagsonalpnteryiewadulgl, 2009). nt ma ki ngo

In 1987, when she graduatedrh CAF, shechose to be an art teacher at the CAF high
school because she liked to paint, although the salary was low and life was difficult. She takes
the complexities, joys and sorrows of everyday life and converts them into serene visual images
of common objectsral everyday activitiedn 2003, Chen became an associate professor in the
Art Education Department at the Central Academy of Fine Arts.

Her artwork represents her feelings about everydayHifen though her artwork does
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not deal with what is consideredo b e O6i mportantd subject matter

art awardsAlthough she focuses on representing her inner emotions and feelings, her artworks
are well received in the art mark8ince 2000, she has had many important solo exhibitions,

including exhibitions at the Shanghai Art Museum in 2005 and the Sheng Zhen Museum in 2009.

Wu Ming Zhong

Wu Ming Zhong was borim Zhu Lu County, in the province éfebei, in 1963Wu was
born as a Protestant, as his grandfather was a clergymanditeéa brothers. His father was a
doctor who practiced Chinese medicine, and his mother was good at mending clothing.

As a child, Wu enjoyed drawing and often drew with his peers at elementary and
secondary school. When he was alddfliyearsold,oneohhi s parentsdé friends
abilities and suggested that they encourage him to become an artist. Thus, his mother found a
teacher to give him art lessons.

In 1976, while he was in high school, Wu decided to study at the fine art academy to
realize his longerm dream of becoming an artist. He put great effort into practicing painting and
drawing. However, due to his lack of professional art training, he did not pass the entrance exam

for university after he graduated from high school in 1979.
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Figure 9 Wu Ming Zhong working at his studio in summ2009
Later, he practiced pencil and color sketching while hekag paritime. In 1981 he
began working fulltime as a maintenance worker in a factory, choosing to work the night shift,
so hecould practice drawing during the day. In 1983, when he was 21 years old, he was admitted
to study in the Hebei Normé&lniversity Department of Fine Arts.
At university, Wu worked hard. He attributes this to two thingstHne changed his fate
Aby ntgakihe university entrance exam, changing
reali zed that doing his best was fAmy only cho
arto and was excited to know mol®e about it. (
During his studies, Soviet Realism was still the predominant style tdugtte was not
satisfied with this. He believed that good ar
technical skill. | always wanted to explore something that arred or illegible and not easy to
expr ess i(persanal mterdaewaltine 22, 2009).

He explored and learned different painting styles by himself. He also hoped to make
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some experimental art, i ntegr adaesthgticsiewmiato of Ch
oil painting, but he did not implement this idea.
After graduating he taught in his department, but he still wanted to be an artist. However,
he felt that the artistic environment in Hebei Proviwes not very good. He decided &ké the
graduate exam in Beijing. During his time as a MFA student, his life was quite challesigoey,
he had neither a job nor much monByt he continued to explore what he wanted.
In 1997, after graduating, he taught in the Capital Normal Untyek$e still was
interested in contemporary art and he started to explore differentrag fixing his personal
experience in a society undergoing radical ch
figures, 0 he bel i eecené mdtunednthis artestic boreatdon.8Mu pamtece d t o
people as though they were made of glass. Glass is fragile and so are people.
In 2003, with the help of the Chinese National Fund for Studying Abfeadtudied at
theRepin State Academic Institute ofif#ng, Sculpture and Architectune Russia for one year.
During his year in Russidme studied realism at the institute ligo went to see contemporary
art exhibitions and worked on his fAglass figu
In 2004, Wu came back to Beig. Since his studies at university, Wu had been looking
for a way to better express himself, something very difficult because he was working in a
Arel atively traditional environmento while wh
of 2004, heentered the local contemporary art scene by sharing a studio with a graduate student
in the village of Shuo Jia. After he moved there, he felt itivase a | | y wand hedqeiakly ul , o
became successfd.s one of Chinads | mpohadhsssolo cont empor :
exhibitiond including paintings and artistic installatidnn the Jing Ri Museumn 2009 and in
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Shanghai in 2010.

Wang Yan Yu
Wang Yan Yu was born in the seaside city of Qing Dao, Shandong Pranidi&§3. He
had two older brothers and@plder sister. His family lived between the city and the suburbs.
When he wasixyearso | d, t hey had financial difficulties
His mother was very busy making a living and did not have much time to care for Wang.
Therefore, he spg much of his time in the field and at the seashore, playing games with his
peers. Wang notes, AToday, when | think about
and my subject matter focuses on my experiengelofayi ng t hese(pgsomale s back
interview, July 2, 2009).
In 1969, when he wasevenyears old, he began studying in primary school. In addition
to practicing pencil sketching in the school art group during secondary school, Wang was
responsible for drawing and writing thegpers for the classroom blackboard. In 1977, after
graduating from secondary school, he discontinued higesttl help his mother with work at
home, as she was very ill.
In 1979, at the age of 17, he began working in a rubber factory. That same yexr, one
his coworkers was admitted to study at a fine art university. This, coupled with his desire to
escape from the harsh working conditions of the factory, inspired him to pursue art studies at a
university. Thus, Wang chose to work the night shift, sodudd practice color and pencil

sketching during the day.

11z



Figure 10 Wang Yan Yu working at his studio in sump2009

Between 1980 and 1985, he focused on preparing for the entrance exam. However, after
five tries, he was not admitted to study atuheversity.By 1985, he was no longer qualified to
take the entrance exam because he exceeded the age limitezfr@ble continued to practice
painting, however, under the guidance of He Yun Lan. There was no art market in China during
these years, antlang needed more time to take care of his family. Thus, in 1989, he decided to
give up drawing and painting.

In the 1990s, China started to reform its economic systachin 1995, he was laid off
from his factory. In order to make a living, he startetheke and sell crafts. He used materials
that were inexpensive and easy to find in Qingdao. He also created copies of ansifrlpaure
that he saw pictured in a baakentried to make original wood sculptures.

Influenced by his friends, he toakieyear to carve ove20 wood sculptures, including
basserelievo, and in 2001, he participated in the Beijing Art Exhibition andrésailt was much

better than he expected, selling all his carvings and receiving a lot of attention.
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During the year after thexhibition, he madalmost40 wood sculptures, and took part in
the 2002 Beijing China Art Exhibition. He bel
chance to exhibitmywoeshar t wor ks in the Beijing Art Exhib
worker making arts and craftshoe c omi ng an artisto (personal i n

In 2002, he became a sculptor and started to make a living by selling his work. In 2006,
the art market was booming in China; influenced by his friends, who madergey selling
their paintings, he deci ded {tpant¢drdewtind pai nt t
practiced in order to pass the wuniversity ent
However, he was finally able to benefit from all thagiice hehad donenany years before.

In the beginning, he painted landscapes, abstracts and political subjects, following the
popul ar trends of other artists. Although he
fima t u r evasot td@gaied by critics until he started to paint his family life and his
childhood experienceSoon, all of his sculptures and paintings dealt with this subject matter. He
had a few solo exhibitions and found that people were willing to buy his paintings apiises.l

In 2007, he moved from his hometown in Qin Dao city to the Song Zhuan Artist village
in Beijing. He has been staying in Song Zhuang by himself, and returning home during Chinese
festivals and holidays. He believes that staying with a few huredred i st s gi ves him

confidence and the ambit i (persornaldntetviews dumn2, 2089).s uc c e

Huang Huan
Huang Huan was born in Beijing in 1977. She is an only child. Her mot#eeaw
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professor, who taught oil painting at a wmisity, and her father was a musical editor at Chinese

Central Television.

Figure 11: Huang Huan working at her studio in sumn2€09

Because her parents created an environment that nurtured her atistapdhent,
Huangbecamea famous child artisHer artwork received both international and national awards
when she was a child. The Si Chuang Art Publishing House published a collection of her
sketches, and her drawings were in textbooks. Shepgmattanities to travel in Germany, Italy
and Austrian 1986, and go to Moscow with her mother in 1988 because of her talent in drawing.

She graduated from elementary school in 1989, and her artistic ability allowed her the
opportunity to study atthewalle spect ed Bei jingds Eiwahl2h Mi ddlI
yearsold, she was awarded one of the ten National Hopeful Stars for her artistic abilities. At age
13, her school hosted a solo art exhibition for her artwork.

During her final year of secondary school, she decided to take the entrance exwam for t

high school of Center Acadhy of Fine Arts (CAFA), which trains young artists. In order to pass
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the entrance exam, she put great effort into practicing pencil and color sketching. In addition to

taking art classes designed to prepare students for €AR#kance exam, she practiced with

university students at her motheros studio.

In 1992, she was admitted to the high school of CAFA. In the3iystars, curricula
focused on helping students to improve basic techniques. Huang decided to study Chinese
panting in her fourth year of high school at CAFA.

In 2001,for her graduate exhibition, she painted a series of portraits of Tibetans whom
she had seen during a visit to Tibet. She used Chinese painting technique for her graduate
exhibition, but she did ridike the results because she felt that she was imitating the language of
other artists in her images

She started to study for her MFA in 2001, and she created works with different materials
instead of doing Chinese painting. Her subject matter foquserily on her personal life and
experiences as a young woman.

In 2003, Huang started to study for her Ph.D., which at the time was the first Ph.D.
program for visual art in China. During this time she also taught art courses at different
universitiesand participated in domestic and international art exhibitions, receiving several
awards.

In 2007, after graduating and receiving her Ph.D., she worked at the Beijing Fashion
College as an art teacher. She recalled the story of her lifeugnidcanvasand one day hopes to
make an animated version of her life.

Huang was a famous child artist, and was good at sketching using lines. But in the
procesf taking thethe high school of Central Academy of FineArtse x ami nat i on,
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think that a usingingle line to represent images was right, and tried to follow the Soviet realistic
pencil sketching method usipdural lines to represent images. During her studies for her B.F.A.
and M.F.A., she recognized that using lines to create images was @h&odd artistic style.
Especially after seeing the Buddhist murals of Dunhuang, and copying and sketching some of
them, Huang had a better appreciation of uaisggle line to represent images, and her use of
line became more mature. She believes tiaptocess of creating her paintings for the graduate

exhibition of her M.F.A. made her a more mature artist.
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CHAPTER 6: CROSSANALYSIS

In order to better exploreow the social and cultural development in China impacted the
art learning of thosewhotko part i n t hi s st uexperientesidtothreeded ar
categoriesformal, nonformal, and life learningsge p. 6)These three types of art learning are
used to classify participantso ex,pvBicharences ac:
analyzed in the Cros&nalysis chapter: the Early Art Learning Experience, Learning Art to
Become an Artisand Artists Learning about Art (seef).

Early Experience of Learning Art

During this phase, {omalapdderatt [eacningaediscassedf or ma
in order to understand the process of art learning. Morethereasons for, and the process of
deciding to become an artist, and the reasons for choosing their majors in fine arts are discussed.

Learning Art to Become anArtist

During this pxbaienees of hetomingaan drtistare analysgdrmal,
nonformal and life art learning. Furthermore, the creative processes in which the participants
considered themselves artists are discussed.

As an Artist Learning about Art

During this phase, the f ocudgormalsnodformal parti c
and life art learning after they considered themselves to be artists. Moreover, the process of their

artistic creation and the context in which tlveyrked are discussed.
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Part One: Early Experience of Art Learning

The participah s 6 experiences of art | earning, fror
professional training from an institution in order to become an artist, is seen as the early
experierwe of art learning. Depending on their cultural and social backgrounds, differen
participants had different periods of time that delineated their early experience of art learning.

Some of them, like Shang Yang, Chen Shu Xia, and Huang Huan, started their
professional training after graduating from secondary schaw@nwhey entered a high school
for fine arts. Their early experiences of art learning generally were before they were 15 or 16
years old.

Others, like Liu Bing Jiang, and Jin Zhi Lin, enteegdacademy of fine arts to study
after graduating from high school or teacher training school. Their early experiences of art
learning were before they were 19 years old.

However, three of the artists in this study entered a university after working by
themselves for some years. Wu Ming Zhong did not enter a university to receive professional
training until he was 23 years old. Cao Ming Qiu entered a university in 1979 when he was 32
years old. Kong Zi had a special experience because of the CulturaltRevobhe did not
finish secondary school but went to the countryside to receigdueation. In 1971, she joined
the army and became a soldier, and there was involved in making political propaganda posters
with professional artists. This experience cblok considered as professional training without a
certification for her. Therefore, although she went to university when she was 37 years old, her
experience of art |l earning in the army was pa

early expernce of art learning continued from her birth until she entered the army.



Formal art learning in elementary and secondary school

Influenced by the political climate, the policies of the public education system in China
have often changed in the past Fadhtury. However, except for the period of the Cultural
Revolutian, basic education in China consisted of-pecdool (kindergarten), @ne-year
compulsory education from elementary to intermediate school, and a high school education that
includes ordinar high school or technical anbcationalhigh school (Ministry of Education of
Peopl eds Republic China, 2011). The I ength of
five and sixyears and the number of years spent in secondary school has alwajsb®egears.
During the Cultural Revolution, from 1966 to 1976, there were 5 years of elementary school, and
2 or 3 years of intermediate school, and 2 years of high school.

However, sometimes, after graduating from intermediate school or high sdndehts
had to go to work in the countryside or in a factory to learn from peasants or workers instead of
learning in school. Furthermore, from 1966 to 19diiversities stopped recruiting students
through the use of entrance exams.

Af t er 19 8 @étipnal Education Blan edtablished a apear compulsory
education system (Ministry of Education of Pe
six years of elementary school atileeyears of intermediate school. Although students were
expectedo finish elementary school Bix years, some were able to graduate early and start
intermediate school at an earlier age. For example, afténjeastears of elementary school,

Huang Huan was admitted into an intermediate school because the sclemtééXyer to be able
to help them win art competitions and encourage other students to learn art.
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In addition to ordinary high schools, China also teefinical androcationalhigh schoad
specialized for specific skills, such as art. Four of the paattgpdiscussed herein studied at
Academy of Fine Arts high schools, and one participant attended a teacher training high school.
Three of the participants attended ordinary high schools, while the remaining two did not attend
high school at all: one of thebecause of reducation in the countryside during the Cultural
Revolution, the other one because of family issues.

Based on my analysis of the interviews, | found that in elementary and intermediate
schools, art classes were available for students beaduhe national educational guidelines in
China. Ordinary high schools did not offer art classes until 2001 when the new National Art
Education Guideline was published. Therefore, the discussion of formal art learning in this
analysis includesonlytrex per i ence of el ementary and intern
for one interviewee who studied ateacher training high schodlhe experience of the four
participants at the high school of the Academy of Fine Arts will be placed in the section
concerning learning to becaan artist.

All but one of the participants, Cao Ming Qiu, had art classetementary schoodl|
but two, Cao Ming Qiu and Wu Ming Zhong, had art class@st@mmediate school. In fact, Wu
Ming Zhong could not rememberthe intermediate school he attended even offered art classes.

Most of these artists remembered that their primary and secondary schools offered art
classes, but they could not remember exactly what they learned and have some very vague
memories about hothe teachers taught them art or what they drew. Only two of the participants

believed that the art classes offered in schools were useful.
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For mal art | earning: What ?were the art tea
Most art teachers in elementary schools were genstatiswever, in intermediate
schools, most ahe art teachers had professional training in art, and some of theédhidiese
painting.
Except for Jin Zhi Lin, whose art teacher was akethwn local painter of Chinese
painting the elementary teachers evtaught the participants were not professilynahinedart
teachers.
In intermediate school, Jin Zhi Lin, Liu Bing Jiang, He Yun Lan, Shang Yan, Kong Zi,
Wang Yan Yu, and Huang Huan had professional art teachers, while local Chinese painters taught

Jin Zhi Lin and Kong Zi.

Formal art learning: How did art teachers teach in school?

All the participants recalled that in battementary and intermediate school, art teachers
usually demonstrated how to draw things on the blackboard using chalk, andigm@stopied
them. Only Huandgduan mentioned that she copied pencil sketches or watercolors from
textbooks in intermediate school in the late 1980s.

Students in art classrooms have used art textbooks since the 1980s, but from the
liberation in 1949 untithe 198@, only art teachers were provided with reference materials.

Based on the artistsodo recollections about
that the main teaching method at schools was a teacher demonstrating an image on the
blackbbarand st udents copying it. I n both el ement ¢
expression was not encouraged in art classes.
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Formal art learning: What art supplies did students use?

Most of those interviewed remembered that art supplies consisteality of paper,
pencils and crayons, while blackboard and chalk were the most common teaching tools for art
teachers.

As Kong Zisaid,inthet 96 0s, fAWe al ways drew a five poi
the art teacher instead of using a still bfeactual object. It was very simple. First we used a
pencil to draw i mages an (persomakinerview, July P9 20091 he m w
Chen Shu Xia said that pencil and paper were the main materials used in art cliesE370s.
Wu Ming Zhong also talked about how inthe 1870 fart suppl i es were in
guality was also poor. | still remember that
interview, June 22, 2009).

Before the early 1980s, good quality art supplieseNacking in China. Kong said that
her uncle and aunt bought a box of twefayr colored pencils for her. All the children were
envious of her. Aln those year s, children rar
July 29, 2009).

Jin Lin Jn mentioned that in alition to pencils, he had ink, watercolor and brushes to do
artwork in primary school before the Second War. This is because before liberation in 1949,
brushes and ink were the basic tools for writing in China. After the liberatioshes were no
longer the major writing tools, with pens taking their place because they were more convenient
and easier to use.

After the late 1980s, Huang Huan began to draw with watercolors in art class. At that
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time, China was undergoing a reformg #¢ecconomy was rapidly developing and the standard of
living was rising. Consequently, different kinds of art supplies became more available than
before.

In the interviews, all artists mentioned they used pencils to draw in their childhood.
Children like b use pencil because it can be easily erased. As Kong Zi said, before going to
primary school, she enjoyed drawing in the morning aplencilii because | was abl e
After studying in primary school, | used crayon to color my drawmingst classes. Soon, | lgd
to draw i mages using pencil; then, used crayo
2009).In my experience, pencil is the most common drawing tool for Chinese children.

Before the 1990s, especially during the Culturaldkeévon, there was a lack of art
supplies in art classrooms because of the poor economic situation in China at that time. In
general, during this period, the basic art supplies that students used in schools consisted only of
pencils, paper and crayons.2600, when | took part in the national survey of art education to
evaluate whether different provincesodé art edu
requirements set out in tiNational 18Year Plan for Art Education in Schools (1991 to 2000)
noticed that in the developed areas, schools had art classrooms with computers, and students
were offered different types of art classes, such as classes in pottery, graphic design, print, and
sculpture. However, in developing areas, art teachersisgéitl blackboard and chalk to teach,

and students used pencil and oil pastels to draw.

What did art teachers teach in school?
As mentioned above, only some of the participants could remedetagls about what

124



the art teachers taught them at art classeoom

It is not easy to analyze what students were taught before the Liberation in 1949 since the
only interviewee wh received art education at that time was Jin Zhi Lin. He could not recall
what he learned in elementary and intermediate school exceptgahiog connected to his
artistic personality. He said that he always remembered

[tlhe teacher drew a pine tree on the blackboard as an example to let us copy in

elementary school. His lines for the tree were very smooth, but | drew a distorted image

even though there was an example. | was not able to draw an accurate outline. This is my

nature. (personal interview, August 07, 2009)

Based on this example and the art textbooks that were published at that time, | conclude that
copying was one of the teaolgimethods used.

In the period between the Liberation in 1949 and the 1980s, art teachers from both
intermediate and primary schools taught students to draw things that had political meaning or
reflected events and ideas of that time. Kong Zip, Giewp Xa, and Wu Ming Hong alll
mentioned that red flags, fiy@inted stars, and Tiananmen Square \ileeemost popular things
to draw in art classrooms.

Kong Zi was not able to remember what she learned in intermediate school except for
drawing fivepointed stes and an apple. In fact, she ostydied in intermediate school for less
than 1 yeabecause the Cultural Revolution had just started. Chen Shu Xia had art class in
primary school during the Cultural Revolution, but she was not able to remember what she
|l earned except that A[i]n the intermediate sc
the art class, the art teacher drew an image, such as a ship, a red flagpanfe@ star and so
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on. Then, students f opetsanbindedsiew, July 1, 200PAttiee r 6 s e x a
same age as Chen Shu Xia, Wu Ming Zhong did not have a professional art teacher, and he just
remembers that he drew red flags and Tiananmen Square in primary school. Because he did not
have a memory of later art classles,thought it was possible that he did not havelass at the
secondary school.

From 1949 to the early 1980s, the things children drew in class had political meaning. |
remember that children also drew similar things after school. The red flag @netpeinted
star are integral parts of the national flag, while Tiananmen Square is an iconic symbol of the
capital of Qiina, Beijing. Some things reflected the important events or ideas of the time, such as
a ballot box, a red guard, or a big smokingmiey.Wang Yan Yu said that sometimes he drew a
Red Guard at work; other times students drew sunflowers, pigs, peanuts or chickens. Wang liked
to draw tall smoking chimneys, thinking that

they were 6l ovely. 6 Today iwemsassgmbolfor as pol |

modern society. When | thought about what

thought of it as an image full of smoking chimneys. At school, | also learned how to

make a pencil sketch of an e@gersonal interview, June 22, 2009)

The Ral Guards that Wang mentioned he drew in art class were one of the products of the
Cultural Revolution. In order to strengthen the national economy and make it develop rapidly,
the Chinese government made an effort to transform the nation from aritagaléoto an
industrialized country. As Wang Yan Yu said, smokestacks were seen as a symbol of
industrialization and teaching how to draw peanuts, chickens and pigs in art classes was not only
because children liked them, but also because they reprdsagricultural development.
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Similarly, Shang Yang remembers his art teacher drawing a broom and a box with the
characters of fABall ot Boxo0o on the board in th
encouraged to participate in working, anddof labor was a part of moral education. Therefore,
working tools such as brooms Wekngissasten as a s
glorious. o In 1954, China had its first democ
aballotboxteannounce the event to t hdnlf54 aemocratic asses
voting first occurred in China, a very important event in Chinese politics that was reflected in the
schoolso (personal interview, July 10, 2009).

In the 1980s, with the enomy developing rapidly, the lifestyle of the Chinese people
started to change, and people began to have televisions and other appliances, and art teachers
started to teach students how to draw televisions. Huang Huan, who studied in primary school in
the1980s, remembed A Once my art teacher taught wus usi
head and other small circles as eyes... Sometimes, we also used a ruler to draw a red flag, or a
televisiono (personal ioughtthatthisiwaswecaua thogse 31, 200
years,school art textbooks hatlese kinds of exercises. She had art class in the first and second
grade in secondary school, and often copied the examples from art textbooks, including pencil
sketches or watercolors.

Only two of the participants, Shang Yang and Wang Yan Yu, clearly stated that the art
classes offered in schools were helpful. Shang Yane@inrh at hi s pri mary scho
gave him a good foundation in art, although he did not have any impressions alattlass
in secondary school. However, Wang Yan Yu had a more positive memory of his art classes in
primary and secondary school because he learned how to draw roosters, chickens and so on.
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Shang Yan only rememlestthat his art teacher received prai@sal art education, but
Shangecould not recall what he learned and how he was taught in secondary school. Shang Yang
was i mpressed with his primary art <c¢class, sta
school 0 ( per s on 200D9) hermddeeatevminedthen td helaryarttitvdeyer, this
was not the case for the other students in his class. This was because the art teacher encouraged
him to develop his creativity based on his personal artistic ability, which was influencesl by hi
artist fatherShangyag r ecal |l s t hat his primary school ar
mano (personal i nwhe comsidered him asualggod ex@mple Brdi 9 ) ,
classmates. The teacher often made chalk drawings for the studemy, toutdecause Shang
Yang was taught by his father, he was able to
the teachero (personHebkadi nterview, July 10, 20

| drew a young pioneer who was sweeping the classroom with a broom, with othe

cleaning the windows. | was able to draw a part of my classroom and the activities of a

group of students. The teacher was surprised and believed that | had the talent to become

an artist. | still remembered that in 1954, democratic voting first octurr€hina. This

was a very the important event in Chinese politics, and of course, it was reflected in

school s. My art teacher used a piece of <ch

the side of the box. | drew a man who was voting in front ob#tiet box and other

people waiting in line. My teacher was very happy and thought he was not able to draw

this kind of picture. He always gave me full marks. | knew why he gave me full marks

because he hoped to encourage me to create my own art basedm@wings on the

board. This was very useful for me to become interested in creation instead of copying.
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(personal interview, July 10, 2009).
Wang Yan Yu recalled that his art teacher showed the class how to draw a pig, and then

the class followed his gtruction. The teacher always used contours to make his drawings, and

colored them with crayon. Wang thinks that th
nice person, and | | earned how to draw a pig
2009) . Wangb6s secondary school art class was
memor able. The art c¢class was fAmy favorite cl a

special art classroom. | believe that my art teacher had receiviedgomal training. Ithe class,

we often drew an ol d grandfather or a Red Gua
Based on these artistsod experiences of for

educati onods ¢ theamomml andpditalledueatdon of theirtstudents from 1949 to

the 1980s. At the same time, what students learned was influenced by theuttocad contexts

in which they grew up. Before the 1980s, in art class, children learned the simplified version of

what adults caad about, represented by geometric symbols that students could draw with rulers,

such as flags and fivgoint stars. In addition, Huang Huan and Wang Yan Yu mentioned that art

classes offered pencil sketching. Huang recalled that in the late 1980s, stmeentopying

images from textbooks without the teacher demonstrating on the blackboard. Ifot #&4,

first time sincethe liberationart textbooks were used in primary and secondary school. At this

time, art education became more important thanrbend art textbooks were written especially

for students.
At the same time, this also reflects that before the late 1990s, the concept of art education

in China was still very restrictive. Influenced by iVestern notion of art education, some
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researchies acknowledged the idea of sekpression. For example, Yang Jing Zhi, in
Understanding Contemporary Chil dren@®99%Art wor k
andArt Education and Development of Human Bh@99), argusthat children hee their ovn

ways to represent their ideas and feelings. However, art education for children was impacted by

the art concepts of the Chinese art community and the idea that realistic representation was the
only style for children to learn, rather than setpressia. Art teachers did not recognize how

important the role of sekéxpression was in the growth of children. In school art education, art
teachers did not let children express themselves using their own stories about their own world.

In art class, studentsanre not encouraged to explore their world or to engage i self
expression; on the contrary, they were expected to copy the images that their teacher
demonstrated. If children drew in their own way, or drew their favorite things, adults or teachers
would think what thechildrendid was graffiti, and they were not serious about learning.

Generally, realism was the only standard of assessment, even though the majority of the children
were not able to draw or paint realistically. At that time, even some aheiesadid not have this
ability. Hence, in art class, only simple images were drawn. According to the participants in this

study, school art education did not play an important role in éingstic growth.

Non-formal art learning before receiving the professional training in fine arts school
or university.

Non-formal art learning includes two types of learning. One involves individuals who
enjoy drawing or painting and hope to improve their ability. This learning often occurs with
individuals involvedm a small art community or art activities, or those with links to people who
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have some advanced techniques. For exampl e, i
learn from people who have painting skills. The learning objectives and corgenose flexible
and mainly depend on what teachers are good at or what students are interested in.
The other type of neformal art learning is to prepare for the entrance examination for
art high school or university. Generally, in China, the qualitgro€ducation offered in primary
and secondary schools was not advanced enough to help students gain admittance to a fine arts
high school or an academy of fine arts. Therefore, students had to practice out of school.
However, during the Cultural Revolutipuniversities stopped enrolling students. Although they
started admitting again in 1972, acceptance teausity was based on family background and
the personal political performance of potential students, instead of passing an entrance exam.

Thereforeat that time, learning art for the entrance exam of a university did not exist.

Non-formal learning: Individuals liked to draw and hoped to improve their drawing

ability.

The natureofnoh or mal art | earning i s bamstadceson an
Each interviewee had different experiences, but, in general, they learned from their parents,
private art teachers or in school art groups.

Shang Yang and Huang Huan learned from their parents because their parents had
professional skills. Thelgegan to learn skills similar thosetheir parentdearnedwhen they
were young. Shang Yanghosefather was good at Chinese painting, seiid was bor n wat
my f at h e (pergoaal imerview, gufy 10, 2009).

He began copying Chinese landscppetings when he was seven years old. Huang
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Huandés mot her encouraged her to use | ines t
four years old. Her mother took her to the Beijing zoo to sketch every month, taught her how to
observe and depict timovements of animals and took her to different cities to draw. Her mother
encouraged her to draw with a pen insteadérecil because she wanted her daughter to be able
to draw boldly and confidently. These two artists developed good skills when theyousng.

While Huang and Shang were taught and encouraged by their parents, Jin Zhi Lin, Chen
Shu Xia, Cao Ming Qiu and Wu Ming Zhong received instruction from tutors. When Jin Zhi Lin
was studying in secondary school, he stayed at the house of aachdria local welknown
Chinese artist, who taught him Chinese painting during holidztysn Shu Xia was 11 years old
when she began to learn Chinese painting; she also learned pencil and color sketching from an
oil painter. As a student during the Qull Revolution, Cao Ming Qiu had a teacher in the
secondary school who found that his handwriting was very good. The teacher taught him
drawing techniques as well as some color sketching, after school. Wu Ming Zhong started
learning Chinese painting froenChinese painter at the age of 12 when a family friend told his
mother that he was talented in art.

Most of the participants took part in school art groups, but everyone had a different
experience. Chen Shu Xia, Huang Huan, and Kong Zi did not enjg\atttaiities in the groups,
but Wang Yan Yu liked participating in the groups very much. Chen Shu Xia rarely drew in the
group becausshe did not learn much in the school art group compared to what she learned from
her private art teachdrike Chen, Huag Huan had similar experiences in her school art groups,
recalling that when she was in middle school, she participated in the school art group, which had
over twenty students. The art teacher often asked us to draw still life. | was not interested in
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doing that. In fact, I did not know how to do it and | really did not want to do it. | was continuing
to focus on my line sketchin@oersonal interview, July 31, 2009)

I n Kong Zi 6s secondary school art group, h
who taught students Chinese painting. However, Kong Zi preferred to do pencil sketches rather
than Chinese painting. Less than a year after the Cultural Revolution began, this art group
stopped. The only participant who believed that the learning in thedagoschool art group
was very useful was Wang Yan Yu, because there he learned how to do pencil sketching.

In terms of norformal art learning, the majority of the participants believed that learning
art from parents or from private teachers was moec®fe than learning art in art groups at
school. In private classes, participants had the chance to decide what they wanted to learn and
teachers decided what the students should learn based on their level, bwcimabl art groups,
art teachers chosehat the students should learn based on the level of the majority of the
students and on the teaching plan. Therefore, the participants who had better artistic ability, like

Huang Huan and Chen Shu Xia, were not interested in learning in school groups.

Non-formal art learning: Learning in order to be admitted to art school
In the process dearning art, all participants received ri@mmal art learning with
professional private training in order to pass the entrance exam for high school or university o

fine art.

Nonformal art learning The contents of neformal art learning
In order to pass the entrance exam for university ofirierarts high school, students
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needed to focus on four subjects: pencil sketching, color sketching, sketching tagdigl
artistic creabn. However, the participants emphasized the importance of pencil sketching skills
in order to pass the entrance exam.
There werdlifferent standards of pencil sketching before and after Liberation in 1949.
After 1949, the Chistyakomethod became the only method to teach art in China (Duan, 1996, p.
3). Pencil sketching was thought to be the foundation of all artistic creation and should be three
dimensional because this is one of the basic features of an object. This methodhelpmly
learners to develop their artistic ability in two ways: sketching real life and copying other
peopl ebs pencil sketches.
Jin said that before 1949, the National Co
1949) was influenced by French prepressionistic art because its president, Xu Bei Hong,
studied art in France. He wanted to recruit students graduating from intermediate school instead
of high school so that atwery early age, they learned that painting should be based on
observation and @sts should not rely on theory to paint. If an individual had a strong grounding
in theory, it would be easy for him or her to produce work that lacked expreSsidents from
secondary school, he felt, had more acute sensitivity in their artwork.liéudzbthat students
should learn pencil sketching by drawing plaster casts of Greek and Roman sculptures. In order
to pass the exam, Jin Zhi Linbébs classmateds b
painting and calligraphy group.
After the Libeation, the profesional art education system in China was influenced by
the Soviet Union system, using the pedagogical system developed by Pavel Chistyakov. As Chen
Rui Lin (2006) points out, A[i]l]n 1953, the Na
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penci | sketching teaching methods, and furthe
believed that Chistyakovds pedagogical system
Afaccurately depict the ext elO5bdHe Miaigirpleegantance of
implement administrative measures to advocate the program (Pan, 2003, p. 53). On the one hand,
it enabled students to improve their realistic painting skills and gave them the foundation to
create realistic works. It alsoencaug e d t h e fendariciasrofestudests. Oncthe other
hand, Athis approach was 1 mplemented by admin
Europe and Japan were excluded. This means that in China, there has been only one concept of
teachingsice 19550 (Chen, 2006, p. 198). Although
Union were ruptured by 1957, even this did not change the situation. AfierGien g of Four O
was removed from power in 1976, Chinese society started changing and bezagimgly
impacted by Western culture, yet the standards for the university entrance examinations did not
significantly change. As a result, in order to take the college entrance examinations, people had
to practice pencil sketching in the same way. Ewehd92, the youngest interviewee, Huang
Huan, still followed this way to practice pencil sketching in order to pass the entrance exam
Therefore, it can be said that this standard existed until the early 1990s.

Based on the interviews, it is clear to gd®at the interviewees learned in order to pass
the exam. In 1955, in order to pass the university entrance exam, Liu Bing Jiang and his friend
went to the Beijing library and copidke pencil sketches of Xu Bei Honbhey also copied the
works of llya Yafmovich Repin (18441930). Similarly, in 1955, in order to pass the entrance
examinations for fine arts high school, Shang Yang drew bowls, eggs, and onigaalisti&
style with pencil or watercolor at home, as well as participating in the schgpbap to sketch
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still life, fruits, or sketching landscape outside. Finally, in 1957, he was admitted to the Wuhan
Art Normal School.
In 1979, Chen Shu Xia was admitted to the Central Academy of Fine Arts at the age of 15.
She said that in the beginnirghe learned Chinese painting. However, in order to meet the needs
of the university entrance exam, she started to learn pencil and color sketching from an oil
painter. This teacher believed that his goal
(pero n a | I nterview, July 1, 2009) . Chends abil i1
by her story about when she was 12 years old; she hung a gouache painting of a pot on the wall
of her teacher 6s house. wifetmistoak & forsaceal pat, feadyto k e t h
remove it off the wall.
The supremacy of Russian realism as the major artistic standard in China forced students
who had developed the ability of depicting images in other styles to follow it and to give up their
old skills. For instance, Huang Huan, who had been doing line drawings since she was 4 or 5
years old, had never drawn in the Russian realistic style before deciding to take the entrance
exam for the high school of the Central Academy of Fine Arts. ShioHadrn to sketch using
repeating lines to depict objects in order to be admitted to the high school of fine arts. She said
that her experience of drawing with single lines was a great help and allowed her to pass the
exam even though she only receivedirni ng for a | ittle over one vy
the time, | suffered. | thought all my experiences of drawing were nothing, and believed that all
the methods that | wused to draw and paint 1in
2009). She mentioned that the High School of the Central Fine Art Academy had standards for
pencil sketching, quick sketching and color sketching based on the Russian realistic style. A
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quick sketch, for example, required that the student used repeatimgtiddad to have the
correct proportions and structure of the figure. If students failed to follow these standards, their
work would have been criticized. Therefore,

we had to practice drawing and painting according to the methods and style of the school

|l had used single |ines to draw since | wa

guick sketching for a while, | started to

think about it, | think how silly everything waersonal interview, Julgl, 2009)

Huang Huandés experiences in high school i n
the painting sketches of her cl assmates were
were very realistic, Al i keinténiew,dWy 35 80809).whi t e ph

Wu Ming Zhong started learning to draw and parthen he was about 12 years old.

When he first started taking the exam, he was never able to pass it because his art teachers had

not been trained in the Soviet realism style. kheoito get instruction from a teacher who

received this training in a fine arts academy, he travelled three hours to another city to see the
teacher every week. He believes that this tea
pass the entraneex a m. However, he didndét know what the
he got the chance to participate in the exam. After taking the exam, he understood what the
accepted standard for pencil sketching was, and began to practice pencil sketchinggalie

standards. He was admitted to university after taking the exam for the second time.

Almost all the participants mentioned that they learned pencil and color sketching from
professional teachers. If an individual had received good training fextra, or had a teacher
who was familiar with Soviet realism, it was quite easy to pass the exam. For example, Liu Bing
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Jiang, Chen Shu Xia, Huang Huan and Shang Yan received training that followed the precepts of

Soviet realism. As soon as they gradudteth secondary school or high school, they were

accepted to the Academy of Fine Arts or High school of Fine Arts. In other cases, individuals had

to take the time to learn the principles of Soviet realism in order to pass the entrance exam.
Basedonthegpr t i ci pantsodo stories, although pencil

in order to enter a fine arts school, sketching figures quickly, color sketching, and artistic

creation also had be practiced. Generally, if students developed the realigitogidlpencil

sketching well, the other three skills were easy to prepare for. Quick figure drawing required

i ndividual s t o dealsti styld, and artistis €reafon \8as Isased on tha

subject matter for which students created a diraftolor sketching, students often used gouache

to draw il life. Chen Shu Xia, a teacher at the Central Academy of Fine Arts, explained why

gouache is used for color sketching instead of watercolor or oil paint. She pointed out that

making watercolor @eds technique, and oil painting needs more time to finish. However,

gouache dries quickly and is easy to finish in three hours. Nowadays, acrylic is sometimes used

in examinations; however, gouache is used more often because it is cheaper.

Nonformal art learning: Different ways of studying for the entrance examination

Before and after the Cultural Revolution, students learned art in different ways: from
private teachers, learning at various institutions such as cultural centers, or in art classes, in
sdhool art groupshy themselves or learning with a peer group. In fact, most students used
several methods at the same time to grefor their exam. Participants who graduated from
secondary school during the Cultural Revolution did not have a charadeetthe exam.
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However, after universities began to recruit again, they also took this type of art learning in order

to be admitted to schools.

A. School art group.Before Liberation and before the Cultural Revolution, Jin Zhi Lin,
Liu Bing Jiang and Shandan learned art in school groups, and believed that practicing in the
groups was useful for the exam. Yet, after the Cultural Revolution, Chen Shu Xia and Huang
Huan thought that they would not learn more in a group setting, therefore, they rarely
partichbat ed i n the art groupobés activities.

B. Private teachers or art classes for the entrance examhese classes were offered by
artists or local cultural centers. Chen Shu Xia, Wu Ming Zhong, Huang Huan and Wang Yan Yu
were taught by private teachers whileparing for the exam. Huang Huan, Wang Yan Yu and
Wu Ming also participated in an art class in a local cultural center for the exam.

C. Seltteaching. Some of the participants prepared for the entrance exam by themselves.
Liu Bing Jiang, Shang Yang and Clling Qiu had this experience. Liu often went to the Beijing
|l ibrary to copy some artistso6é pencil sketches
using pencil or watercolor at home, and went to different art exhibitions.

D. Other ways of learning.Some participants, unlike those mentioned above, had

di fferent soci al relationships and codércumst an
approaches to | earning. Huang Huandés mother t
was abletogotber mot her 6s studio and do pencil sket

students. On the contrary, Wu Ming Zhong lived in an isolated area, forcing him to go to another

city to study in a college as an auditor in order to get instructions.



Non-formal art learning: The process of learning to pass the entrance examination

The kinds of preparation and learning listed in the last section were influenced by
whether students were admitted to professional art schools or if they gave up taking the entrance
examto univesity art schools. Jin Zhi Lin and Liu Bing Jiang were admitted to the Central
Academy of Fine Arts after graduagy from high school, and Huang Huan, Shang Yang, and
Chen Shu Xia were admitted to a high school of an Academy of Fine Arts afteatngdrom
secondary school. How long they spent learning was determined by when they were admitted to
the academy. Jin Zhi Lin spent more than a year preparing for the exam; Liu Bing Jiang, Huan
Huang, and Shang Yang prepared for more than 2 years;reamdShu Xia, who began studying
at a very young age, prepared for the exam for iveryears.

Other participants did not have the opportunity to study in an art school when they
graduated from high school or secondary school. Because they workedlitinagfr paritime
job, they had to take this kind lgfarning after work. Cao Ming Qiu spent an extra year to
prepare for his exam, feeling he needed more time to prepare. Wang Yan Yu did not start this type
of learning until he was 25 years old. He degears from 1984 to 1989 preparing for the
entrance exam. He passed the examination of professional skills twice, but he did not pass the
other exam that included mathematics, Chinese, politics, English, history and geography. Wu
Ming Zhong took 4 year® prepare for his exam, and said that when he started in the Fine Arts
department of Hebei Normal University in 1983 department had recruited only fifteen new
students. He was 21 years old, in the middle of the class in terms of his age. Thetwdidest
was3 years older than him, and the youngest one was 4 years younger. When universities started
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to recruit students after the Cultural Revolution, fine arts students were a mix of older and
younger students. Wu stated that in the Fine Art depatirienbig difference in age between

the students was because entry into the department walcverynp et i t i ve . 0

Conclusion

This type of norfformal art learning to pass the entrance exam plays an important role for
the students beoaing an artist. Intherat i st s6 ear |l y expeformaartces of
learning included two situation®ne is that individuals studied art out of art classes offered by
their schools based on the requirements of the after school activitiedNattbeal Education
Plan. After-school activities were included in National Educational Plan since Ministry of
Education published@he Regulation of Secondary School (DraftfiRegulation of Elementary
School (Draft)in 1952 (Ministry of Education, 1952) order to help thasstudents who had
some talent in art develop their artistic ability. The other is that individuals studied art in order to
be admitted to art school. Participants were able to develop their artistic skills using this type of
learning. Even though Wang Yam was not able to pass the exam and finally did not study in art
school at university, he believes that this learning built a foundation of techniques that enabled
him to become an artist in the art market.

It also reflects that there were differentladrning conditions in China, such as high
guality art teachers, visiting art exhibitions and the availability of art books in libraries in
different places. Participants who were from large cities such as Beijing, V@nda@ingdao
had better learning adlitions than others. Participants from small cities, such as Tang Shan,
Shuang Feng and Zhu Lu, experienced more difficult conditions while preparing for the exam. In
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Beijing before the Cultural Revolution, when Liu Bing Jiang decided to become anhertistd

many opportunities to learn art for the exam. For example, he copied realistic pencil sketches
with his good friend in the |ibrary, went to
works and participated in art classes offered by theti@l Academy of Fine Arts.

Although Wu Ming Zhong had studied painting and drawing, because his art teacher did
not attend an Academy of Fine Arts and had not received training in Soviet realism, he was not
able to pass the entrance exam. In order tang&uction from a teacher who had graduated from
an Academy of Fine Arts and wimsis familiar with Soviet realism, he spent six hours a day
commuting to another city to study with this teacher. If they did not have an art teacher familiar
with Soviet eaching methods, students had to spend more time preparing for the entrance exam,
or take many detours in order to achieve their goal of entering an art school.

This kind of study is intensive and requires a great deal of time investment. Jin Zhi Lin,
Liu Bing Jiang, Shang Yang, Chen Shu Xia and Huang Huan studied outside of the school
environment. In order to have more study time, Wu Ming and Wang Yan Yu chose to work the
night shift at a factory and paint during the day. The content of this type eaeririg was

focused on developing the realistic techniques.

Early experience oflife art learning

Life art learning plays a very important role in the process of learning aemWh
participants told their stories tieir early art learning experiencdsey also often mentioned
some of their aesthetic experiences. Thesmsd not to be directly related to the art learning
experiences, but these events had a great influence on the themes and styles of their later artistic
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creation. They also played an iorfant role in the development of their art concepts. When |
recal |l my own experiences ofarlt egersnoasbavear t |, I
influenced my own art learning. Especially influenced by the natural environment, when | was a
child, I often wanted to draw what impressed me on paper, an experience still fresh in my
memory after many years.

I n the artistso early experiences, |ife ar
activities of others making art, seeing artwork, copymages, learninguring leisure time,
learning from the family and learning from the natural environment.

The nine artists who participated in this study were born in different times, in different
cultural, political and economic situations in China. Bfere, the specific elements of these
different forms of life art learning that they received reflect different political, ecoreamaic

cultural currents that existed when they were very young.

Life art learning: Learning from making art

In this study, gamples of life art learning includeriting and drawing the blackboard
news® for the classroom or school, drawing political propaganda posters, participating in a
variety of children painting competitions or exhibitions and making art for family or &iend

During the Cultural Revolution, the need for political propaganda and slogans made this

19 Blackboard news was on blackboards that usually were near the door of the school, which displagtidiiaier
and domestic news stories and important notices or information about the school. Each classroom also had a blackboard on the
wal | at the back of classroom which often displayed students
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type of art learning extremely important. At the same time, Chairman Mao pointed out that

practice was the best way to learn. He believed that knowledge came &cmeyrbut also

should be used in practice. At that time, in schools and universities teachers stopped teaching,

and students learned directly from peasants, workers and soldiers in factories, in rueaidreas

in the army. Some participants improveditts&ills by making political propaganda posters in

the Cul tural Revolution. Kong Zi said that, a

make artwork instead of mature artistso (pers

Posting blackboard news

CaoMing Qiu, Chen Shu Xia, Wang Yan Ynd Huang Huan posted blackboard news
for their schools or classrooms. Chen Shu Xia thought that this experience helped her improve
her drawing speed. Shang Yang also helped drawing his school posters. Based onhee stamp,

painteda large portrait of Sun Zhong Shahgith watercolors for the school.

Political propaganda posters

Kong Zi and Cao Ming both improved their art skills thropgimting political posters
during the Cultural Revolution. Kong Zi stateétat yourg people had more chances to do art
because during the Cul tur alduRevadlontdi am, tnmaenyc o

did not have the opportunity to draw or paint

1'Sun Yatsen (18661925)
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paintings had to be done bychid¢dld ( per son al I nt Aftevpareécipatingdnu | vy 2 9,
her school 6s Red Painting Brush of the Red Gu
students who were painting, washed brushes and drew manga of political leaders. Finally she
wasable to paint portraits of political leaders with grid drawi@go Ming Qiu also drew
portraits of the relatives of Chairman Mao with pencils. Later, he painted large portraits of
Chairman Mao and Lin Biao using furniture paint. He even made a livingibting
propaganda posters instead of being a{ae worker after graduating from high school. He
believed that his life as a carpenter was hard, but by producing propaganda paintings he
ficould make a little bit of money, more money than buildingbud i ngs o6 ( per sonal i
29, 2009) so he quit his paitime carpentry job and focused on propaganda painting. For him,
although propaganda painting was mainly a way to survive, it also improved his painting skills.
At the time, | painted what pple wanted. The subject matter focused on images of
workers, peasants, and soldiers. For example, some paintings had them working in fields
full of green vivid plants, while others showed peasants harvesting their crops.
Someti mes, | p a b pottraitavith©rne &fi his quatation® apaidted 20 or
30 of these propaganda paintings. Eaeleg@often was 5 x 6 meters. This kind of work
was a very useful practice. Later, when | studied in university, | was able to paint movie
posters very fast andalas able to do a few pieces in a day while people who got
professional training were often not able to do it (personal interview, July 29, 2009).
Kong and Cao believed that the experience was very important in improving their artistic
skills. Kong Zi saidhat working in the team d®ed Painting Bruskaught her many things. For
example, Al | earned that there were different
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painting, oil painting, gouache, print, and sculpture, and understood the differeneerbatw

sketch and a pencil sketcho (personal I nter vi

Making artwork for others

Shang Yang and Wu Ming Zhomgd similar experiences of making art for others. After
secondary school, Shang Yang missed his primary sclagsmates, so made painted cards
to send to his old classmates. He wused his fi
the body and the background with a brush. Wu
furniture, which were a new local folk amda style of Chinese painting. He used his fingers

and a brush to draw landscape on a glass.

Participating in various competitions or exhibitions

Kong Zi, Chen Shu Xia and Huang Huan participated in chifligah competitionsXia
and Huan won awards iChina and in the International Children Painting Competition. Shang
Yang and Huang Huan had an opportunity to exhibit their artwoskuaents.

From 1949 to 1977, childrends art educatio
community, and wasssentially controlled byt r of es si on al model . 0 Dr aw
instructions for children, and the evaluation of theinaege primarily influenced by the skills
possessed by professional artists and the ideas of adults. In China, some totsedhoalook
favorably on the influence of Western modernism on children art call the results of this kind of
training as fiartwor ks of, oc hminldd raerg uwei tth agr dift ehs
depcted a world which adults believedtoleat of chi | draespeechipthe Yuan L
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opening ceremony of national children artwork exhibition in Tian Jian, Jung.2005

During the Cultural Revolution, childrenos
situation. As [g]tthe imeSty oil pXintireg teacher tdld merfthat if you
wanted to create artwork, you should read newspapers. According to him, creation was always
related to politics. Creation needed to have
1,202009) . An example of one of his wSudks that f
Group, an image of four or five children studying together at a table. Similarly, in 1963, the
drawing that Kong Zi di d f or dcthdethe saaniind ofn a | c hi
idea. The drawing depicted a female soldier guarding an island at night. When Kong Zi created
her artwork for the competition, she did not mention any adults giving her suggestions, but said
that she copied a photo from the jackea@hagazine. Although the artworks were created by
children, they were done in a realistic style. In order to ciHaeCloth Counter in the
Department StoreChen Shu Xia went to a store to sketch, then created her drawing based on her
sketches.

In the1980Gs, China started to become more open to other countries, and people had more
opportunities to communicate with people from other nations. Huang Huan, born in 1977, had
different kinds of opportunities than other participants in this study. For exashple,
participated in the International Childrenos
primary school , Huang Huan won many national
Although many of her subjects focused on society, they refldloteeiperience of children and
chil dr en 6s Oneuofda awardstwasogiven by the Japanese TV Net. The theme of the
competi tWhan waulid you do if you were a | eader
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AThe Littl e Mat ch Aflerseh, and paintedbabig aditibhat wosdeni a n
Chinesebuilding, surrounded by less beautiful and smaller buildings. Poor children who were
characters in childrendés stories from around
windows. With this wek, Huanrepresented her own world and life, and won the gold medal.

When she was in elementary school, her <c¢cl ass
Therefore, they decided to do something benefiting the environment, so they cleaned up the

bushes around the school and collected bottles and sold them. Then they donated the money to a
school in the countryside. She documented the
and some of wus are sweepi nEesonalidtervoetv,dyr3s, ar e pi
2009).

In one of her paintings she painted the bottom of the sea as she imagined it to be:
feverybody was I|living in the sea and some of
(personal interview, July 31, 2009). Inthesamaye, a Russi an womenods mag
i nt er nat i opaiihg campatition] thesuljest being what children envisioned for the
future of their country. Huan had visited Germany when she was nine years old, and was
i mpressed bgauthefidbebhbowérbdo (personal i nterv
Germany there were flowers everywhere, each house had flowers and along the roads there were
many flowers. The tp and her impressions of it inspired her to pMgtHomeland is a Garden
bemause A[iI ]t was the beginning of 9006s and the
that Beijing would be as beautiful as Germany was. | thought that every home in auy Beij
would be a sea of fl owers | i ke )Gepamingy o (per s
presented a traditional Chinese wooden buil di
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flowers were growing in the water, and flowers grew in the trees surrounding the building. On
the roof of the building, a man was playing the fle . I't was very poetico (
31, 2009).

Shang Yang and Huang Huané6s artwork were d
personal situations were quite different. While Shang Yang sketched students repairing desks and
chairs in his mentary school campus for the Wu Han Teaching Exhibition with the guidance of
her teacher in 1953, Huang Huan had more opportunities to be involved in artistic creation than
other children because her family was bett#financially. She drew illustrains for
newspapers and for student drawing textbooks. She also created artworks for her solo exhibition
based on her own life. She said thaiew she was 13,

My school helped me to hold a solo art exhibition in school. The works included my

paintings, sktches and a tapestry using wool thread sown on a blanket. All the pieces

reflected my experience and life. For example, one represented my Mom painting, and

another represented a holiday, with some of my classmates making Chinese dumplings on
the playgroad while others were cooking them in the hole they dug. (personal interview,

July 31, 2009)

After the Cultural Revolution, the subject
reflect the ideas and experiences of children, rather than the viewpoanlslis. This also

illustrates how the concepts and ideas of art education were changing in China at that time.

Life art learning: Learning from copying images or figures from comic books, film or
newspaper
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All the participants had the experience opging from comics, books, cards, movas
magazines. They used various methods of copying. They usually copied images with lines, but
sometimes students emplaymore complex approaches, such as Chinese painting or
watercolors after they entered secoydarhool.

Copying comic books was done by all the participants except for Huang Huan. This was
because Huangos mot hafine artssshhool avvaunivessitypvasoagaenst s o r i
her copying comic book images and asked her daughter to drawhémages, beese her
mother believed that images from comic books were just a formula that would not improve
chil drenbés taste. Therefore, she just copied
keep.

What the students liked to copy were thasages that they could find from the world
around them, and in different periods, their choices were influenced by difk@rdatof popular
art. While Jin Zhi Lin and Liu Bing Jiang | ik
images using linescong Zi liked to copy comic images of the ancient fairies. Chen Shu Xia,

Wang Yan Yuand Wu Ming Zhong copied images from comic books. After the victory of the
Allies in World War Il, Liu Bing Jiang saw a lot of American movies and enjoyed copying
imagesfrom them. At that time, he often painted characters drawn from Tarzan movies, while
during the Korean War; he liked to imitate satiric cartoons from Soviet magazines. He also used
themes and images from the Beijing Opera. Wang Yan Yu also liked to adpgrcanages from
films.

In addition to copying these images in pencil and pen, some of them copied images using
more complex media. Liu Bing Jianggo ed Peopl ebds Liberation Ar my
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photographs using watercolors, and Wang Yan Yu copied infieigasalendars about the
Monkey King using Chinese painting techniques. In order to get the visual effect of Chinese
paintings, Wang went to a vegetable store to |
this paper | could create special visuaeets similar to those an artist could achieve using rice
paper, wat e mpesoialdnterviaw) duly 2, 2B0R). W@ Ming Zhong not only copied
imagesfrom comics in the style of Chinese painting, but also mounted and hung them in the
traditional way Kong Zi copied a photo of a hero saving people and a photo of Mao Zhe Dong.
Copying is a good way of learning, although some art educators are against it. Some art
experts believe that childrends copyicauge adul t
adults and children have different ways of thinking and interpreting the world (Yang Jing Zhi
presentation for art teachers in the China National Institute for Education, 2000). For example,
Emery (2002) beli eves t hoastseen as highly ealuedinasdernisi o ms ,
te'm® (p. 21). Therefore, chil dr enotharrsaurcesand enc o
popular culture. However, during the process of copying, children often are able to learn the
language that is in theask they are copying. Their satikpression is influenced by what they
learn from copying. In the interviews, the participants provided more details of their experiences
to show how this approach was a helpful way to learn art. Liu Bing Jiang mentiotjed tha
beginning, he copied images of ancient heroes, but later, he was able to draw different heroes
from his imagination. Some studies in art education show that copying comic characters can help
children pass their period of realism and artisticatioin (Toku, 2001)and illustrated copying is
a good way to learn drawing (Liu, 2004).
The contents of the images that children copied were closely connected with the changes
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occurring in Chinese society. At different times, mass media or popular imagesiways used
to convey the value of ideas that the society had; they reflected the changes in society, or even
political ideas. What children copied changed as society changed, although children still
exhibited their different developmental stages asac ability, and boys and girls liked to copy
different things. Generally, girls liked to copy images of fairies and boys preferred to copy
pictures of heroes (u, 2004). The stories of Liu Bing Jiaesearly show how images changed
in different period of Chinese society. These stories took place from the early 1940s to the early
1950G. When he was 7 orygars old, he became interested in picture cards that came in boxes of
cigarettes, called Yang Pian. The cards had images on them of characteraditbomal
Chinese classical literature, from such works a$tteam of the Red Chamber, All Are Brothers,
and Stories of Three Countriddere,iYa n g RrieaanVgesteric a r idY adnas always
seen as something from another country. At that timeynmatustrial productions @re imported
from Western countriee.i u Bi ng Ji ang st ddpandse\Wdr Ammeridaisa] ft er
came to China. | watched many American films from the age of eight to twelve. My favorite
movies were the Tarzan seriestill semember that the earliest Tarzan was Johnny Weisruller
(personal interview, July 02, 2009).
After studying in secondary school, during the Korean War, Liu Bing Jiang started to
draw caricatures.
There were caricatures in the newspapers everyddlyafitime in China, a few famous
caricaturists satirized Dean Acheson and Harry Truman. The Russian caricature
magazines were published in China because of the friendship between China and Russia.
The Russian magazines were very interesting and some Riusian caricates were
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done very well. | copied themo (personal
At that time, children unconsciously participated in society and learned from the world

around them through copying what they were interested in.

Life art learning: Learning from imitating other artworks

|l mi tating other artistsdéd works is a good
in this study, such as Korfj, Wu Ming Zhong, Wang Yan Yu and Huang Huaad this kind of
experience.

Wu Ming Zhag imitated his peer group and his art teacher to create his artwork. When

he waslO years old, heaw his friends working on a Chinese landscape painting, and he did one

W |

t oo. However, he and his friends dhemrwareo t have

only a few good friends who drew together. A few of my friends liked to draw and paint. The

oldest among us was able to draw very well. Therefore, after seeing what he painted, | went

home and i mitated what he 009.Afterst(dprgindighn al i nt e

school, when he saw his art teacher making glass paintings, he felt that they were very beautiful.
Because of this, he began to make glass paintings for his family and neighbors. His method was
first, | used Chinese ink to drethe shapes of mountains, water and trees; then, | used my

finger to mix colors with furniture paint. | patted the colors on the glass. The trees were

green, and the sky was blue. It was also possible to use a brush to paint on the glass. This

kind of panting had radiant color and it was beautifylersonal interview, June 22, 2009)
At the age of 16, before going to the countryside, Kongied her father and painted
two large posters using oil paint. At that time, she had never painted an ohgaatthough she
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saw the Red Guards painting in the schasla member of the team of Red Painting Brush, she
had observed many older students making wall paintings. She imitated their process, and made
t wo boards for her fatheroés factory.
| painted theéboard with white oil paint. Then according a propaganda painting, first, |
gridded and drew the outline of the images; then, | made a draft using brown; third, |
painted the dark parts; then, the lighter parts, and at the end | added the highlights. After
painting for half a month, finally, | finished it. Each piece was almost two by three meters.
(personal interview, July 29, 2009)
Wang Yan Yu |l earned professional art ski
sketching. Huang Huan w&hed her mdter painting in oil and acrylic. She also asked her

mother for materials and painted by herself.

Life art learning: Learning art from leisure activities

Leisure is a part of culture, and al so i
Before Liberation in 1949, children had more opportunities to see folk customs in the
countryside and watch movies and opera in cities. After Liberation, the new country promoted a
new scientific life, especiallgiuring the Cultural Revolution. Some traditiof@alk customs were
forbidden because they were seen as fraudulent activities. At that time, the mass media was full
of political propaganda artworkand people rarely had the opportunity to see traditional folk
customs.

Jin Zhi Lin mentioned that his honoetn was famous because of Shadow plays. When he
was a child, he
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was able to watch thehadow play every week. If the Shadow play was performed using

l'ight at night i1t was <called Pi Ying, but

we called i as Xi Ying. The puppets were beautifyde(sonal interview, August 07, 2009)
At the same time, in his hometown, there was a Guan Di temple (one of the Gods in Chinese folk
legends). If

[]]t did not rain in the summer, the @sants would put on the GuBinsculpture parade,

and it was very interesting. I n the sunshi

We children were very curious about it, and we went to the back to check. We discovered

that somebody put oil on his head so that he loolkedle sweatedpersonal interview,

August 07, 2009)

At the same, he |l oved to collect stamps an
school, and | péarsocalinteaviewy, Augustdmposs). (

Li Bing Jiang liked to go to the Beijing Openath his father, and collected the Yang Pian
with images.

Huang Huan al so remembered that her father
|l i stened to different musical s. Hegersonal k ed t o e
interview, July 312009).

Shang Yang often visited some temples and bazaars with his father, and also listened to
some stories about the history of painting and calligraphy.

Wang Yan Yu describes going

out with my peers to a field or to the seashore, and we playedsdhatehildren in the

village played. Today, when | think about those games, | still feel they are very
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interesting and my subject matter focuses on my experience of playing the games back

then (personal interview, July 2, 2009).

Life art learning: Leaming from seltexpression
Lowenfeld (1975) wrote that fthe process o
complex one in which the child brings together diverse elements expésience to make a new
and meaningful whol e &ndtpshowdtheidrawdhy techrdques, s ar t w
mainly toreflect their understanding and feelings about the world and life around them. What
they draw is a combination of what they feel in their hearts and what they see, feel and hear in
life. Therefore, Lavenfeld argues that art is mainly a tool for children to express themselves (p.
7).
All the participants experienced learning through theiregfiression that can be seen as
improvisational. Children draw with any possible materials such as chalkl|, @esgiall stone, a
stick, or crayon, on paper, the ground, or a wall. Children like to drawtima are interested in.
Some times they draw what they see or experience, sometimes, they draw what they know from
the world of adults.
Based on the storied the interviewees, it is clear that children prefer to draw what they
see in the world around them. When Liu Bing J
only child. When | felt alone, | often drew oxen, horses, camels or figures on th@mnalshe
paving stones in the yard with chgpersonal interview, July 02, 200%je often saw these
animals in Beijing and was really interested in them. When he was interested in something, he
liked to draw it in pencil or chalk
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Shang Yang alsliked to draw things he was interested in. In his Chinese class, when he
saw an old glove with a hole in it on his desk, he was touched by it. So, he drew a detailed image
of it on a piece of paper.

Around the age of four, Kong Zi lived with her grandparenta fural area. Like other
rural children, she liked drawing graffiti on the ground with a branch. Later, after returning to her
parents in the citgnd having the opportunity to see a performance of traditional drama, she
liked to draw a fairy who dress@aancient costumes.

Wang Yan Yu liked to draw chickens a lot because his family raised many chickens. His
math and Chinese textbooks were full of images of dogs and chickens. In theatieshgath
textbook, there was a fvochickens undef tremunber e, dnd s o h
four chickens under the numberfour ( per sonal i nterview, July 2,

It is also clear to see how social values and popular ideas influence the subject matter of
childrends dr awi n gexpresdnwaakigdameplaying. ome ofthe s el f
participants drew the popular events or images of that time. Shang Yang still remembers that
during the Korean War, when he was almost 1Dloyears old, he always listened to the radio
and heard about the Americemnperialists and the Chinese Volunteer Army. One day, suddenly
he

wanted to draw the Chinese Volunteer Army catching American soldiers. In fact, | never

saw any Chinese soldiers or American soldiers, and | never saw the face of an American.

| just knew tlat Americans all had big noses. Based on my imagination, | drew a row of

American soldiers with big noses raising their hands. At the same time, a row of Chinese

Voluntary soldiers were guarding them with guns. It was very rough drawing but | really
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liked to draw this kind of narrative subject matter. (personal interview, July 10, 2009)

Wang Yan Yu did not draw what he saw, but drew what adults talked about. When he was
oversixyears ol d, he figot some chal k anndwitthaew a
few big Chinese characters that read: Chairman Mao Long Life. In those days, because people
often said that a gol den roost e (perdomarirdelrvieve d t he

July 2, 2009).

Life art learning: Learning from seang people doing art

Seeing people doing something is a way to learn, especially in learning techniques.
Apprentices often learn from their master by seeing the proeesed to maksomething. In
the process of art learning, both seeing and practicangseful. Except for art teachers
demonstrating techniques, students see people making artworks unconsciously or consciously.
Generally, art teachers show students some techniques or procedures. In this study, only the
participant s eopledong atisarmlyzed Amorg ehe pangicipants, Shang
Yang, Kong Zi, Chen Shu Xiand Huang Huan mentioned that they had this experience. Others
possibly saw people making art, but in the interview they did not talk about it. Shang Yang
believed thatvatching other people producing artwork influenced him a great deal. His father
could paint figures, landscapes, flowers and birds. He said that he

saw my father paint as soon as | was born. When | was very young, | just saw him put a

carpet on the tablend | did not know what he was doing because | was too short to see.

Gradually, | came to understand what my father was doing and became interested in what

he did.(personal interview, July 10, 2009)
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In the interview, he talked about how this experienie@enced his future works. Shang
often noticed how he used both Chinese flower blue and ochre.

Both of these colors impressed me very much. Flower blue was not ordinary blue. Using

a brush to drop a little bit of flower blue into a dish, you then adulyebit of water. The

color is then spread on rice paper where it is slowly absorbed into the paper. The effect on

the paper reminded me of the expanse of the Changjiang River, which was this kind of

light blue. When my father put some of the ochre besiddight blue and it bled into the

blue, the contrast that appeared touched my heart. Sometime, the ochre would mix a little

bit with blue, or a little bit of blue would run into ochre, producing a subtle warm green.

Sometimes, when the ink on the bruspypdid into the colors, a delicate, indescribable

tone was created. Many critics say that my style always changes, but | know that there

exists something constant in my painting. This is the tone | learned from my father, and

my memories of my childhood. (E®nal interview, July 10, 2009)

Kong Zi remembers that the [ adies in her g
sometimes embroidered them with flowers or grass, although she cannot remember those
patterns exactly.

Wang Yuan Yu learned how to drawnmd sketches watching older children who were
able to draw very wel/|l . He fAoften watched wha
make my own pencil sketch. Using this method during middle school, | developed my own
techniques to make pencilskeh es t hat were very useful as | ¢
interview, July 2, 2009).

Hunag Huan also enjoyed seeing artists doing artwork when she visited Russia as a 13
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yearold girl. She

liked to watch street artists creating their work. Theyenadle to paint a portrait in

public. At the time, | was only able to draw portraits using lines and did not know how to

use color to make a portrait quickly. | really admired these streets artists. In those years,

there were not any street artists in Ghijpersonal interview, July 31, 2009)

Some art teachers also believe that people can improve their skills by watching others
creating art. When Chen Shu Xiads teacher cre
doing.

This experience makes naitists feel that making art is not as mysterious as they
imagine and that they might also able to create their own art. Observing is also a good way of

learning art.

Life art learning: Learning from artworks
When the interviewees were children, they ad f f er ent altedrkbniAsi ons o
Chen Shu Xia mentioned,
then | had a di ff ewae Then, Ibaievedé¢hpttany onbgewdsart. fHar
It was difficult for me to understand things from everyday life also could be artwork. The
artworksl saw were comic books, revolutionary dramas and films, and political
propaganda posters. For me, if | was able to draw or paint things or figures realistically, |
considered them to be works of art (personal interview, July 1, 2009).
Many children believe that only drawing or painting were artwork. When the
participants told their experience about wrks of art they saw when they were young, they
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described Chinese paintings and oil painting, pencil sketofebgraditional Chinese woodprints.
Some of he works they saw during childhood were original paintings, and others were
reproductions.
Before the Liberation, Jin Zhi Lin was able to see a great deal of original Chinese
paintings because his family loved collecting antiques and paintings, anthbislifeed to look
at his collectiorwith his children or friends. At the same time, Jin also saw oil paintings from
magazines, but he really did not understand them because the quality of printing was not good.
Shang Yangoés f at h e renShangwas Llittle boy edadpleeadpn t er .\
seen some Chinese paintings. Howethex,books that his father bought impressed him. One
book contained many watercolor and pencil sketches. One drawing deeply affected him because
it looked like the scene that keuld see from his backyard. He described this artwork as,
[0]n the bank of the river, a person was taking an umbrella and walking into the wind and
rain. In the background, a small sailboat appeared in the river haze. This was a pencil and
watercolor paiting with light and shade. Although it differed in style from traditional
Chinese painting, it had a quaint Chinese landscape name: Jian Gan Xing Li, and had the
same aesthetic as traditional Chinese painting. (personal interview, July 10, 2009)
Shang Yag recalled that one book in particular introduced him to Westdrand an
i mage of a work by Corot had a great effect o
airo for him, showing an envi r on mednftggymhdmo st |
gl oomy place, with |ightly shifting shadows t
interview, July 10, 2009Much later he learned that Corot was a famous French artist, though
after Shang became a painter he was not so enthusiastc ut Cor ot 6s styl e. An
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that greatly impressed him, but in a negative way, was difgtiby Van Gogh. He disliked it

because it was messy, although Al didnét real

not even know whererFance waso (personal interview, July
When Wang Yan Yu wak2 or13 years old, he started to like propaganda paintings from

the Cul tural Revolution very much. This is @b

idealism and were not afraid oigbstorms. It encouraged people. | felt they were honorable and

optimistico (personal interview, July 2, 2009
years, fAthe artworks | saw were mostly politi
asDefending Treasure Islanal Beat Down LiuShao Qi | di d not see any proc

(personal interview, June 22, 2009). Although Chen Shu Xia dichaké any comments about
political propaganda posters, she considered themumies of art.

Duen Xiao Ping pointed out that, after 1976, art was supposed to serve the masses instead
of serving politics. Political propaganda posters were ndfithei nst r eamo of art,
paintings and other artwork began to be published again. At that tiamg Vén Yu, who was
studying in middle schopliked to go to the bookstore to look at books related to drawing and
painting, in order to learn more about them.frally liked the printed collections of Wang Shu
H u i Grsgbistyle illustrations for theclassical Chinese novBled Building Deams written
during the Qing Dynasty. He said,

[ijt was the first time for me to see this kind of painting and | wondered how there could

be such beautiful paintings in the world. | went to see them again andAgainer

arti st 6heMonkeyWiaghke: coul d not r e méwabasoone he ar

of my favorites. His pating was published on a calendar that my family had. (personal
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interview, July 2, 2009)

At the end of the Cultural Revolution, thealistic style was seen as mainstream, and the
subject matter of Chinese painting such as flowers, landscapes or birds were seen as bourgeois.
However, ordinary people liked to have decorative glass paintings painted in the Chinese style at
their home. As W Ming Zhong mentions,

[a]t the time, in my hometown, it was fashionable to use glass paintings to decorate

rooms. Orchids, birds, landscape, or fairies were painted on the glass of the cabinets and

on individual glasses. The content was from Chineseipgirdreating a new form of

folk art. (personal interview, June 22, 2009)

Huang Huan was born in 1977 and, compared to other participants, had more
opportunities to see different styles of artworks, both original works and reproductions. At th

age ofnineandthirteen she visited Europe and Russia. She saw mannks of art in Russia,

but Awas not crazy about Russian art, and | o
had no relationship to my own | ifRBussian&the fAl i k
Particul arl vy, Il I'i ked Mirods artwork very muc!

The participantsod ideas about artworks al s

While Huang Huan had different opportunities to see different arsigties after the 1980s, and
liked abstract art, Cheng Shu Xia believed that realistic art was seen as artwork at the end of the
Cultural Revolution.

During the Cultural Revolution, Kong Zi saw some real artworks because oka rath
unfortunate event. Ahtat time, in her school some students smashed plaster casts and burnt
pencil sketches of plaster casts because these things were thought to be bourgeois and should be
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destroyed. Kong Zi stated,
| admired the students who drew these pencil sketches,adsal fielt bad that those
insurrectionists destroyed the artworks and | thought | would not have any opportunity to
learn what the other students were able to do. | still remember the sculpture of Venus,
which | didnoét think ghhiswadbbealtiful. Persotalhe contr

interview, July 29, 2009)

Life art learning: Learning from the environment around them

Learning from the environment is an aesthetic experience, rather than a type of learning
knowledge or skill. This experience is nogttiirect result of the knowledge or techniques that
children can implemeninmediately in their artistic creation. However, this experience is crucial
for an artist, and plays a very important role in his or her future development of an artist. In the
interview process, most participants mentioned this kind of experience, although they spent their
childhood in different places, such as the countryside, small towns or big cities.

Jin Zhi Lin did not make a lot of art when he was a child. However, he remeanibeing
moved by nature twice as a child. The first was when he was in the fourth grade

After picking beans in the field in the evening, | saw red clouds and the sunset. It was

very beautiful, so | rushed home, and quickly returned with some painbigyto

reproduce the scene on paper. Today, | am not able to remember what material | used,

whether watercolors or ink. However, it was not pencil, because | remember that |

brought a water bottle. This is one of the two events that | can remember wheated

art. (personal interview, August 07, 2009)
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The other one was in the fifth grade in the summer:
When | was in the classroom at noon, the sun was very strong. Ivies with dark purple
shadows were on the white walls, and | was totally absorbed tvy thead not yet seen
the i mpressionistsodéd artworks at t hat ti me,
bright sunshine. | used watercolors to paint the s¢peesonal interview, August 07,
2009)
Jin Zhi Lin also remembered his family had a portldureeds, and a garden with peach
and cherry trees. After a rainy night, he found many crabs on the paths the next morning. He
lived a pastoral life, and as children, he and his siblings often worked in the fields. He had a deep
feelingfori r ur ad, n aa rubbved retarp ang the colors in it. He believes that he loves
to paint landscapes because he grew up in the beautiful countryside.
Liu Bing Jiang was born in Beijing. He also remembers the environment of Beijing:
At that time, there were mgoxen, horses, and camels that carried coal or other goods
into the city. A fellow led a long line of camels that had bells hanging from their necks.
You could hear the jingling of the bells. Whenever | heard it, | was always excited and
opened the gat® igo outside to see the camils was always very interesting. After
seeing the line of these enormous animals, when | got back home, | really wanted to draw
them with a pencil on paper. (personal interview, July 02, 2009)
Shang Yang was born in 1942Hwonghu, which is a small town beside the Changjiang
River in Hebei province. The landscape impressed him very much:
The Changjiang River was always misty. When | stood on the bank of the river, | was
able to see the boundless, misty sky. Beyond the rinkrlblaere were houses with white
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walls, black tiles, and stone paths. This was a typical small Chinese town, which was
bordered by the countryside and had a good dock as well. Therefore, it was pretty quiet,
but not too isolatedpersonal interview, Jul¥0, 2009)
In fact, this experience also influenced his appreciation of art. He had a resonance
between the artwork he saw and the environment he experienced. Shang mentioned that when he
was about six or seven years old, a drawing impressed him deeplyatiieg was like the
scene one could see from his backyard.
Before Kong Zi was around 4 years old, she stayed in the countryside. However, she
always believed that she had been in the countryside for a long time because the landscape of her
g r a n d muiltage dad énpressed her deeply. She recalled,
| often wallow in the memory of the | andsc
as being very beautiful. There was a big river behind the village. People liked to fish on
the banks that were coveredtwillows. When spring came, plum trees, apple trees ...
everything was booming. On the contrary, the perceptions of and feelings about the city
were much | ess vivid. My 1 mpression of <cit
perceptions of the village weifull of emotion. (personal interview, July 29, 2009)
Huang Huan went to Germany with four other Chinese children to participate in an international
chil drendés communicati on .Srewgsenpressaldbythelocahi | d a
environmentandfelt that Germany was an ocean of cars and flowers, and China was an ocean
of people. Later, one of her paintings was in

hoped that Beijing could be as beautiful as the cities in Germany, an oceanes§flow
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Summary

I n the artistsoé early art |l earning, |ife a
learned from various sources: making art (blackboard news and political propaganda posters,
tasks of making art arranged by themselves, and ticg in various competitions or
exhibitions); copying images or figures from comic books, flms and newspapers; imitating
ot hersdé acti vi ti-expressidneeesngpeaple domg artvappteciadirng; s el f
artworks; and the environment whehey lived. These kinds of art study plkayery important
role in developing childrends artistic abilit"
ability and unconsciously develop their aesthetics. National teaching policies and teaching plans

often ignore this type of art learning in elementary and secondary school.

The reasons for and process of deciding to become an artist and reasons for

choosing art as a major

Al t hough this section does not disscuss the
important in understanding the process and ways of their art learning. The reasons for and the
process of deciding to become an artist and reasons for choosing their majors reflect the social
and cultural contexts in which they lived. Furthermores, slectionreflecten t he parti ci p

early experiences of art learning.

The reasons for becoming an artist
All the participants loved painting and drawing very much. These are natural activities
for children; every child likes to paint or draw. Buttrevery child thinks seriously thiaé or she
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will become an artist, and makes an effort to achieve it. Therefore, there are other more
important factors that assist those who are interested in pursuing art to keep them on the artistic
path and keep themotivated. These factors include the expectations of their parents, seeing the
work of outstanding artists, changing their social states or having a decent career. Sometimes,
some of these factors work together.

At the same time, the circumstances andtipal climate also had ampact on the
decisions of several of the participants in this study. The process of deciding to become an artist
was different for each participant. Some had an easier time making their dreams a reality:
entering university, resving professional art training and then engaging in work related to art.
Others wanted to be an artist when they were children, but because there were no opportunities,
the idea of being an artist emerged again many years later. They then decidegteptaie
realize their dream. Those participants who received their secondary schooling during the
Cultural Revolution often had this kind of experience. During the Cultural Revolution, it was
impossible to become an artist, and many gave up this dreasas b time when it was not
acceptable for peopleexpewant 0t anlhetfhamauwmws ver
effectively closed (Chen, 2006, 232). In 1976, when the Cultural Revolution ended, the
government again encouraged people to seek gsgar different fields, and universities started
to recruit students. This gave people the chance to pursue their dreams and change their fate by
studying at university and getting a decent job. At that time, some of the interviewees again
decided to pwgue art. After thd990s, the appearance of #ré market in China allowed people

who did not have a chance to haveratated work to start successful careers in art.
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|l nfluenced by other artistsd works.

Both Jin Zhi Lin, born in 1928, and Liu Bing Jg, bornin 1937, wanted to become
artists after seei ngsiXl946Brin 19593 and @ppliedstatheo e x hi b
Central Academy of Fine Arts. Fortunately, both were admitted as soon as they graduated from
high school. Jin recalled that in4®,

Xu Bei Hong came to Beijing to set up the College of Fine Arts. | saw his exhibition in

the same year. This was the first time for me to see such good paintings, and | was moved

by them deeply, especially one of his oil paintings cédfllede. An oriental woman who

was playing the flute was very elegant, and the background was autumn water and sky.

When | saw his paintings, | decided to study painting at the art college. (personal

interview, August 07, 2009)

Parentsod.expectation

Although ShangYanghen Shu Xi a, Huang Huan and Wu M
different occupations, they all wanted their children to become aBisés\g Yang said:

When | graduated from the Hubei Academy of Fine Art in 1965, my father wrote to me

and told me that now | was artist and had realized the dream of three generations of

my family, and that | would have a bright future. In fact, when | was born, my father

hoped | would be an artist in the future. (personal interview, July 10, 2009)

Chen Shu Xia and Wu Ming Zzhoags par ents were not artists,
teachers or opportunities in order to help them to be an artism&iot i oned: A Al t houg
family did not have a lot of money, they paid for me to audit art class in a training school in
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anot her(pecsonal interyiéw, June 22, 2009).

Motivation to go to university to get a good job
Four of the participants, Cao Ming Qiu, Kong Zi, Wang Yaraxd Wu Ming Zhondpad
to consistently work to realize their dream of studying in a university. Gettingajgb

motivated them to reach their goal despite the disadvantages they faced.

Traditionally, the Chinese believe that on:
studying. It is often said that fAna yoofng man
the court in the evening. o0 This means that | a

taking part in imperial examinations.

After 1949, although in China the working people were considerediiotbe e mast er s
t he <c ount rthe werd differantegeolips witly different political and economic status.
Based on the socialist principle of distribut
according to himeed ( &Alen, 2006),The Decision on the Wage Refomas publisied in
1956 by the State Counci l. Peopl ebsal wages wer
background, job, work ability, work experience and basic needs. If people graduated from
universities or technical high schools, they would rebetter salary. fthe same time, this
wage system also confirmed that the fsoci al I
individual, was the main criteria for distinguishing between cadres, soldiers, workers and staff.
Peasants were not included in this systém@n individual graduated from a university, he would
be a cadreBecause the Chinese political climate changed and all universities stopped enroliment
during the Cultural Revolution, this phenomenon did not exist during this period. Before and
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after theCultural Revolution, however, people were able to change their social status through
access to higher education.

In China before 1989, the state provided some subsidies becaasewas responsible
for studentsd® accommod ayfarthase studedts withifinanciab n f e e s,
difficulties.. If students selected teaching as a major, the government provided them with basic
meals. At the same time, graduating from a university would guarantee a permanent job.
Therefore, for young people, studgiin a university was the best way to get a good job and
secure a good future. Studying art inraversity meant that in the future, students could get an
artrelated job. Therefore, admittance to university could be the first step in realizing the dream
of becoming an artist. At the same time, they could receive professional training and develop
their artistic ability. At the age of 15, Shang Yang was admitted to the Wuhan Junior College of
Teaching Fine Arts in 195 7eamtdbe ah artlsti Iethosedyeatsh a t
after entering this kind of schoohe government would arrange our job positions. Even if we
joined the army, we could be a lieutenant and still perfform &atl at ed j obso (perso
July 10, 2009). LiuBing i ang al so believes that he figradua
path | passed the exam for studying in CAF and was admi(feetsonal interview, July 02,
2009)

After they decided to become artists, all the participants chose to study art iademAc
of Fine Arsor afineartsh i gh s c h o o Iproféssionad e @ e it v eirdoader @otreialiaen
their dream of becoming artistglost of them were very fortunate, and entered a university at
different ages and received professional art trginBhang Yang, Chen Shu Xia and Huan Huang
were 15 or 16 years old when they were admitted to a Fine Arts Academy high school. When Jin
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Zhi Lin Jin and Liu Bing Jiang graduated from high school and were about 18 yeategld

also entered the Central Akamy of Fine Arts. However, Cao Ming Qiu, Kong Zi, Wu Ming

Zhong and Wang Yan Yu had afédifent experience. They had to work while preparing for the
university entrance exams. Wu Ming Zhong was admitted to study in the Fine Art department of
a normal uniersity when he was 21 years otho Ming Qiu studied industrial design in an
industrial coll ege at the age of 26, Kong Zi
Army Academy of Fine Art at age 35, and although Wang Yan Yu tried the univemsignce
examseven times, he was never admitted and was barred for writing it after he turned 25. In
1981, people older than 25 were not able to write the university entrance exam and were only
allowed to study at Night College. Cao Ming Qiu was fortartatstart university at age 26 in

1980, one year before the abawentioned law was enacted. Kong Zi worked in the army and

was able to take the exam for the Army Academy of Fine Art.

Reason for choosing their majors

Each of the participants studiedeoor more of the following majors: oil painting,
Chinese painting, folk art and industrial design. Jin Zhi Lin, Shang Yang, Liu Bing Jiang and Wu
Ming Zhong studied oil painting, while Chen SKia studied comic book design in the folk art
department. Kong@i and Huang Huan studied Chinese painting, and Cao Ming Qiu obtained a
degree in industrial design. As stated earlier, Wang Yan Yu wanted to study industrial design at
university, but was deed admittance. He taught himself wood sculpture, and latpainiting.

Deciding what major to study was influenced by their own interests, the prevailing social
and cultural life in China at the time and by their personal ability in art.
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Influe nced by cultural contexts
Although some participants did not do adipting, most of them mentioned in the
interviews that they like oil painting. Why do they like oil painting? One reason is that the colors
of oil paintings look beautiful. From an early age, Jin Zhi Lin has been influenced by Chinese
painting, and duringigh school, he did many Chinese paintings. However, he decided to study
oil paintingin the Beijing College of Fine Arts, which offered two majors: Chinese Painting, and
Western Painting. Al decided to st ukautifdVest er n
color. Although | liked Chinese paintings, it just emphasizes how to use Chinese ink instead of
coloro (personal I rLiu Bimgiang was algo tiogchesl by the cojor ool 0 9 ) .
paintngwh en he vi sited X uonBtdis firsHyear gf bigh schaolinol958.x hi b i t
He was surprised, and fistarted to think about
were very beautiful, and his sketches were ve
Another reason the terviewees liked oil painting was the impact of the cultural
environment. After the Liberation, Chinese culture, especially art, tried to follow Russia. As
Kong Zi said, she had to learn Chinese painting although she liked oil painting a lot. She pointed
outAil did not know why | | iked oil painting anit
was influenced by political <c¢climate, and Russ
Chinese painting and wanted to paint in oil. However, énaitmy, when an officer told soldiers
to do something, it was an ordand soldiers were supposed to obey. Although | cried for a few
days, | started painting using the Chinese Go
Shang Yang and Huang Huarentioned that only the excellent students got the
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opportunity to study oil painting at the Uniywv
dream of thet4 students in my class to major in oil painting, and it was competitive to get into
thisprogrambecus e i n t hose vyear s(persanal internpeav,iJuiytld, ng was |
2009). Finallysix of the 44 students had the opportunity to study oil painting.

Huang Huan also said that #A[i]n the high s

major am was preferred. All the students believed that the best students were able to pass the

entrance exam to study in the oil painting de
2009).

Some people Iike oil p ai n ticher panthesea@use oi |
Chinese paintings. Professor Cheng Rui Lin po
been neglected for some timeo (Pan, 2009, p.

socialist literature, their methods and isleancerning artistic creation, along with the

predomnance of the Russian revolutionary realistide When Chang Rui Lun (2000)

discusses the history of art textbooks in$etiool Art Educatiorhealso points out that the

reason for this problem wasat
in the early 56, the Chinese government and art community advocated the former Soviet
Uni onds Revolutionary realistic style as 't
as the main teaching model and teaching content. Chinese paintiegcheded from
the curriculum in the school because it was not seen as having a scientific content
compared to Russian painting. {7.7)
Art classrooms in schools were influenced by this idea; the students did not have a

correct understanding of whatarave , and at the same time, they
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traditional arts and believed that it was unscientific and backward because of its differences with
the realistic arto (p. 87). This resulted da
oil painting, and those who were not as good
Cao Ming Qiu wanted to learn Fashion Design, but mainstream ideas influenced his
decision:
[t]he college was not a fine art academy, but had two majors related fishron design
and industrial design. | really wanted to study fashion, but, at the time, people believed
that it was only suitable for women, desig

had to learn industrial desigfpersonal interview, Julg9, 2009)

The choice of a major is also affected by individual needs and ability.

Wang Yan Yu chose Industrial Design because it was easy to find a good job after
finishing this major at school. Chen Shu Xia selected Comic Book Design in the Department of
the Festival Painting and Comic Book Design becatsbad a strong ability in realistic style,
andshewanted to tell stories through drawing or painting. Today this major is part of the
Department of Folk Art. From the 19%@the 1990s, comic booksane popular in China. Chen
Shu Xiamentions,

[tlhe Folk Art Department was different than other departments. It was divided into two

majors, folk art and comic book art. My major was comic book drawing and design. After

1949, this was an important art formChina. | studied it because | had strong ability to

draw and paint realistically and | was able to draw figures or stories quickly. At the time

people liked that very much. | remember that there were many stores that rented comic
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books to children oraults. (personal interview, July 1, 2009)

Huang Huan also mentioned that oil painting was a Weatéiform and if she wanted to
learn oil painting, it was good for her to study in Russia or France instead of studying in China.
Therefore, she chose t@ata Chinese painting. However, she said that at that time,

although | had learned Chinese painting, | was not crazy about it. | felt that Chinese

painting looked very old, like it was taken from an old chest. However, my mom and |

thought that this majowas suitable for me because | was good at using lines to draw.

(personal interview, July 31, 2009)

Based on my analysis of the interviews, it

was impacted both by the cultural context, and their persoiliéy @nd needs.

Summary
Based on analyzing the artistsodo interviews
found that school art education as formal art leaning did not play an important role in their
experience of art learning. In their apptioa for studying at fine arts high schools or schools of
fine arts at university, their neiormal art learning was the main experience. Life art learning is
a more effective and more interesting art learning method. This type of art learning is cdnsidere
to be an essential experience in the particip
Based on the learning experiences of the participants in this study, we can see the
simplicity of bothteaching methods and concepte d art supplies in China

secondary schd®from the early 1930s until the 1980s.
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Part Two: Learning to Become arArtist

After the participants decided to become artialisof them wanted to receive a
professional education in art schools at a university or an art high setuvedver, they ad
different experiences of learning art to become artists because the social and cultural situations in
China have changed in the past fadhtury.

From the Liberation of China in 1949 to the Cultural Revolution in 1966, and from the
end of the CulturaRevolution in 1976 to the emerging art market of the 1990s, if an individual
wanted to become an artist, studying in art school at university or art high school was the best
way. A graduate of aart school was able to obtain-aelated work and had moopportunities
to become an artist.

During the Cultural Revolution (19665), universities stopped enrolling because of the
political climate. Young people had to go rural areas to receiedueation after graduating
from secondary or high school, arthadoned their dream of being an artist. At the time, the
idea of art as a way to achieve fame and fortune was rejected because this was considered
dishonorable. Furthermore, it was advocated that workers, peasants and soldiers had to cooperate
with peoplewho had received professional training and the artworks were made as collective
works (Pan, 2009, p. 28). At the same time, art had to serve politics. In this climate, some of
those who had already graduated from universities and were engaged inefatesttworkhad
to give up the dream of being an artist. Because of the need for political propaganda posters,
some young art lovers who did not receive professional training were able to learn art techniques
by producing the posters. Learning from doinggaganda posters was the main way to learn art.

After the end of 1990s, with the abrupt changes in Chinese society, the Chinese art
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market started to appear. Artists now could make a living by selling their artwork. This
development provided more opporitigs for those who wanted to become an artist, especially
for those who did not study at art school or did not have arlated job. These individuals
learned and grew as artists in the art community and market. They learned during the process of
making art, a kind of learning by doing, or life art learning. Learning from making artworks
started to exist with thisrmal artlearningin formal institutional settings in learning art to
become an artist.

In this part, the experiences of the participaegsning art in their pursuit to become
artists are analyzed and discussed from three types of art learning peespéatmal art
learning, norformal art learning and life art learning, in order to understand how they learned art
to become an artist. Meover, discussing their artistic creation is very important because

artwork is a symbol of the artist becoming an artist.

Formal art learning.

Except for Wang Yan Yu, all the artists receiyedfessional art training in university, but
the duration btheir professional training and their experiences during that period were different.
Some artists began to start professional art education in a fine artsthagi when they were
15 or 16 years old. Some artists started to work after finishing uityyevhile others went
straight into MFA or PhD programs. After working for a while, some of them returned to
university to study MFAs. Each of them had different experiences in terms of fatrtesdraing.

The national education system in China hafdhewing requirements: 4 years at a fine
arts high school. 4 year s 2dyearsdannomegnrees i ty f or
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specialization withthesoal | ed associ ate bachel or6s degrees
comprising 23 years for a mastérs d e g r4e/ears tomddctoiates.
The following table summarizes the formal art learning experience of the nine artists

interviewed in this study.

Table1l:The artistsdé formal art | earning exper.i
Artists Academy of Total years
Fine Arts Undagraduate| Ma s t e r| Ph.D. | of formal
high school art learning
4 years
Jin Zhi Lin 0 Bachel 00 0 4 years
degree
4 years
Liu Bing Jiang | O Bachel o0 0 4 years
degree
4 years 3 years
Shang Yang 4 years Bachel o2Y 0| 11 years
MFA
degree
3 yeas
. Associate
Kong Zi 0 Bachel O0 0 3 years
degree
eaine | 2yeas
Cao MingQiu |0 Bachel o Finishedthe | 0 5 years
courses only
degree
4 years
Chen Shu Xia | 4 years Bachel o0 0 8 years
degree
. 4 years
Wu Ming 0 Bachel o0 0 4 years
Zhong
degree
WangYanYu |O 0 0 0 0
4 years 3 years 4 years
Huang Huan | 4 years Bachel o MEA Ph.D. 15 years
degree




Although each individual has different majors and degrees and studied during different

eras, this section only analyzes the most influential aspettisiofart studies in formal learning.

Formal art learning: Development of basic drawing and painting skills

Formal art learning helped the participants develop strong realistic techniques. They all
studied in different eras and had different majorsgaihting folk art, Chinese painting and
industrial design), but learned realism through doing pencil and color sketches, especially using
the Soviet realism that was given emphasis after the Liberation. It is clear to see that this type of
training stared in fine arts academy high schools and continued to the undergraduate and
postgraduate level.

Shang Yang, Chen Shu Xia and Huang Huan studied at a high school of fine arts during
the1950s, 1980s and 1990s, respectively. In fine arts high s¢hioelsaching method
primarily followed the Soviet Unionds met hods
basic skills of realism, and built a foundation for them to study at university. The participants
from different eras and with different majors expaded almost the same learning approaches
and content, making pencil sketches from plaster casts and models and sketching still life using
gouache or oil paint. There, the purpose of study was to develop a capacity to draw or paint
realistically.

Shang Yag studied in the high school of an academy from 1957 to 1961. He recalled,

AAt that time, | was not sure what art was. |
drawings | ooked |i ke real objects, )Chemms very
Shu Xia mentioned that they always admired classmates who were able to draw or paint figures
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or objects that looked real. Huang Huan felt that her basic techniques were not as good as those

of her classmates. After school, she had to study indgostol practice pencil sketching, because

in her class, students could render objects and figures extremely well. Some of their pencil

sketches looked like black and white photos. They had the experiences and technique to

reproduce objects in axtremelyrealistic style. Althouly the teachers never said whose pieces

were good, at the end of the each semester al
classroom, and, based on the teacher s grades

to drawvery well.

\
Figure 12 Hu a n gRepaunaan{1835). Great progress in pencil sketching after working in
CAFA.
Shang and Chen believed that the instruction provided there was important and useful.

Chen stated that what she was taught in high schoanees important than what she learned at
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university:
During my time at the high school of CAFA, what | learned was more important than
what | learned at university. We received the Russian fisdraihing. Although | was
young, | started when | wastien and finished at nineteen, | learned what the teachers
taught and built a solid base. When | studied in CAFA, | did not need to spend time on
basic skills (personal interview, July 1, 2009).
Jin Zhi Lin, Liu Bing Jiang, Shang Yan, Wu Ming Zhong, Ch&mg Xia and Huang
Huan all mentioned that pencil sketching was the main basic skill in the Academy of fine arts,
and art school at university.
Before the Liberation in1949, different art schools encouraged different styles. Jin Zhi
Linds ar tedcotld epgreo moetned r eal i sm, foll owing fia r
In this college, | did not do any still life or portraits. In the first year, we started from
drawing plaster casts of ancient Greek sculptures. Then wetldeeRoman and
Rena ssance plaster cases, such as Michel ang
we began to draw pencil sketches of nude models. Then, we painted nudes in oil.
Teachers liked to demonstrate to the students how to draw or paint. (personal interview,
August 07, 2009).

Although the participants had different majors at university after the Liberation,

Chi styakovds pedagogical system of pencil ske:
Liu Bing Jiang pointed ointingctassestwerdiheldinthte | s ket c
morning. o0 In addition t o pendnahatomy)pmerspediveor s ke
art history, politics and physical educationo
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After the Cultural Revolution and the changiest led Chindo become more open to the
outside world, many aspects of Chinese life remained the same; this was reflected in how art was
taught. Wu Ming Zhong remembers that A[i]n th
and its realisticstye 6 ( per sonal interview, June 22, 2009
methods from the Soviet Union. Teachers did not encourage students to use what Wu describes
as,

new, individual, or novel ways to make art. When the teacher was in the stidiony

pencil sketch according to what the teacher wanted. After he left, | did my pencil sketch

using the classical instead of the Russian method. (personal interview, June 22, 2009)

Formal art | earning: Effects tions teachersodo
Some teachers and courses had a crucial influence on how the participants learned art and
became artists. Jin Zhi Lin, Liu Bing Jiand Huang Huan described how some teachers taught
them important lessons. Chen Shu Xia and Cao Ming Qiu talked sdymat of their courses that
were very useful for them.
In 1947, Jin Zhi Lin studied in the Beijing Public Art College. After Liberation, artworks

and artistic ideas from liberated areas influenced him a great deal. This is because after 1949,

someofthei art teachers came from the | iberated a
him; it allowed him to Al eave the ivory tower
visit the countrysideo (personal i nterview, Al

Liu Bing Jian mentioned that in the Central Academy of Fine Art, teachers showed
students good and bad tastelrawing. Once, his sketches were selected as good examples of
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how to use | ines to represent fi gurchlenstonlyHe bel
made him happy, but also had a profound influence on his drawing. Later, he tried to use lines to
sketch.
Liu Bing Jiang and Shang Yang believed that, in the 1950s, impressionism had a very
important influence on them. After the Liberationpesally after 1957, Soviet realism was the
only standard for the Chinese art community. Therefore, students in art schools mainly studied
Soviet realism. However, they had access to other art forms and styles. Shang Yang and Liu Bing
Jiang mentioned that) 1956, althoughmpressionism was considered as bourgeois art by
socialist countries, they suddenly had the opportunity to study Impressionism. They both
believed that the artworks of the Impressionists played a very important role in their whole life.
Liu recalled,
[a]t that time, my brain was full of Xu Bei Hong, and the Russian school. Suddenly, | saw
so many Impressionistic artworks that | was astounded. | will always remember that
moment, how up uiitthen, | had never seen anything like it. Thead beautiful colors,
and | constitutionally like color. These artworks had a great influence on me. The
significance of their influence is as grea
made me decide to become an artist. It was an important tyroinigfor my artistic
creation. Immediately, | was attracted by Impressionism. (personal interview, July 02,
2009)
Although Liu did not understarehdlike Postimpressionism very much, these artworks
still impressed him a great deal. When Shang Yang Isam for the first time, he believed that
they were true art. Liu Bing Jiang never was
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hi storical or i mportant subj e dp 2009,asher anymor
describes:
In 1956, the SovieterNik t a Khr ushchev began to critic
leadership. One result was that Impressionism began to be discussed in Russia. Some
Russian museums had good collections of Impressionist art that had been collected before
the Russian Revolutip and herefore, Russian art magazines began to publish articles
about Impressionist artworks. Because of these articles, Impressionism began to be talked

about in the Chinese art community and was discussed in art magazines in China

(personal interviewjuly 02,2009)

Figure 13 L i u B iSketchinh of ®©hRpidts1¢l957) influenced by Impressionism
At that time, it was believed that Impressionisad realistic and humanistic elements

and it was necessary to take a second look at the Impnsssuonks of art.
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When Xu Bei Hong studied in France froml®xo 1927, the realistic paintings of the
European art schools had a profound impact on him. After coming back to China, he advocated
reforming Chinese painting by learning from Western realinting (Chen, 2006, #43). He
believed that art should be established based
visual artso (personal interview, August 07,
In the1950s, at the Central Academy of Fine Arts, the position dadfdChinese
painting was discussed, and it was decided to reforrtypigeof Chinese painting that was taught.
It was decided that Chinese painting should place figures in the center of a work in order to
better represent the masses in the new era. rfEsalpnt of Central Academy of Fine Arts at the
time, Jiang Fung, decided to set upeacil sketching course in the Chinese painting department
(Chen, 2006, p. 175). In fact, in China, the debate about including pencil sketching in the
Chinese painting gertment was a controversial one.
In 1962, Professor Pan Tian Shu8981971) said Chinese painting was different from
Western painting. He argued that Chinese painting did not use light and dark to represent images,
but employed line. He advocated théabishment of a set of pencil sketch pedagogy that was
suitable for Chinese painting (Pan, 2002 %8). But from 1955 until 1979, when the second
nati onal meeting about pencil sketch teaching
pedagogical systemf penci |l sketching was dominant ( Min
Republic of China, 2011).
In 1996, when Huang Huan started to learn in the Chinese Painting Depaltenent,
teacher tried new teaching methods to teach pencil sketching. At CAFA,
pencilsketching was seen as a basic technique, and every stubetiter studying oil
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painting or Chinese painting, had to learn it. However, in my department teachers had

many controversies about how to teach pencil skegdb students studying Chinese

paining. (personal interview, July 31, 2009)

Huang Huan believed that the most useful course for her was a pencil sketching course
because her teacher applied his own innovatiyv
pencil sketching in the Chinese piing department was different from oil painting and other
departments. The basis of Chinese painting is lines, so pencil sketching should emphasize using
|l ines to create a shapeo (péeédshomwasl Hurmtngrosi e w,
Grandfather Lu (1996), which was created in her pencil sketching course at the Chinese

painting department at the CAFA. This work was collected by the CAFA.

Figure 14:Hu a n g Bnarafatides Liu(1996)
Moreover, Huan Huang mentiotisat when she studied her MFAertsupervisor had a

great influence on her because he encouraged Huang to try different materials, and do what she
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wanted to do.
When Chen Shu Xia discussed her major, Comic Book Design, she said that it provided a
good platform to try different media tiesign her own comic loé&. She thought that students
from different majors did not have so much artistic latitude.
I n China, at the Fine Art College, the stu
for an oil painting major, there were different sagd Generally, they included realism
and expressionism. If in the beginning, students enrolled in the realism studio, for the
next four years they had to study there until they graduated. It was impossible for them to
try different studios. It was the samwhen students studied in the Chinese painting
department, where they had two majors to choose from, the Xieyi or Gongbi studios
(personal interview, July 1, 2009)
She tried to use different media to create artworks, such as screen drawing, oil paohting
photography.
Duringthe 19805, Cao Ming Qiu studied in an Industrial Design department where they
did not train artists. However, his college offered students a course in Chinese Meticulous
painting in order to help them develop the ability to colfeaterials for their design. This course
taught him how to paint Chinese Meticulous painting, and this style of painting became the
starting point for his paintings. Although today he believes that his personality is more suited to
Impressionism, this cose was his entry intpainting. When he was 39 years old, he was
admitted to the graduate program of the Guangzhou Academy of Fine Arts because he was able

to do Chinese Meticulous painting.
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Non-formal art learning.

Not all the interviewees mentiondukir experiences of nefiormal art learning. Jin Zhi
Lin, Liu Bing Jianand Wu Ming Zhong pursued a more informal path because they hoped to
learn things that their courses did not offer them. One of the participants, Kong Zi, before
entering the academyl had ovell9 years of experience in artistic creation, although most of
her artworks were political propaganda art. She took paréimanth art workshop organized
by her troop each year, where professional paintersgiadents help and guidance.€eTh
program did not give the participants any kind of certification for their studies. Therefore, in this
study, Kongobs exper i enc eformabast learrong. &titheé sametione,as a |
Kong Zi studied in the Zhe Jian Academy of Fine Artsifgear. This learning experience is also
considered as neformal art learning, becausige experience of art learning in tllisademy did

not offer Zi a certification.

Nonf or mal art | earning: Learning based on t
formal art learning at university

Before 1949, although Lin Zhi Jindés coll eg
abstract style because he was interested in modern art. He collected andhstuidiedart.

Liu Bing Jiang studied in the oil paintigpartment, but audited courses in the Chinese
Painting Department. He was inspired to use lines to represent images by his Chinese painting
teacher, Wei Qi Mei, in the classroom. He practiced traditional Chinese line drawings and
Chinese painting in higare time because the oil painting department did not offer classes in
traditional Chinese line drawing. Hee nt i oned t hat when he was a | i
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of characters from cigarette pa(peksangledview,These
July 02, 2009)In addition, as a little boy, he was venyerested in looking at the illustrations in
traditional threaebound books. These illustrations were often called embroidered portraits and
were drawn using lines. Lastly, asachild,heaays dr ew wusing | ines bece
understand how to shade using a pencil. Until the 1835, Chinese culture was significantly
influenced by the Soviet Union, but in 1956, Mao Ze Dong argued that Chinese litarafuae
should reflect the nati@l spirit (Chen, 2005; Pan, 2002). Consequently, some artists also
advocated a fiChinese Wind of oil painting. o0 L
but skilled atChinese painting, pointed out that painting should show things the Chinese peop
| ove, and represent the Chinese peopl eds spir
Wu Ming Zhong arranged a plan to learn Western classical painting skills and other
artistic styles in his spare time because his teachers just taught sociaéist eealhe only way
to create realistic work in class. He afsti that he
did not have enough knowledge. The cultural circumstances in which | grew up were
poor. Sometimes, | found that | did not know certain aspects of art history, and it was
very inteesting and new when | read about them. | helped myself make up for my missed
lessons. | made a schedule to read the history of Chines®estern philosophy. | read
them by myself and | really wanted to understand them. | still remember that | read the
book Art and Visual Perceptiohy Arnheim several times. In the beginning, | did not
understand what he said, but | forced myself to read it. | would read it a few times if | did
not understand it, and after that, | finally understood what he said. Id@asmeepts like
those of Gustel s were very strange for me
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academic environment was relatively open, especially during the Trend of Thought
movement in 1985. We had many chances to explestern philosophy and abstics.
We even saw some things about postdernism. In fact, | was not so clear about what

postmodernism was, but | was interested in it. (personal interview, June 22, 2009)

Non-formal art learning: Learning art based on opportunities

Basedontheietr vi ews, it i s c | efarmal arthearhingbdocwgredp ar t i c
because of their personal interest during their academic studies.

As mentioned above, Kong Zi is the only onehad participants who became an artist
through norformal art leaning, although when she was 34 years old, she studied at the
Academy for three years. Ndarmal art learning reflected a special epoch in the past half
century in China.

When Kong studied in middle school, she learned some pencil techniques on her own.
Later, during the Cultural Revolution, she acquired more technical ability and knowledge about
art when she participated in creating political propaganda posters in a Red Guards group called
ARed Painting Brush. o Af t erining, andpaintfagmatiyhSke a r my ,
learned from making art instead of receiving professional trgimigpe of learning that is
sometimes like the relationships between masters and apprentices. Her first experience of non
formal art learning in the army was an assistant to a team making a stage backdrop for a
Beijing OperaCircumvent the Tiger Mountaiitheir troop hired a student from the CAFA to
help them make the backdrop and from them she
about arto
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| knewhow to basically paint a scene, but not how to create fine details like in oll

painting. A strong visual effect was important for painting the scene; big brushwork

would create good effects. We used gouache to paint on cloth. For example, if we needed

to make a stump, we would first use wood to make a stard we used cloth to wrap it.

Finally, we painted the bark and the texture of wood on it. When it was lit by a lamp, the

stump looked very nice and looked like the real thing. (personal interviewsALg,

2009)

The experience, she believes, was a great opportunity for her to learn.

From 19720 1976, Kong made political propaganda paintings in the army workshops for
six months a year. In the workshops, both professional aatisitsvorkshop padipants who
were art enthusiasts from the army helped the
others with |l ess abilityo (personal interview

One of the workshops that she believes was extremely useful for her, because it taught
her some basic skills instead of just creating artworks, was criticized by Jiang Qing, the wife of
Chairman Mao. Jiang Qingglievedthat it was to train experts, thus helping soldiers to become
Awhi t e Itelepgrtedrfronsthe revolutionary path thatsrould serve the masses because it
only focused on the t ec hiperspoatintemawgdAugusgi?or ed art
2009).

She describes how they learned from seeing other painters demonstrating techniques:

In the class, the teachers taughtww to use a brush and how to paint the face and

drapery. When a teacher demonstrated how to paint, we gathered around him to watch

what he did. | felt that studying in the class was useful for me to develop my artistic
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ability. (personal interview, Aug 12, 2009)
At the same time, she also talks about how she learned traditional methods:

First, we used pencil and rice paper to trace the original painting, and on the second day

we used ink brushes to draw following the pencil tracing. | began to liKeeyo Style

and painted a few paintings in this style. (personal interview, August 12, 2009)

Initially, she needed the help of professional artists to complete her artworks. After taking
part in workshops that taught her the basic techniques, she wéas gllnt by herself,
producing works likeComing to Countryside in Spring.| t hough she someti mes
di fficulties, o0 she fAiwas able to take the ti me
August 12, 2009). For example, when she wasngatrouble painting a hand, she would ask
someone to pose so she could sketch it and complete the work.

In 1985, Kong went to the Zhejiang Academy of Fine Arts to study for one year. There,
she entered an art community from a relatively closed enmieah Her classmates had received
professional art training, and she learned a great deal there. She even thought that when she
studied in the PLA Academy, she jusidigested what she learned in Zhe Jian Academy. She
recognized that her art concepts lkshdnged significantly. This transformation was also rooted
in Zhe Jiang Academy. There, she was influenc:
the masses, that life was a source of creation, and that her artwork should be encouraging to
p e o p(demsamal interview, August 12, 2009). However, after encountering different artistic
groups at the Academy and taking part in different workshops and exhibitions, her ideas
suddenly became more focused, andomikwndays ubj ect
|l ife.o (personal interview, August 12, 2009)
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Life art learning to become an artist

Life art learning occurred in different eras. Based on the art learning experience of the
participants, the character of society in different eras is shgvinol art was learned. Some
participants, such as Jin Zhi Lin, Shang Yang, Cheng Shu Xia, Huang Huan and Kong Zi,
mention how | ife art I earning influenced thei
learning was completely informal, due in p@r the unique changes that Chinese society was
experiencing at the time. Wang was the only participant who did not receive professional art
training at university. After being laid off in 1994, he made a living by making handicrafts, and
then participaté in various art fairs. His evolution from a craft maker to an artist was a gradual
process, as he taught himself and ventured into the art market. He is generally known as a self
taught artist because he did not receive any formal art training. He rieginted art through the
process of making artwork by himself; therefore, he obtained his knowledge and experience

about art through life art learning.

Life art learning: Art learning from other kinds of arts

Jin Zhi Lin and Ch e rrginfladnced By apprésating otiter conc e p-
forms of art.

Jin Zhi Lin learned from music concerts. After the Liberation, Jin had opportunities to see
artwork from liberated areas, which reflected a healthy and positive attitude towards life. He
believed that tls was what he was looking for. He thought that he had found his own artistic
language at the first national conference of representatites afts community in Beijing in
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1949. As a student, he took part in this party conference as a volunteer agel ansenchorus.
He describes,

this was my first time seeing Chairman Mao. Two performances at the conference

impacted my artistic concept deeglyBo, a singer from the Lu Xun Art Academy, sang

aYandah k s o nrgRisesitiidoeu NS a i nlt wiasso resmhnt and

brightened my heart. Whenever | hear this song, | am brought to tears. | also saw how

Mao was affected by this song. Another was the Huaihai Campaign Songs. Singers were

soldiers participating in the Huaihai Campaign. They just dasck from the front. Their

faces were black and red, and their uniforms were washed to be the old gray. Their
singing was full of passion. | was extremely touched. This is my most favorite concert |

have ever seen. (personal interview, August 07, 2009)

IN1983, Chen Shu Xia mainly studied realism
collections were published in China in the 1980s, they only included artists up to Impressionists.
As a result, she began to learn about Western contemporary art yngdtcaropean films.

China had started to have more and more contact with other countries, and she saw more
published collections of foreign artists. Most of the art books focused empressionistic
artists; therefore, she did not know rhuabout contamporary art. But foreign movies gave her a
A wi n dooseedhatVesternconcepts of art were different than those of Chinese art

[a]t that time, there were movie weeks featuring films from places like France and

Switzerland. My classmates and | went ligyble to watch these movies, and became

eager to know about the foreign world. Suddenly, | seemed to lose my interest in drawing

and painting, and became interested in photography and printmaking. (personal interview,
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July 1, 2009)

Life art learning: Learning from communicating with others or taking part in activities
Communicating with different people, no mattédrether they werartists or norartists,
and participating in different activitieashether related to art or not, helped the participaats le

art.

Learning from other artists or taking part in art activities

As a young teacher in CAFA, Jin Zhi Lin had the opportunity to recéaart learning.
He sketched outside and met celebrated artists, which greatly enhanced his artistindskills
ideas. He still remembers some of these individuals, such Eess&yoWang Shi Kuo, who
believed that a portrait should reflect the h
Weng, who thought oil painting by Chinese artists should rdfiecaesthetics of the Chinese
people rather than imitating Western styles. Lin also mentioned that in 1955, a Soviet artist Mack
Hmobk.M (19131993) taught a course at the Central Academy of Fine Arts for two years.

Although Lin did not participate inths ¢l ass, as a young teacher,
great i nfluence on mypersona interview, AuglisbO7, 2009). o i | pai
Kong Zi mentioned that her art concepts changed after she visited different exhibitions

during her tudies at Zhe Jiang and the People Liberation Army Acadeneyirieh different

artistic groups at the Zhe Jian Academy of Fine Arts, and took part in different workshops and
exhibitions there. Suddenly, Al hardtartetytobe d e a s
involved with trivia from everyday | ifeo (per
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Wang Yuan Yu started to be a professional artist after making his wood sculptures and
taking part in art exhibitions in Beijing. This not only let his craéisdme artwork and offered
him opportunities to display his pieces with other artists, but also inspired his artistic creation.

He believed that he learned from other artists and audiences in the exhibitions

Learning from communicating with namtists

Huang Huan grew up in an artist family. She believed that artists were superior, but after
going to the countryside and factories to experience life, she began to belidvatihat i st s wer
al so real workers and pr odu9 d&orbeo if drtwoekrdisl ooh al i n
affect people or wasat understood, then the work would lose its meaning. She hoped her
artwork would have some fAsignificance, and wa
artwork being a f usiservaew, dulyBl, 2009). For exagnple, whereshes o n a |
went to An Shan Steel Company to experience life and draw the steelworkers and their lives with
her classmates, the workers asked her aqueétionh at wuse does your dr awi
h a v 6SRecsays,

This question confused me and | really did not know how to answer. If we thought about

it carefully, these dr awwmgchdobsadiloofthe@Qise. T

Bai Shi 6s shiihonwsmeolst ®Podeana donkegnalof Huar

interview, July 31, 2009)

These questions made her wonder if her drawings were unimportant and would have no
use in the future. She started to ponder the status of artists in society, and tried to see art from the
perspective of a neartist, and eve to think about what the life of a famous Chinese artist, Qi
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Baashi, was |ike. She started to read Qi 6s biog
Qi fAihad to provide his family the necessities
smelting steel or a rural grandmother sitting on the ground to strip walnuts everyday in order to

make moneyo (personal i nterview, July 31, 200

an artist or a worker, they did the same thing in society.

Life art learning: Learning from exploring byself-exploration.

Shang Yang, Wu Ming Zhorand Wang Yuan Yu have the experience of learning from
selfexploration, and believe that this type of learning experience played an important role for
themin the proces of becoming an artist.

Because of his economic difficulties, thie lart learning that Shang Yang received was
unique to his situation. During his high school and college studies,

every month, | had only two dollars to buy basic things like toothpastesoap, along

with art supplies. | had to spend almost all of my money on classroom art supplies, and |

did not have enough for materials to practice in my spare time. So, in order to practice, |

tried to find cheaper ways to do it, and, finally, | fduammgood way to practice that cost

little. (personal interview, July 10, 2009).

Figuresl5>17s how Shangoés early pai nmtaivenygmall These \

scale in gouache, because Shang did not have enough money at that time.
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Figures 15-17: Ex amp | e sarlypaintir®)bxpenngebts withgouache
He analyze how this experience influenced his artistic creation:
[tloday, | like to create my artwork using integrated materials, and in China, | was seen as
one of the earliest artistsing mixed media techniques. | feel it is difficult to create if |
do not use these techniques. This resulted from my economic situation during my time in
high school and university. | constantly explored ways to make art using less money.
Today, when lecall those years, | think that those experiments | tried seemed a little bit

strange and offbeat but they turned out to be very valuable. (personal interview, July 10,
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2009).

His oil paintings were always thin because he wanted to save paint, but hd tedmd
a way to use a smal/l amount of materi al t o
(personal interview, July 10, 2009)

Today, | still paint very thin, but it looks very massive, because of my experience in the

high school and universit¥his experiment of saving material made me paint thinly and

dislike a surface that was too thick with paint. Today most of my oil paintings are thin.

Some seem massive but they were painted using many thin flats again and again. Some

people believed that yroil paintings must be thick because the colors were mottled and

haphazard, but when they look at them closely, they can see the charcoal marks of the

original draft of the image. (personal interview, July 10, 2009).

This experience not only influenced fartistic creation, but also cultivated his traits of
persistence and diligence, characteristics fostered in him as the son of an impoverished
intellectual family; he knows he should never give up and always try to move forward.

Wu Ming Zhong also mentits how he explored a way to express fragility:

[ijn the beginning, | used the balloon figures because they would break as if they were

pricked. However, after the balloon figures were inflated with air and blown up, the shape

of people was not clear, ah@vanted to have a visual figure with identifiable

characteristics. Later, | thought about the texture of glass. Glass has rigidity, but is easily

broken. Using glass to represent the frangibility of people had never been applied before
in art history. | dd nothing else but explore this by myself. | did experiments using small
sized paintings. | practiced and at the outset, | could not paint what | wanted to. | slowly

20C

c

r



established some methods for painting these glass people, and then started to paint big

pieces. (personal interview, June 22, 2009)

Wu believed that i f expression comes from
not find any readynade artistic language or style to represent their ideas. Artists have to explore
their artistic languageand styles by experimenting. It is only at that point that artistic creation
occurs.

Wang Yan Yu had a different experience than the others. He became an artist through life
art learning in the art market. In the beginning, he made different kindsfiohtreo make a
living. He started by gluing cobbles on porcelain plates, and then drew the legs and water plants,
creati nog Hie faclrsacdb .bought many plates for anot he
and then used rtacectashdpatek Betaase thereewas adargé amount of
bamboo in the city, he used it to make craft pieces, such as pencil vases decorated with carved
figures or dr awi ng ditof nibrey and was abte & gprodige thent. Soan, Il i t t
had a smalshop to sell my art and crafts. My wife looked after the shop and | made art and
crafts at homeo (personal interview, July 2,
African artworks. Hdearnedfrom his personal exploring and started to be &ggsional artist

after taking part in an art exhibition in Beijing.

Creating artworks while becoming an artist

Artistic creation plays the most important role in the process of becoming an artist. When
the participants talked about when they startecktarbartist, their reasons were based on their
artistic creation. They often mentioned that when they did specific pieces or found new styles,
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they thought that they were artists. The part
i ndi vi agess brsl bowglifferent eras of Chinese society after 1949 influenced them.

All the learning that the participants experienced is ultimately reflected in their artwork.
While their works reflect their development of technique and artistic conceptslsoeeflect
Chinabés radical transformation in social, pol
artistic styles are different and reflect the time when they were created. Jing Zhi Ling, Liu Bing
Jing and Shang Yang all had the experierfc@eaating narrative realistic artworks during the
process of their art learning when they were becoming artists. As Pan, in hiSdm@eknporary
History of Chinese Ak ays, #A[i ] nfluenced by the Soviet so
created manwrtworks that reflected historical deeds of heroic struggle, and praise workers and
peasantsd® new |lifeo (p. 122).

Kong Zi and Cao Ming Qiu produced artwork during the Cultural RevolutioRosters
and Art During the Cultural Revolutioiui Yi Shen (2008 divides Cultural Revolution art into
two periods: the Red Guard and Rebel Faction Art (from 1966 to 1970), and the-Réealsant
Soldier Art (from 1971 to 1976). He believes that the function of the Red Guard and Rebel
Faction Art was to use artworkinover t hr ow Maodés rivals and to s
Asing the praises of Md&easadBoldier Arphadti;pee 149) . The
characteristics: the style was based on the m
themes expanded tocorporate, often with local flavor, the activities of the Maoist triad of
workers, peasants, and soldiers; and thirdly, art producers were young people from ranks of
wor kers, soldiers or peasants, andtcbllegese pr of e
before the Cultural Revolution worked mainly in supporting roles, to facilitate the conversion of
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amateur paintings into som&158) CagwhbWwagtrom@aoul d b
small townpainted many posters praising ChaammMiaoand showing peasants, soldiers and
workers working together.

Cheng Shu Xia, Wu Ming Zhong, Wang Yan Yu and Huang Huan received their
education after the end of the Cultural Revolution, when China started its reforms. Their works
reflected their personalx per i ence and ifmpelrit mgd disstedardd osfu bii

matter.

Narrative realism

Jing Zhi Lin, Liu Bing Jiang and Shang Yang had similar experiences creating work in
their period of art learning during their development toward beconniisgsa between 1949 and
1966. So mepaitinhg expariancasg,dhewever, involved the time at the end of the
Cultural Revolution. His personal history reflected these changes, from creating works
influenced by socialist realism to his rejection ahibrderto find his own artistic language.

When Jin talked about his artwork, he primarily mentioned the works he created as a
young teacher at the CAFA, often sketching scenes with other oil painters. He often received
commissions from the National Mus®s to paint narrative realism influenced by Soviet realism.

In order to make this narrative realistic artwork, he often went to the places where these
events occurred to collect data and information. He recalled his first commission in 1955 was
from the Mlitary Museum to paint the portrait of Luo Shen Jiao, who had drowned saving a
North Korean girl. In order to collect the data to do the painting, he spent two months in the
Democratic Republic of Korea.
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In 1959, while paintingChairman Mao in the GreatrBduction Movementlin went to
Yanban to collect raw data. He found Yanodoan w:
there by airplane, 1t was sunightwasalittarihgoa Pamo o n . H
Hill. The image of the golden lhand blue sky was reflected in the water. It was very beautiful.
It was i mpossible for me to describe how happ

The day after his arrival, he moved into a
mountainto herd sheep with a young man, who was the subject of his first portrait. What he had
learned from the Impressionists like Monet, Mamet Xu Bei Hong had disappeared, because
everythingwagarth and t he mands face wavastheborot ol or of
earth

The reflected light was not blue. | could not find any cold tones so | used my passion to

paint. My oil paintings were local oil paintings insteadM#stern oil paintings. | also

visited a peasant who talked with Chairman Mao dutite Great Production Movement

and | painted his portrait. (personal interview, August 07, 2009)

In 1960, Jin received a commission from the Military Museum, because the museum
needed the historical painting of Nan Ni Wan. He weit éon @rad istayed #re for almost six
months. He was impressed by the relationship betweenaimen@nists and the common people,
and between the army and the masses. His artistic statement of the painting was based on the
masses and on labor. There had been a three yead pénatural disasters in China, and he
wanted to use that theme fito inspire people a
difficulties. | traveled to the mountains and rivers in Nan Ni Wan, and did lots of sketches.
Finally, | took almostfouryeatso f i ni sh t he painting. It was 2
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August 07, 2009). Jin believed that after finishing this painting, he was an artist.

Figurel8 J i n Xam Ni Wan1960)41e thought that he was an artist after finishing this
oil painting.

Atthattime J i n b e | igeod atdorktstoald confie from my heart and have the

feeling of everyday | i feodo ( pdoegnstdike artworksthater vi e w
focus on technique and ignore feelings. Commenting on hisown werk,fib s er ves, fAno
what painting | do, |l hope that theyThare from
artistic creation was influenced by Chair man

articles that he published also focusedloet i dea t hat dAart should com
gi ve back tJo nt hset ammeesds eesh.ad At his was al so my a
August 07, 2009). After paintingan Ni Warto Chairman Mao Taking Part in the Great

Production Movementn YanbBbenfial ways painted soldiers wo
wil derness or Chairman Mao staying with sol di
sol di er s. I Ii ked to paint Ch gersomlantervilg o, sol d

August 07, 2009).
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Liu Bing Jiang and Shang Yang also had a similar process of making artworks. They both
mentioned thatdfore the Cultural Revolution, when students learned basic skills, they also
created artwork, although the work followed revolutionaalism. According to Chairman
Maobs view on art, fart should serve the peop
had to spend three months of every year in the countryside or in a factory to experience life.

They handed in drafts and recaiveomments from their teachers. Therefore, they had the
experience of creating artwork before their graduation exhibition, and their arefiedted
their experience in rural areas.

Liu and Shangdés works represeugpeopehaii r er as
said that they often wemtith the school to the countryside to experience peasant life as a part of
thereeducati on program. Therefore, studentsd sub
countryside. In the first year, Liu createdatwork calledNight It showed a&wegiving birth to
a lamb, while an old man smoking a pipe looked on, with a hurricane lamp close by.

The year 1959, when Liu was a thiydar university student, was the tenth anniversary of
t he f oundi ngRepublicof GBhena. Fre stpdents dvere called upon to make artwork
for this event as an offering to the country. The university provided money and the time for
students to go anywhere they wanted to experi
DaYu Island in Shang Dong province. | stayed there for two months and went fishing with
fi shermen and fisherwomen of the islanddo (per
experience, he creatéishermena pai nting that ndremaramdsent ed a
fisherwomen who were carrying fishing nets and sails on their shoulders, walking towards their
boats and the rising suno (personal interview
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specific theme or story. It depicts a girl dressed inaratia fisherman with a dark, tanned face
dressed in white. Liu says, Awhen | stayed wi
touched by this kind of scene. | painted the scene also because the vibrant colors of the Island
moved me. Ididnotpait it from a political perspectiveo
Although he said that he was focusing on depicting the sunlight and the different colors of the
painting because of his interest 1 rnwindthepr essi o
fishermen and womendés optimism and heroic qua
Anewd country.

At the same time, he also made a painting of a young southern girl who was
embroidering. The two pieces were selected for the nateabition.

When he was preparing his graduation exhibition, he went back to Dayu Island because
At he | ocal people had been very nice to meo (
piece was fda painting of fheslhrerofena bw ath faulblo
painting was part of the national exhibition in 1961. Liu believed that he was an artist when he
graduated from university. Shang Yangods first
on his experience in the aotryside. He went to the countryside for three months every year to
participate in political activities. The university asked students to do artwork for twenty days of
the three months. At the end of his stay in the countryside, his teachers wente¢nthifages
Aito see student drafts of their paintings, an
where the students | ived. We often did big dr.
2009). In 1959, based on his sketches and drafteeavorks he did in the countryside, he
paintedToday is Masters, but Toilers Before Liberationh i s oi | painting dref|

207



the new peasants and woedbaking change between the old and new society, which was

selected to be displayedime nati onal art exhibitiono (perso

Figurel9: S h doday i Masters, but Toilers Before Liberat{d959)

In 1977, after he had not painted in oil for over 11 years[esSky in the Communist
Areaswas displayed in @ provincial exhibition. This artwork was partially made by acdiden
He was interested in taking part in the national exhibition commemoratingftambi@ersary of
the formation of the Peopl esr Aamg. mibdcaugecae ry, | h
he Adi dndt have amny (pxpeasrninance nitrertvhewar Myl vy
painted a historical paintingthe Sky in the CommunistAreatr i ch r epresented da
soldier leading a group of children reaping the harvest anditey characters on a blackboard,
while in the background themas s moke from a distant war. o Al
for a Il ong time, he felt he was able Ato pain
step, I finally finished hi s paintingo (personal i ntervi ew,

In 1979, when Shang started his MFA, he made some abstract paintings that his
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supervisors did not like because they wanted him to paint realistically. He did not talk more
about the artworks he producedrithg his MFA.

In 1981, Shang Yang went to Shang Bei to experience life there in preparation for his
graduation exhibition. He started to use his own artistic language. Although his theme still
focused on the great force of humanity, he experimented esthiechniques to represent it
instead of relying on Soviet realism. He again sketched the boatmen of Huang He River for
his paintingBoatman in Yellow Rivewhich was his primary piece in his exhibition. He said,

in this lonely place, | really felt the gat force of human beings that enable human beings

to survive. Overcoming the natural environment was illustrated by the tiny forms of the

boat mends bodies compared to the vastness
so relaxed and carefree in evéay life became stronger and more imposing in my eyes.

Through them we can see the significance of the existence of human beings against a

backdrop of the vastness of the natural environnfpatsonal interview, July 10, 2009)

Figure20: S h Boatgad 81 Yellow Rive(1981)
He also painted some oil paintingslonal line paper. At that time, he tried to find his

own artistic language by moving away from the depiction of color and space, light and shade,

20¢



and volume. This was because he believeditfat ar t i st s pursued the #fAim
as much as possible, they would ignore or Dbl
relationship between Awarm and cold colors, a
(personal inteview, July 10, 2009)His graduation exhibition caused a stithe art community

at that time, and he started to think that he was an artist.

Figure2l: S h Shangy 8e(1982)

Propaganda posters

Kong Zi 6s experi ence tcsoftheeMorkedehsanBoldierArhr ee ¢
(from 1971 to 1976) outlined by Kuiyi Shen. Kong Zi started to make political propaganda
posters after jJjoining the ar my. I n those year:
col | ect (personamterfiewrAugust 12, 2009). Although she did not have professional
training, she took part in some exhibitions and received some awards with the help of
professional artists in the Army workshops.

In 1970, Chinese troops had a one and a half monthtblaisgooled all the knowledge
of soldierswho liked painting or making artwork to create works of art. When Kong started, the
subject matt er waAtholgh shée didenat havvecanyrexperienge in creéting. 6

artwork, she tried oil paintinghe used figures from an army magazine and the image of a large
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mountain on the back cover as the elements in her painting. She later added an old man with a
bamboo basket to the composition, and call€bing to Mountain to Pick up HerbShe

believed hat the painting was somewhat of a political artwork. Her painting reflected three
generations of Chinese people: a youth, a middlkedperson and a senior who were working
together. This painting was selected for the provincial troop exhibition.

Inordee to take part in the Beijing troopos
troop art class. There she got instruction from professional artists and continued to improve her
piece ding to Mountain to Pick up HerbAlthough she had limited skillshe believed that her
subject matter was interesting. She altered
showing a young femal e s aintdrviesvrAughso M2, 2008). The c k
painting was selected for the Beijingdp exhibition. Again, she got an opportunity to take part
in the artistic creation group in the Beijing troop.

Based on an art cadre suggestion, she used Chinese painting to exjmgss G
Mountaininstead of oil paint, and changed the name of hettipgito Warm which showed a
young female surgeon giving Chinese herbs to an old woman with a few children watching them
through the doorway. It was exhibited in the Beijing troop art exhibition and was published later.

Her artistic creation reflected thene of artworks created during the Cultural Revolution.

In 1972, the Art Creation Group let her paint a draft of a Chinese line drawing done by a
Saturday night soldier at one of the workshops, showing a group of children looking at a soldier
holding a ed flower. She painteldAlso Want to be a Soldier in the FutuRerhaps because of

the political climate of the time, the leader of the group suggested that she teatite and

the subject matter of the work itd\Iso Want to Go tthe Countrysiden the Futureand the
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soldier became a young intellectu@he used the meticulous method that she had used in her

first painting. Cadre Yang, who was ré&sponsi bl

more roughly woul d amgused,ve t he work. o Cadre
more rough lines to redo the figure of the intellectual youth in my painting, showing that
my artistic ability still needed more development. Therefore, | felt that the painting | did
before was better than what the painting became after Cadnegf6s suggesti ons.
really dissatisfied with his changes. However, this painting was approved and | copied it
again from the original, paying special at
my own met hod to do t htechrfigaectceepainst thelclothhesse d Cadr
Later, this painting was recommended by Cadre Yang and was published by the People

Art Publishing House. (personal interview, August 12, 2009)
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Figure 22 K o nlgAls&@Want $o Go to the Countryside in the Fut{ir@72)

She also pointed out that at that time people were not concerned about ownership of ideas
or things and did not worry about becoming famous. A good propaganda painting had
contributions from everyone in the group, even though at the end of the protgs$se dinst
painter generally signed his name. People with good technique helped others with less ability,
and they in turn learned from those with more ability.

In 1976, after the Tang Shan earthquake, Kong went to the affected areas to experience
life and did some woodprints. Wood printing was a relatively quick and easy procedure, and
could be published in newspapers in a short period of time.

Kong Zi changed her artistic style and concept in 1984, after starting her studies in the
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Zhe Jiang Academy dfine Arts.

Representing the artistsod world and experi
After the Cultural Revolution ended, because of the profound changes in Chinese society,
the predominance of narrative realism in Chinese art was replaced by many different aesthetic
concepts. Irthe 1988, the Chinese art community became increasingly influenced by Western
artistic concepts. In 1985, the New Art shook the foundations of the mainstream artistic concepts
prevalent in China for the previous 30 years. Chinese art irreversiblyemieranother era,
although the ANew Waveo was mostly a simple i/
The works created by Chen Shu Xia who studied in the Central Academy of Fine Arts
reflected this change, moving from Soviet Realism Yéeaterninfluenced art. Sheasd that
during her time as a painting and drawing student at the Central Academy of Fine Arts, she
became interested in phgraphy. At that time, all courses were required courses and students
were not offered elective courses. Chen recalled that,
[flor students, if they were interested in one of them, they could continue to study it, and
if they were not interested in it, this course was over for them after they received their
credit. | was interested in a photography course and | took a lot of tinatiowe
studying it after finishing the course. This was reflected by the work | presented for the
graduating students show which was photographs, not paintings or drawings. The work
was calledThere Was a Man and There is Not a M@rersonal interview,uly 1, 2009)
Chendés work was a surrealistic series of p
a newspaper; everything is the same in the series, except the man disappearing from the image at
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the end. Even his shadow is still in the photograplcr&ate the image she had to remove the
man, creating the impression that he had actually vanished. To create the fourth photograph, she
took two photographs of the room, one with the man reading the newspaper in the room and the
other just of the room whbut the man. She had to combine the photo without the man with the
shadow of the man from the other photographs, a process that took days of work in the darkroom,
requiring her to develop many photographs to finally achieve the effect she wanted.

The otter artwork was a photograph of her looking into a mirror, which she describes:

The first three photos are the same, | am looking into mirror, and the last photo is the

same photo, but reflection in the mirror is not my face, but the back of my headdl hope

this artwork would show people that we are not able to understand ourselves completely

and should try to see ourselves from different perspectpessonal interview, July 1,

2009)

Chen explains why she was interested in making surrealistic photolShat people
had already seen realistic images, and felt that she did not need to recreate the same kind of
i mages. What she needed to do was fAto express
that the audiences would be able to experienceselings and | would be able to influence them.
| believe that realistic things cannot expres
Chendés aesthetic is based on her personal exp
concepts ande type of subject matter prevalent before and during the Cultural Revolution

Kong Zi 6s works reflect these changes bett
propaganda patings. The work she created, such an@ to Mountairandl Also Want to Go
to the Countryside in the Futuexemplify the esthetic of the Cultural Revolutibtowever, in
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1985, when she studied at the Zhejiang Academy of Finehfatsart concept and subject matter
changed considerably
At the end of the program, | did two pescof Chinese painting for the graduating
exhibition. At the time, | had tried exaggeration and distortion in my art, as well as
pursing formalism. Before starting our work, we went to the Zhou Shan archipelago to
experience lé. Therefore, two of my artwks reflected the lives of fishermen. Before
studying at the Zhe Jian Academy, when | di
paint in a realistic style, but still | tried to pursue it. However, after studying in the
Academy, | started to have arnparatively new concept of art, and | started to like
expressionism. Therefore, although my realistic techniques were pretty good, I tried to
exaggerate and distort, and | also recognized that it was not easy to successfully distort
the figure. (personahterview, July 1, 2009)
In 1990, Kong Zi believed that her artwork in the graduating exhibition was quite original,
and the art community was quite positive about them. Before doing the work for her graduate
exhibition, she went to Da Lian Mountain wheine Yu people lived, but her subject matter did
not focus on important or political issues. She was attractbg¢®ou 6 s fit r adgand onal ¢
their way of I|ife, 06 and her artwork in the gr
depiction of the Yu people was
just a way to express my ideas and experience of life. My classmates thought the color in
my painting was kind of oppressive, even though the colors were very bright. I did not
deliberately try to represgany ideas. At the timéwas middle aged and was busy
looking after my family and learning art. My artwork expressed my feelings instead of
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trying to lecture. This was a milestone for my artistic creation. (personal interview, July 1,

2009)

Figure 23 K o n gpintidg odYsiPeople in Da Lian Mountaill990) Chinese paintingnk
on ricepaper
Wang Yan Yu and Wu Ming Zhong are similar in age to Chen Shu Xia. Their subject
matter and styles also reflected their personal interests. Before graduation, Wu was interested in
religon, and his work dealt with fAan ancient f ai
successful because,
most of the time, students just focused on sketching; only when students were close to
graduation did they begin their artistic creations. Tioeee we encountered big

chall enges when we started to prepare for
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to explore a subject in depth, and many of us imitated the work of others. (personal
interview, June 22, 71D)
After receiving his BFA and beeing an art teacher in a university, Wu still explored
subjects that he was interested in. In 1994, he studied for his MFA in Beijing, and although his
supervisor was interested in realism, he continued to paint using his experience as his subject. In
1997, after graduating, he taught in the Capital Normal University. During this time, China
became a commercial society. He believed that
university teacher, he was not able to participate in thisthewo n s societyr 0
| was stuck in my situation. Suddenly, | became interested in bar codes. | expressed some
aspectsofmfisi t uati ondo in paintings that combi ne
mouths. | continued to explore this concept, hoping to expresstiation of people in
society. (personal interview, June 22, 2009)
After one year, Wu started to fazon political subject matter. He was aware of
political things because politics played a very important role in my life. If | had grown up
in a period ike today, | would not be interested in or sensitive to politics. The subject of
my artworks was based on themes about press conferences and international negotiations.
The figures were realistic except for their heads, which | represented as eggsa It was
kind of a formulaic image. | called it tiegg SeriesThis was what | understood about
the politiciansd role in society and expr e
t hem. I n the paintings, peopleggé slowbverdi es we
this was not enough to represent my ideas because | was concerned with the common
situation of people in society. My first painting of glass people with poljticatal and
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implicit significance was callefiaking asManyPhotosasPossible This piece

represented delegates from two countries signing an agreement together after negotiating
with each other. However, perhaps they will tear up the agreement because of some
accidents. | started to consider that frangibility of relationships leetweuntries, groups

or people. When 9/11 happened and the two skyscrapers instantly collapsed and
disappeared into dust, this inspired me to do glass people. In 2002, | painted people that
were chatting in a big cardboard box, like we are doing todayyleut r eal 'y dondt
the dangers existing outside of the box. Ehis t wo r k 6 $riends, RleasenBe\sare

of Moving.l wanted to remind politicians to be careful. (personal interview, June 22,

2009)

Figure24: Wu Mi n gainiinigey BedCGarefu{2008). 200x250cm acrylic on canvas
Wang Yan Yu started his artistic creatiorthie 199@, when the art market appeared in
China. In the beginning, he made crafts to make a living. When his sculpture was sold in the art

fair in Beijingin 2001 and 200l e st arted to be a sculptor. n Ma
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the chance to exhibit my wood artworks in the Beijing Art Exhibition and led me from being a
wor ker making arts an(oersanal mtértiesv, Julyo2, 2009)clothee an ar
begiming, he started to copy African wood sculptures. Later, he createdretissoand
sculptures by himself. In the 2002 Beijing Art Exhibition, his sculptures represented the dissolute
relationships between men and women. In a piece of wood he carvedistorted nudes.
In 2006, he started to paint landscapes and abstracts because of the booming art market.
Soon, his subject matter focused on political subjects, following the popular trends of other
artists, but he does not consider these works fo f@et u n 2004 he was inspired by an
image fromChinese Photographyvhich showedwo boys from the countryside waiting for
their mother to give them cake. It touched his heart deeply because his family was also poor
when he was a child; therefofes wa able to understand the mood of the image. The original
model for the children in his paintings was his son. He pointed out that
[m]y son was a fat baby with two small eyes, like my eyes. When he laughed, he was
very lovely. The original shapes of ther@ats in my paintings were my father and
motherin-law, who were peasants andre@ery natural. Being their son-law, | was
very familiar with them. | started to create artwork using my own ideas and my own
artistic language. | no longer followed théistic currents and imitated the styles that
were sold easily. What | painted focused on my childhood experience and the games |
often played when | was a child. (personal interview, July 2, 2009)
Although Wang recognized that his painting skills needechprove, he was confident

that what he represented was lifelike andd.
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Figure25: Wa n g Ypairting GéingdFsshingjs based orhis own ideas andrtistic
language

As an artist, growing up in the art market, Wang talked about people whbtldosig

artwor k. He said that yimasintofmgtshearmgedploen wlyo

because his tworks tell the stories of the interesting things he did with his peers. Therefore, his

buyers are familiar with similar games and experiences.
Ifelt that one saying is true: O6art 1is
catch up with the tidal currepof what is popular in art The artwork | did let me know
who | am and let me feel happy. | used my own way to describe my nareaperience.
Now, my oil paintings and my wood sculptures are focused on children and their

everyday life. | had the chance and tried to make artworks based on political satire
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becausét sold well. Although | was able to sell some, | felt | laboreddatdnd did not

enjoy it. (personal interview, July 2, 2009)

Because of the skills he developed through wood carving, Wang used the palette knife to
paint instead of brushes.

Since the late 1990s, Chinese art has gradually alienated the people anigthgecol
grand narrative has moved to depicting everyday life (Yin, 2009). The aroneated by Huang
Huan, born in 1977, reflesthis trend.

She was not satisfied by her artwork created for the graduation exhibition because she
borrowed another artistianguage to represent her experience in Tibet. After studying her MFA,
she started to formulate her own artistic language. When she was 23 years old, she became very
interesed in marriage.

At that time, | did not have a boyfriend, and felt very lonehad always observed

married people. Many couples looked like each other. | found it was very interesting.

There was not a blood relationship between the husbands and their wives. But why they

were like each other? This was because people are alwaissistic Hence, they like

those people who look like themselves. | liked to explore the relationship between

husbands and wives, or between lovers. (personal interview, July 31, 2009)

Therefore, Huang created a series of wotks’er Comradesn a printaking studio.

She used different material to represent this subject matter. She paintezhtidtéors on wood
board, therdrew directly on the board with a brush and Chineselirike result was good, she

kept it. If she felt that it was not perfestie used a knife to carve on it. If she felt that it still was
not enough to express her thoughts, she would print some of the paintings on paper. Therefore,
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Asome of my artworks were the painted wooden
(personainterview, July 31, 2009).

At the same time, she did another project inspired by the hierarchy she perceived in
society. She felt her academy was a society with a rigid social order, where

[g]reat professors were held in great esteem by students, whilg yeachers were

talked of casually and maliciously by students. Students who were able to paint well felt

they were a superior class, but it was not easy for students who could not draw well to

make friends. Workers, plumbers and cleaners were all liwigroups. In other places,

these workers were more likely to be acknowledged and vdjoedonal interview, July

31, 2009)

She considered that everyone, whether professor or worker, was a human being. With this

in mind, she did over twenty large poitsawith exaggerated features. Then, she used a computer

torecombine the eyes, noses and mouths Ato inte
Afall people have strengths and weaknesses, an
professoroa pl umber, i s t hewdulyBle2009. per sonal interv

Huang said that if she did a portrait of professor Guan Jun, nobody would have been
surprised. However, fAwe often dondét even not.
When I putthggpr of essor 6s eyes and a mouth of a cl ean
(personal interview, July 31, 2009).

In 2001, she stayed in a village in Gui Zhuo province for one month. The village had no
electricity and the lives of people there impresker. Sh@bserves,

these people of my sketches looked a bit like monkeys. Local people were more thin and
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agile. There, sheep, dogs, and chickens had their own characteristics. For example,
roosters had very nice cock feathers, and could fly a shesthdes When you thought
that people were |ike monkeys, you would r
that human beings were very evil. While they have created a civilization that other
creatures could not do, they deprived the natural lite staother creatures and
destroyed the harmony of the nature. Human civilization is out of sync with the pace of
natural world. (personal interview, July 31, 2009)
Based on her experiences and feeling in the countryside, she createdow Would be
Longer, a series of four artworks in the Chinese painting style. It portrays the unromantic and
long days of women on a boat, which might capsize or get caught in a $fomen living in
mountains calmly accept their unromantic lives, but urban women argsalwaking forward to
a more exciting tomorrow. Before living with these women, she always felt her life was unfair
and compl ained why s h(gersomliinterviempJuly 31,22008). Thihwas o r
becausashe felt people livingincitesdei r e f ar t oo much. These wome
the countryside inspired her to create these artworks using Chinese painting.
While she was excited about these women living in the mountains, she also had to face
her own life. At the time, when sliewa s a f f i[her] freenndg, dlassmiatéshteachers, and
people from the alintrvievpJoyBl,2009),sle erffcpuatered onany
difficulties. She doubted whether there was mutual trust and help between people. Although she
was in angish, she used art to solve these dilemmas in her studio. Each painting was her own
reflection on these things, exploring the relationships between women and men, and among
women.
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She pointed out her subject matter often focused on women, but the irh#geseo
women, whether in sketches or painting, did not have strong female characteristics. This was
because

| always thought that women were more human, while men were more like animals. |

wanted to paint women to express something of human nature. dnwyrks, women

always were at ease and they did not have sexy body and beautiful long hair. (personal

interview, July 31, 2009)

Figure26: Huang Hu avhedesAre Fau®@002)i n g

Summary

Based on their experiences and stories about becomisig attis clear that pursuing a
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professional education coubdve helped the interviewees build a foundation to become an artist.
Yet it does not mean that acceptance in a professional art education program and receiving a BFA
or MFAimmediately enablethem to become an artist. Formal l@arning in art school simply

made their path towards becoming an artist smoother.

In the more dayo-day process of becoming artists, many casual and natural factors
influenced the participants; each one had his ouhejue experience. Even if they received
FormalArt Leaning in art school, the less structured form of art learning also influenced them in
many different ways, often to a great extent by the social, ideological, cultural and economic
situations of themas in which they lived.

Except for Wangall the other participants received professional art training in art school
in university. They primarily learned art through Formal Art Learning, although their studies
included aspects of the three types of @athing: Formahrt Learning,Non-FormalArt
Learning and.ife Art Learning. Sometimes, these various learning types were interwoven. Some
participants took the time to develop their artistic ability outside of school, in order to meet the
requirements othe teachers, to learn something related to their aesthetic in@réssudit
courses not offered by their department. In this method of stadyjormal;earning is not very
obvious, but it is blended witlormalart learning most of the time. Howayéfe art learning in
daily life or in a specific learning environment had a great influence on their artistic ideas and
concepts.

It is clear to see that Chinese art education often teaches art techniques and helps students
develop basic skills. Thisaehing method often separates techniques from artistic creation.

Some professors believe that teaching art and making art are two different things, and see artistic
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creation as how artists express their thoughts and emotions through artwork. In art schools
students should learn basic knowledge and practice basic art skills. After acquiring strong basic

skills, students will be able to create their works.
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Part Three: As an Artist, Learning about Art

Although | asked the participants to talk about how teejreriences of art learning
influenced the process of learning as artists (except for the oldest artist, Jin Zhi Lin, and the
youngest, Huang Huan), most of them did not recount their experiences at this stage of their
career as clearly and concretelytlasy did their earliest memories of becoming an artist. When
they were asked what experiences influenced their artistic creation, some responded with general
ideas or referred to critical articles about their artistic creation; others believed thatdhestha
started being artists. I n this section, I wi |
experiences of being artists.

As artists, the majority learned art through life and-fevmal art learning situations.
Huang Huan was the sole individwetho had formal art training, pursuing a Ph.D. in art during
this period. Two other participants, Liu Bing Jiang and Wu Ming Zhong, receivetbnuoal

training; they studied art in France and Russia, respectively, but they did not gain a certification.

Formal art learning: as an artist learning about art.

After becoming an artist, this type of art learning does not play as important a role as it
does in the process of becoming an artist. Among the participants, Huang Huan, as the only
individual who hadormal art training after being an artist, never explained if this helped her

develop her creativity.

Non-formal art learning .
Nonf or mal | earning played an i mportant rol e
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They improved their skills and coepts by visiting and studying in different countries, working

with different artistic media, and creating their own artwork.

Non-formal art learning: Learning in other countries

Liu Bing Jiang and Wu Ming Zhong, as mentioned above, were able to stusdaditer
the start of the economic reforms in China. From 1984 to 1987, Liu was sent to France by the
Chinese government. In Paris, he lived in a studio that a CHireseh artist bought
specifically for artists from China. Liu paid all his travelliegpenses and arranged his schedule
by himself. In Paris, he mainly visited museums, went to different studios to paint and sometimes
visited other countries. He also sold his paintings to survive, and from time to time painted
portraits on the street.

Liu believed that this experience had a great influence on him. He said that, before
visiting France

| saw these oil paintings in printed collections. When | had the opportunity to visit Paris, |

tried to see as many of these masterworks as possible. 8ssgegvorks in person, as

opposed to seeing them in print, was a totally different experience. | was deeply touched

by them and was much better able to understand tfpersonal interview, July 02, 2009)

For Liu, sketching from plaster casts in universiid not lead to creativity or excitement.
Only when he saw the original sculpture on which the cast was,lzhddee havein emotional
reaction. Studying from a book or looking at a cast does not provide the viewer with an idea of
the actual scale of ¢hwork. Liu remembers,

You cané6ét imagine the feelings that they
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them. | felt that the sculptor just lopped off the needless parts from the big piece of
marble. It was so elegant and priceless. Our Chineg®grculptures tended to be more
f o r mu(peesonal imterview, July 02, 2009).

In Paris, Liu discovered that he preferred classical art to contemporary art. Seeing the

original works of European master sowhsnvi nced
personal artistic beliefs in order to progres
pursuing, o0 he said. AEven if it is the mainst

interview, July 02, 2009).
He also believed that the experieméespending time in Europe helped Chinese artists
understand the spirit &/estern art. Liu felt that his artistic style and skills changed after staying
in France for two years, amd seeing the artwo
Wu Mi ng Zhongos yegipRussiaearecserewhatfdiffesent gothpared
wi th Liuds WutraveleditorRussia ia20@3&nd studied aRépin State
Academic Institute of Painting, Sculpture and Architecfarene year. The Institute stressed
realism, and his professr was not interested in Wudbds exper.i
work to his studio supervisor, thertrealisnipy respo
(personal interview, June 22,2008ju deci ded to continue working
people on his own. When he did go to the studio at the Institute, howecempéetely
followed the realistic style that was promoted by the Acadgetywhen there were
contemporary art exhibitions in St. Petersburg, he often nhadénte to go see ¢m.
It is necessary for mature artists to pursue what they are interested in. dvgariog
Liu and Wudbs experiences, it is clear that t h;
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activities based on their own interests.

Non-formal art leaming: Learning by working with different media

Jin Zhi Lin, Shang Yang, Cao Ming Qiu, Chen Shu Xia and Huang Huan all had the
experience of learninfyjom or being inspired by other art media. For example, after his
retirementJin Zhi Lin had time to patragain. He only sketched outside, and his subject matter
focused on | andscape and plants. He said tha
painting elements. The size of my oil paintings follows that of the traditional Chinese painting,
TaoRu0 (personal interview, August 07, 2009). T
the size is generally narrow and long, and two or four panels together. Jin said that he used
Chinese brushes to paint i n ectthe Chinesk adsthdtid e v e d
v i e(peosonal interview, August 07, 2009).

Shang Yan believed that most of his pieces that were created in the 1980s did not involve
volume and | ight and shade. In order to get r
tradt i onal methods of Chinese paintingo (person:

Although Cao Ming Qiwconsiders Chinese painting to be the most suitable outlet for his
Aarti sti c explgnewhy lseitriedtq paint m eil. When painting a subject fong
time,

to a certain extent, | hope to change my style. | had already reached my personal peak; if

| did not change, it was possible for me to paint in this style for the rest of my life. There

are many of these examples in the history of Chineseipgitiowever, it was not easy

for an artist to change his style or give up the things he is good at in a short time(personal
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interview, July 29, 2009).

Figure27: Ca o Mipihpgintigyioflrloveer (2005)

Therefore, Cao started to try other mateariike oil paints, to depict one of his favorite
subjects, the peony. On®hand, he reliedn the Chinese painting skills he had learned
previously to create his new oil paintings. On the other hand, the experience of making oil
paintings made him bettenderstand how to deal with colors and how to use new ways to create
his Chinese paintings. Cao believed that trying different kinds of media helped his Chinese
painting boldly break through some of the concepts of traditional ink painting that had been
holding back his work, particularly in his use of color. This experience made him more sensitive
and also broadened his concept of art.

When Chen Shu Xia talks about her recent artwork in 2007, she also points out that some

of her works are also influencég the concepts of Chinese landscape painting.
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Figure28 Ch e n $Hiee Birdq2@08)s

Wang Yuan Yu started making wood sculpture by accident and believed that doing wood
scul pture allowed him to g{personamtergiewplaly2nt i ngs
2009).

Huang Huan pointed out that teaching traditional Chinese line painting inspired her to try
different ways to create Chinese paintings. In 2006, she taught her students line drawing, a
traditional form of Chinese painting. Beforeathing the course, she always painted using
colored ink, but the class forced her to study line drawing at a more profound level, leading her

to reflect on fAhow (persomalanterview, uly 8h2009ese pai nti

Non-formal art learning: Learning through doing
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Cao Ming Qiu started making ceramics as a result of being asked by a collector to help
him create designs for ceramic works. He started to paint on ceramics in a factory in Jingdezhen,
having no experience in that field beforehandth? factory, he did all the work by himself. Cao
said that it was very important in the creat.i

i nterest and f i ni(psrbonalinterview, Juty 29 20095 ever anceo

Figure29: Cao Mi nagics@996)6s cer

Although most of the participants did not mention that feayned from their antnaking,
all of them learned from the process of their creation. It is very important for all artists to learn as

they practice.

Life art learning .
Lifeartlear ni ng often occurred in the participa

their art learning. Talking with people, being involved themselves in art communities and
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experiencing the ordinary things of everyday life inspired them and showed &rem n

perspectives. All the artists mentioned | ife

Life art learning: Learning through communicating with other artists or being
involved in an art community

An important approach in learning to be an arsishrough speaking and interacting with
other artists and by being involved themselves in the activities of art communities. Jin Zhi Lin,
Liu Bing Jin, Wu Ming Zhong and Wang Yuan Yu all experienced these kinds of activities.

Jin approached his art learg by investigating folk art and communicating with folk
artists from the countryside. He started to study folk art in 1979, and spent a great deal of his
time involving himself in a survey of local culture and folk art. For Jin, folk art cultivated his
ideas about art Alike milk nurtures a child. o
concept of art different from the Amainstream
open the door to see many of the old prototypes hidden in eydifgjaevealing the common
and conventional folk and cultural symbolso (
concepts of grandmothers especially enriched his artistic creatigrivdgan example of how
this influenced his artistic ideas December of 1985, the Central Academy of Fine Arts
Department of Comics and Festival Paintings invited six older female folk artist¥feom &oa n
introducefolk art to students:

One event had a deep impact on my artistic creation. One artist was very

good at cutting a tiger out of paper, but she had never seen a tiger. After visiting the

Beijing Zoo and seeing tigers, she was excited and started to cut tigers because she finally
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saw real tigers in a zoo. The next morning, the artist showed herqdggyers to me. |

found that these tigers were not as good as the ones that she had created before. She cut

her tigers based on impressions of real tigers she saw in the zoo, and she tried to depict

their movement. However, because she did not have slaigcof sketching and drawing,

it was difficult for her to express movement. As a result, she became less able to

reproduce the tiger in her paper cuttingsnade me reconsider the relationship between

art and life; art cannot simply come from expedg life. It is right that life is the

source of art, but art is not necessarily a direct reflection of life. In the beginning,

somebody saw tigers, and they cut patterns of the tigers based on what they saw. Then,

the patterns were passed down fromgeaet i on t o generation. Gr ad

became a symbol and different folk artists gave their tigers some new elements based on

their own aethetics even though they had never seen any tigers. | changed my art

concept of realism, a style that | Hadrned from the mainstream art world. (personal

interview, July 31, 2009)

Liu Bing Jiang also mentioned how he had learned from visits with his art professor,
Huang Yong Yu, during the Cul tural Revolution.
concept hat #Acreating a world was rnpemrsomalinteeo,r t ant

July 02, 2009). At that time, Huang was in a difficult situation because he had been criticized as a
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fibl ack' paiButterhe conti nued tipwamrainkngouachesandg fbi g
gold and silver powder together to paint water lilies, bitterns, and landscapes of his hometown on
rice papero (personal i n-steents dfterwcrowdkdintohis@nzall 2 0 0
10-squaremeter roomtodiscas art and see his paintings. They
way. From this relationship, a new school formed in China. Today, it is called Ink and Color

Painting.

R

Figure 30: Li u Biink gndcdlor pamti@® EGirl (1977). He was considered ooé the

pioneers of this group.

Il n 2007, Wang Yuan Yu moved to the Song Zht

Aworked together with hundreds of other artis

During the Cultural Revaltion, many artists were given negative labels if their artwork did not reflect the

revolutionary ideals.
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Song Zhuang, it was easy to see different acttstinds and communicate and interact with other
ar t psrsosabinterview, July 2, 200%or Wang, taking part in exhibitions in Song Zhuang
was especially important because the audience and his fellow artists gave him new ideas, which
helped him dede what he should do

Wu Ming Zhongrented a studio in a contemporary art community although he still taught
in university. Entering the contemporary art community profoundly changed his career. Since
becoming active in that community, he said,

| participated in contemporary art activities and communicated with other contemporary

artists. Soon, | had the opportunity to take part in exhibitions. My fame rose so quickly.

In fact, | did not expect success to come so fast. Before going to Shuo Jia Village, | k

very little about the contemporary art community. After moving there, | found it was

really wonderful. (personal interview, June 22, 2009)

In 2006, an ltalian art professor from the University of Rome, who was giving
presentations about his new boog&amrtly published in Beijing, met with Wu and suggested that
he should paint | arger paintings x3ngkwerksquaes, t he

but after talking to the professor, he started a piece that was 6x6 meters.

Life art learning: Learning from or being inspired by everyday life

Several of the participants in the study reported learning from or being inspired by
everyday life. Jin Zhi Lin, Huang Huan, Wu Ming Zhong and Chen Shu Xia all spoke about the
influence of daily life on theiwork.

In 1982, when Jin Zhi Lin was staying in France, he visited many museums. But one
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event helped him recognize that fAeach nation
natural element in art and culture. Chinese oil painting needed tseXpinenese aesthetics and
I i {personal interview, August 07, 2009).

That year the Grand Palace was displaying work by several Chinese painting masters,
such as Qi BeShi, Wu Chang Shuo, Ren Bo Nian and Huang Bin Hong. Although in China they
are seen asasters of Chinese painting, in France, there were only a few people visiting their
work. At the same time, Chinese comic books were also displayed there; this exhibition had a lot
of visitors. It seemed to Jin it was because different cultures haveedifeieestheticglthough
artistic principles are universal. Therefore, he thodlggt Chineseibpainting should have its
own aesthetics instead of followiNgestern aesthetics completely.

When A9/ 11 happened and t heanddsappearedyirgocr aper
dust, 0 Wu Ming Zhong began to explore the #Afr
or peopled using fAiglass peopl eo ( Peerskoom al i nt
that relationships between countries, grooipgeople were as brittle as glass.

In 2007, the severe earthquake that occurred in Si Chuang Province influenced Chen Shu
Xiadbs art concept. She believed that the deve
nature, and her oil painting started épresent landscapes based on her idea of the relationship
between people and nature. She thought that nature was always strong and human beings were
frail.

Huang Huan believed that her creation was profoundly connected with her state of life.
Whenshehdh a boyfriend, she was content and her |
artworks were also very sweet, although sometimes | was tired of this kind of sweet artwork. |
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often believed that good works arewduy&ated in

2009).

The Process ofl mportant Artworks They Made
After becoming an artist, the participants had different experiences because of the
evolving political situation in China after 1949. Before the Cultural Revolution, art tended to
reflect Chnese revolutionary history and the new life of the masses. The function of art was seen
as a tool in the production of political propaganda. Artists did not have many opportunities to
develop their own artistic style and subject matter. They often foaumsedportant events and
refl ected on the political climate in China.
socialist realism.
During the Cul tural Revolution, Jing Qing,
artistic standard, Romantic Revolutiop&tealism. This style emphasized using light, bright
colors and especially the color red to represent Chairman Mao and the masses (Zheng, 2008,
p.23). If artists did not follow this style, their artwork was not displayed in exhibitions, or was
seen as degerate (p. 24).
After the Cultural Revolution ended in the latter haltref 1978, China started
economic reforms, and artists hadre opportunities to explore different ideas; however, for the
most part, the Chinese art community remained quite caatses. Jin Zhi Lin mentioned that
i mages of Botticelli s Venusak80articMiathel angel o
magazine, led to a serious debate about whether these works were art or erotica. During the
1980s the Chinese art community statt® become more liberated, but ideas about

24(



contemporary art were new for Chinese artists. Jin gave an example that clarifies the situation. In
1985, some artworks by Robert Rauschenberg (P228), a contemporary artist from the
United States, weredisply ed i n Beijing for the first ti me.
with materials from everyday life, made a deep impression on Chinese artists. Wen Li Peng, the
chairman of the Oil Painting Department of the Central Academy of Fine Arts at thasaiohe,
When the museum staff opened the box, they just saw some feathers, rubber, wheels, and
thought that these materials were to pack the artworks. Therefore, they put them aside
and | ooked f ofreabRuawork. tntiaetnthe éemg they foumuthe
packing crate were the elements that comprised his artwork€Aihese Art Paper
devoted three quarters of an issue to disc
thing (personal interview, August 07, 2009).
In the end of the 1990s, whére art market appeared in China and artists could make a
living through selling their works, multiple art styles started to coexist in Chindung
Chinese ArtistsChristoph Noe and Cordelia Steiner (2008) argue thaesplession is very
importantfor young Chinese artists. They point out that young Chinese artists are
more seHcentered and concerned with their own liresomparison to previous
generations. This generation has known only peace and agreveng economy in
which this very growthiakes precedence over democratic reforms. Mass consumerism is
widespread, and a socialist system has been replaced with a capitalist one that diverges
from the collectivist ideology and ideals of the past. Taken together with the frenetic
urban expansiowithin China, these changes represent a deep influence on individual
experience and perception. (p. 8)
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Romantic revolutionary realism.

During the Cultural Revolution, only two of the interviewees, Liu Bing Jian and Jin Zhi
Lin, were already artists. Bothed to reflect the new political climate in their paintings and
hoped to get the chance to display them. However, their work was not accepted for any official
exhibition because they did not follow the standasfiRomantic Revolutionary Realism, which
meant that the color red had to be combined with light and bright imagery.

Liu said that in order to take part in an exhibition in 1972, he painted two oil paintings of
Tibetans,Tibetan Woman Joining the Communist PamygA Working MiddleAged Man He
said that he Awanted to pursue the prominent w
revolutionary art. o This was because he #dAdid
but i nstead he Aused a pal et t egotkimintb&wouleo pai nt
He s &e lelder, Who was responsible for culture and education in Beijing, thought the faces
of the figures in my paintings were made with rough rather than smooth strokes and mixed cold
and warm colors. He believed that my peigs had problems and he suggested that my

university should investigate me and my thoug
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Figure 32 Li u B ioihpmaintidg offibegad ¥oman Joining the Communist P#it973)

The same thing happened to Jin Zhi Lin. In 1974, he created the p&erad)e Directoy
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which was based on a real character, Cheng Zhi Xing. However, he pointed out:
[w]henthis painting was sent tbeé National Art Exhibition, the committee believed that
the figure was too personal and was not gloaking enough. Furthermore, her coat was
too old and needed to be replaced with a newer one. Third, the kerosene lamp depicted in
the painting was a symbof poverty and backwardness, and it had to be removed. |
covered up the kerosene lamp, but | did not change the image of the character, nor the
coat. As a result, the painting was not displayed in the exhibition. (personal interview,
August 07, 2009)
Infact, Jin believed that this paintthengods
period. In the interview, he describes why he painted it.
In 1969, when Chen was16 years old, she carnveaton dr@mBeijing, and worked in
the countryside voluarily with other young people from the cities to help reform the
countryside. She worked with peasants in the field with all her heart to improve
production, and they in turn greatly admired her. When | went to the geia&y | saw
how she led the massef people to protect crops from the flash floods that often
occurred in the region, and worked with the masses to organizing meetings. | created a
portrait based on her, callé@&male Director A young lady was sitting on the stone bed
with an old lambdir coat that an old peasant gave her. She had just finished reading a
government report and was listening to opinions of the peasants. | focused on the
relationship between her and the people. The old hoe behind her represented the
relationship between hand the people, showing that she was a member of the masses.
(personal interview, August 07, 2009).
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Figure33: J i n dlpainting ofirethale Director(1975)
Later, they both continued to follow their own artistic path and avoided using red, ligh
colors and bright imagery in their work. Liu worked on portraits while Jin focused on landscape,

peasants and young intellectuals who receivestitecation iia n 6 a n

Oil sketching.

Liu Bing Jiang and Jin Zhi Lin liked to sketch from real life, andrttagority of their
artwork was painted this way during the Cultural Revolution.

After leaving Beijing in 1966, Jin Zhi Lin was interested in sketching figures and
landscapes using oil in his spare time. During his work on the survey of folkyaat im his n
artworks, such a&n Xi River FunerandThe Lantern Festivalwere influenced by his
surroundings and the way of life of the people who lived there. After retiring, Jin had time to
paint again. He only sketched outside, focusing on landscape arsl plargays,

[e]ach year in the spring, | stay in Beijing visiting the parks and interesting places [there]
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to sketch. When summer comes, | return to my hometown in the country to sketch.
During the autumn, | travel to the villages along the Yellow Riograint. | sometimes

draw crazily, | feel that | am not able to control my brush, and | do not care about color
and volume. In this state, my emotions are volatile. When | am like this, | feel immersed

in nature, as if | have become part of nature. (paisaterview, August 07, 2009).

Figure34: J i n dlpainting oflraddscap&2001)

During the Cultural Revolution, Liu Bing Jiang focused on doing portraits, using oils. He
said that for year !l ong p emralllikedtopainiordiawte t ed Xi
Kurds becausethemener e her oi ¢ and womenos (persosat umes wer

interview, July 02, 2009)
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