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Figure 1 

A chart showing statistics 
for graduates' vocations 
and further studies, from 
The Commemoration 

Book of the 25th Anniver­
sary of the Shanghai Fine 
AIts College, 1937 

Vocations from a to rare 
as follows: 

a = teaching staff at 

colleges or above 
b = teaching staff at 

secondary schools 
c = teaching staff in 

primary schools 
d = party affairs 
e= politics 

f = military affairs 
g = mass education 
h = commerce 
i = industry 

j= the press 
k = publishing 

I = experts 
m = pursuing studies 

overseas 
n= cinema 

(Unit: 25 people) a f 8 r. j ... { m p q a = unemployed 
p= dead 

29 Xiong Yuezhi ed., Shanghai tongshi [A 
General History of Shanghai], Vol. 5, \Van 

Qing shehui [Late-Qing Society] (Shanghai: 
Renmin chubanshe, 1999), p.436. 

q= other 
r= unknown 

Artists and Art Practice in the College's Art Exhibitions 

In addition to the administration of the school and the way it educated 
its students, the non-educational activities of the College deserve attention. 
Raising funds for the school's maintenance was always imperative, in 
particular through its connections with other institutions and the Shanghai 
art market. As noted above, from the 1860s, commercialization had 
extended into traditionally non-profit fields like education and culture. 29 
Although the goal of the College was not to make money, it developed 
commercial functions that played an important part in stimulating the 
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involvement of artists in the market and the transformation of their artworks 
into commodities. 

The commercial function of the College can be illustrated with the 
following examples: first, none of the school's art periodicals were free, 
despite its purported aim of "new art and new culture" .  Advertisements 
were encouraged in them and in the College's yearbooks.30 In one issue, 
eight pages of advertisements for goods and services unrelated to art 
were included (Figure 2). In addition, the College operated a shop sell­
ing painting tools and other paraphernalia, which became an important 
source of funds.31 

The most direct way the practice of artists was 

Figure 2 
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30 Price charts were printed on the back of 
these periodicals. For example, the price for 
Art in 1921 was 0.25 yuan for one issue and 
0.9 yuan for four issues through one year, 
see Meishu [Art] 2 (31 March 1921). In the 
same issue the folloWing statement was 
found: "This periodical is for art and aes­
thetics research and is distributed through­
out the country. If you place an advertise­
ment in it, your company will earn a national 
reputation. This will help you to attract 
customers and promote your business". It also 
said that it was influential in South lOVER 

commercialized came in school exhibitions where 
raising school funds (rather than encouraging 
students and displaying the latest works of the 
teaching stafO was the main goal. Through these art 
exhibitions the College functioned as a powerful art 
dealer in the Shanghai market. 

A page of advertising in The 14th Yearbook of the Shanghai 

Fine Arts College, 1934, p.129 

1. 

This commercial function was first demons­
trated by the College's art collection system. 
A large number of artists, other than the teachers and 
students of the College, were urged to participate 
in the College's commercial art exhibitions. One 
example was the 10th Anniversary School Art 
Exhibition which had the purported aim of " displaying 
students' work from the past ten years and raising 
funds for the College".32 In reality, students' works 
were exhibited in only five classrooms; twenty 
rooms, however, were devoted to exhibitions of 
the works of graduates, Correspondence Depart­
ment students, current and prior teaching staff, the 
works of other artists from outside the College and 
private collections.33 Famous artists attracted the 
highest interest from the College. For instance, at 
the Ancient and Contemporary Masters' Painting 
and Calligraphy Exhibition, many well-known artists 
from outside were invited in addition to College 
teachers such as Zhu Wenyun, Pan Tianshou iI 
�� ( 1897- 197 1) and Wang Yiting .:.E-'$' ( 1867-
1938).34 A letter from the College to Zheng Manqing 
��!f11f (1902-75)35 introduced the purpose for the 
exhibition and the general history of the College, 
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/ Asia and had the lowest advertising rates 
for any art periodical in the world. A full­
page advertisement on the back cover cost 
100 yuan for a year, whereas a quarter-page 
advertisement in an ordinary position cost 
3.75 yuan per issue. 

31 See Meishu 2.4 (31 March 1921). 

32 See the Regulations for the 10th Anni­
versary Art Exhibition of the Shanghai Art 
College, 1921, SMZDA, Q250-1-233. 

33 The exhibition was held at two places; 
the art school and the Shanghai Girls' Art 
School. See the record of the meeting to 
discuss the exhibition on 20 June 1921, 
SMZDA, Q250-1-233. 

34 This exhibition was designed for 
fundraising, see, SMZDA, Q250-1-254. In 
1923, Zhu Wenyun and Pan Tianshou were 
employed by the College to establish the 
Chinese Painting Department. Zhu and 
Pan were invited to submit paintings for 
the College exhibition (see Letter to Zhu 
Wenyun and Pan Tianshou, 4 April 1923 
in SMZDA, Q250-1-254).Wang Yiting was 
a school board member who first suggested 
holding this exhibition (see Letter to Wang 
Yiting, 3 April 1923, SMZDA, Q250-1-
254). The rates for artists can be found in 
newspapers from that time. See also Wang 
Zhongxiu, et aI., Jinxiandai jinshi shuhua­

jia runli [The Professional Rates of Painters, 
Calligraphers and Epigraphers in Modern 
and Contemporary Times] (Shanghai: 
Shanghai huabao chubanshe, 2004). 

35 Zheng Manqing worked as a professor 
and as the head of the Chinese Painting 
Department at the College from 1926 to 1 930. 
In 1922, he was not yet on the staff. 

36 Letter to Zheng Manqing from the College 
in August 1922. SMZDA, Q250-1-254. 

37 See Fan Shaoyun's letter to Liu Haisu, 
4 December, 1922. SMZDA, Q250-1-254. 

38 See Ye Zhifa's letter to Liu Haisu, 
21 January 1922 and 3 February 1923; Liu 
Haisu's letters to Ye Zhifa, 5 February 1923; 
Liu Haisu's letter to Zhu Jichen, 10 March 
1923; Zhu Jichen's letter to Liu Haisu in 1923 
(date unknown) and Liu Haisu's letter to Fan 
Shaoyun, June 1923, SMZDA, Q250-1-254. 

39 Zhang Junmai was a prominent Chinese 
philosopher, public intellectual and political 
figure, a major exponent of Chinese liberalism 
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and then continued: "With the highest admiration for your renown as a 
calligrapher, we earnestly request your works" .36 Fan Shaoyun �y� 
( 1885- 1962) not only created paintings for the exhibition but also helped 
the College to collect works from other artists.37 Among other artists who 
sent their works to the exhibition were Ye Zhifa �t��, Zhu Jichen ** 
fJk, and Chen Jia'an �JIUI1!l� (1886- 1945), all well-known in the local art 
scene.38 Liu Haisu also sought help to contact artists that he did not know 
well . For instance, he wrote to Zhang Junmai �;g� ( 1886- 1969) to invite 
Lin Zongmeng ***j,h and Xu Juren :f*3tBA:39 

You agreed to request works of calligraphy from Xu Juren and Lin 
Zongmeng, [but I did not hear from youl. I presume that you must be 
preoccupied with official affairs and have not had time to contact them 
for me. I would be grateful if you could ask them soon 40 

The College did not just invite Shanghai artists. Just as that the Shanghai 
art world incorporated artists from a wide area and also had links with 
other cosmopolitan centers, as Jonathan Hay notes, 41 the College also 
collected work from artists in other cities or provinces, such as Beijing 
:it* and Guangzhou )jl:U+I. One letter was written by Liu Haisu to Chen 
Shizeng �JUjj\\W (1876- 1923), a leading artist in Beijing: 

Many thanks for promising paintings to support the building projects 
of the College. As you requested, we are mailing 40 pieces of 4-inch­
liuji-cotton /\ am paper and 20 pieces of xuan W paper. Please select 
what you like and give the rest to Wang Mengbai x�B 0887- 1934) 
and his students . . .  42 

Another letter was delivered to Gao Jianfu iWiAAU:X: (1879- 195 1) in Guang­
zhou two weeks later, requesting him to help with the fundraising.43 Even 
collectors of painting and calligraphy were sent letters with the same 
purpose, for example, One letter delivered to a Shanghai collector in 
relation to the 10th Anniversary School Art Exhibition said: 

We greatly respect you for your painting and calligraphy collection, 
and your profound connoisseurship. We can only imagine the number 
of antique treasures in your collection. We are writing to you, hoping 
that you m1ht provide us with some of your treasures to support our 
institution.4 

One collector, Yao Jichen tlJttmE2:, later donated eight artworks.45 

land a prominent theorist of human rights. He 
was also a member of the College board. 

40 Liu Haisu's letter to Zhang Junmai, 
6 March 1923, SMZDA, Q250-1-254. 

41 Jonathan Hay, "Painters and Publishing," 
p.l65. 

42 Liu Haisu's letter to Chen Shizeng, 

/20 August 1922, SMZDA, Q250-1-254. 

43 Liu Haisu's letter to Gao Jianfu, 20 August 
1922, SMZDA, Q250-1-254. 

44 A letter to the artist Zhuang in 1922, SMZDA, 
Q250-1-233. 

45 A reply to Yao Jichen in 1922, SMZDA, 
Q250-1-233 
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Some of the artworks were donated by artists, as in the examples 
noted above, but in most cases the College purchased large quantities 
of paintings at low prices, suggesting a commercial motive. Many of the 
artists invited by the College were happy with these arrangements, asking 
for particular prices and not compromising. One specific case concerned 
a local artist named Xu Ne'an 1��F1�. Xu received a letter signed by 
Wang Yiting and Liu Haisu, introducing the College exhibition, enquiring 
about his rates (runli lfllWU) and any possible discount46 A week later, Xu 
replied, attaching a price list, explaining that these prices already included 
a 50 per cent discount and expressing thanks to his patron47 The next day, 
the College sent another letter to Xu, informing him of the size of paintings 
and quantity they required, and promising him 150 yuan as payment.48 A 
month later, Xu received the xuan paper, but he found its size was not the 
same as had been agreed49 He replied immediately, stating that he was 
not able to accept the size they had sent, also requesting them to make 
half or the whole of the payment: 

I received your letter and the paper. However, you told me before that 
you wanted fifty 3 chi by 4 chi paintings [one chi equals one third of a 
meter] , not 4 chi by 5 chi. I checked the paper you mailed to me; more 
than ten pieces were too big, not the size we agreed. I now plan to 
reduce fifty of them by 4 or 5 cun [one cun equals one tenth of chi] to 
fit the "big 4 chi" size and the remaining twenty pieces by 3 or 4 cun to 
the "big 3 chi" size . . .  if you insist on the size you sent, it will be really 
hard for me to meet your order. By the way, thanks for promising the 
payment. I hope half of the payment can be made now. I would actually 
appreciate it if the full payment can be made. I will start painting as soon 
as hear back from you.50 

In a subsequent letter to Wang and Liu, he explained even more frankly 
that he only painted to make a living (wei qiu shi zhi hi �*�Zin51 

Stella Yu Lee notes that Shanghai artists of an earlier period "were able 
to overcome their scruples and enjoy unashamedly the profits they had 
earned by their own efforts. " s2 This notable commercialism formulated 
in the late nineteenth century was further developed by the College's art 
exhibitions. As a commercial operation, the College shared the profits with 
artists. According to its regulations in the 1930s, half of the profits from the 
works of professors and two-thirds from those by students belonged to the 
College. 53 When it did not receive the expected number of artworks for 
its exhibition, it urged artists to work harder. For instance, at one school 
administrative meeting in 1935, it was noted that not enough paintings had 
been received for the exhibition-the agreed solution was to urge artists 
to submit what they had promised, or even more.54 

Along with the effective art collection system demonstrated above, the 
College also had a strong distribution system. At most school art exhibitions, 
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46 A letter to Xu Ne'an from Wang Yiting 
and Liu Haisu, 7 June 1922. SMZDA, Q250-
1-254 

47 A reply to Wang Yiting and Liu Haisu from 
Xu Ne'an, 13 June 1922, SMZDA, Q250-1-
254. 

48 A lettertoXu Ne'an, 14June 1922, SMZDA, 
Q250-1-254. 

49 At that time in Shanghai, the price of a 
commission was decided by the painting's 
size. 

50 Xu Ne'an's letter to Wang Yiting and Liu 
Haisu, 28 July 1922, SMZDA, Q250-1-254. 

51 Xu Ne'an's letter to Wang Yiting and Liu 
Haisu in 1922 (date unknown), SMZDA, 
Q250-1-254. 

52 See Stella Yu Lee, "Art Patronage of 
Shanghai in the Nineteenth Century," in Artists 

and Patrons, Some Social and Economic 

Aspects of Chinese Painting, ed. Chu-tsing 
Li (Lawrence: Kress Foundation Department 
of Art History, University of Kansas, Nelson­
Atkins Museum of Art, Kansas City in 
association with University of Washington 
Press, 1989), pp.225-26. 

53 See the discussions forthe 24th Anniversary 
School Art Exhibition, SMZDA, Q250-1-33. 

54 See the record of the second general 
administrative meeting, 19 February 1935, 
SMZDA, Q250-1-32 
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55 According to Ping Jinya, the first lottery 
company in Shanghai was set up by Americans 
in 1898. Their lotteries were called lusong 
piao g *� (liisong ticket) or boge piao m 
�� (pigeon ticket). In the early Republican 
period, the local authority jointly issued 
lotteries with charitable institutions to raise 
money. A number of lottery shops were set 
up and the lottery became popular as one 
way to fund charities in Shanghai. See Ping 
Jinya, "Jiu Shanghai de dubo" [Gambling in 
Old Shanghai} in Jiu Shanghai de yandu 

chang [Drugs, Gambling and Prostitution 
in Old Shanghai} ed. Shanghai Wenshiguan 
(Hong Kong: Zhongyuan chubanshe, 1989), 
p.11! .  The combination of art exhibition and 
lottery emerged in the late Qing period. In 
1907, the Shanghai painter Pu Hua 1\Ui 
(1834--1911) organized the Shuhua Zhuzhen 
Hui (The Painting and Calligraphy Society 
to Provide Relief for Victims in Disasters) in 
the Xu Garden fi �. 123 artists donated art­
works; some of them were by great masters 
of the Qing. Each lottery ticket was sold 
for 3 yuan and could be exchanged for the 
artwork that bore the corresponding number. 
Lucky lottery buyers might receive more 
valuable artworks. See Wang Zhen, Ershi 

shiji Shanghai meishu dashi nianhiao [A 
Chronology of Twentieth-Century Shanghai 
ArtJ (Shanghai: Shanghai shuhua chubhan­
she, 200S), pp.14--1S. 

56 See the record of the second school 
administrative affairs meeting, 16 March 
1935, SMZDA, Q2S0-1-32. 

57 The eight selling outlets in Shanghai 
included the Shanghai Fine Arts College; the 
Global Chinese Students' Union (Huanqiu 
Zh ongguo Xueshenghui  � J)j(  'P [gll * 
�'t); Shanghai Scientific Machine Institute 
(Kexue Yiqisuo N!¥filIUi1D; Contemporary 
Research General Art Institute (Shixue Tong­

yi guan 1¥.'H¥wlifg"); The Commercial Press 
(Shangwu Yingshuguan ifljf%fP�tID; The 
Shanghai Ball Game Ground (Shanghai 

Paoqiu Chang LmJMJ)j(�); The Shangbao 
Longgong Bank (Shangbao Longgong 

Yinhang Lf*�0*LH'r) and the Shanghai 
Huhai Commercial Bank (Huhai Shiye 

Yinghang lim'lll\¥jJHr) (see the Regu­
lations of the 10th Anniversary School Art 
Exhibition, SMZDA, Q250-1-233). 

58 These letters are collected in the Shanghai 
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paintings were sold by lottery.55 For instance, at the Contemporary Chinese 
Calligraphy and Painting Exhibition in the Philippines in 1935, all the artworks 
were assigned marked prices but as few sold, lottery tickets were eventually 
issued. 56 School archives document that at the 10th Anniversary School 
Art Exhibition, all the paintings were sold by lottery. The Shanghai Girls' Art 
School at the junction of Ximen and Linyin Road was the assigned place for 
draWing lots and there were eight outlets for selling tickets in Shanghai.57 
Hundreds of letters were delivered to influential people to promote the 
lottery: the commander-in-chief of Zhejiang Province, Lu Yongxiang 1i.7}: 
N (1867- 1933); the commander-in-chief of Jiangsu Province, Qi Xieyuan 
'Pf�5I; (1879- 1946); the Shanghai governor, Shen Baochang tt.�;  
editors and journalists from the Commercial Press (Shangwu Yingshuguan 

��EPiU'§) and the Chinese Book Press (Zhonghua Shuju t:p ��}a]); the 
elite in education (for example, Shen Xinqing ttffiYJl)I) and other influential 
figures; the South Asian Tobacco Company (Nanyang Yancao Gongsi1¥ir=F 

�t§'f!!j!0 j§J); other schools; merchants, and its own graduates 58 Moreover, 
the College sent letters to all its board members, inviting them to join the 
fundraising team to actively promote these tickets. The letter stated: 

In order to promote these tickets as widely as possible, we hope you, our 
board members, could sign your names on the notice . . .  [This exhibition] 
is to raise funds for the consolidation of the College foundation. We are 
expecting your support. Please find attached a soliciting notice for your 
Signature. Please sign it and distribute the lottery tickets as widely as 
possible. Many thanks for your support159 

At the exhibition, Liang Qichao �'®:il1l 0873-1929) contributed the most. 
He sold 200 lottery tickets and donated a further 400 yuan to the College, 
a total of 800 yuan.60 At another art exhibition in 1935, 1,900 lottery 
tickets were issued. Teachers were responsible for distributing 645 tickets; 
students' parents were assigned 760 tickets.6l 

Finally, most art exhibitions of the Shanghai Fine Arts College were 
held on a large scale. The 10th Anniversary School Art Exhibition for 
instance, had 6,000 artworks.62 One of the College's letters to Cai Yuanpei 
�5I;;t:g: (1860-1940) stated that several hundred paintings were collected 
from artists for an exhibition and that if each painting could fetch 50 yuan, 

the College would be able to raise 20,000 yuan.63 

/Archive House, SMZDA, Q2S0-1-233. 

59 A letter to all board members concerning 
sale of lottery tickets, 11 May 1922, SMZDA, 
Q250-1-233. 

60 See Liang Qichao's letter to Liu Haisu, 
29 June 1922, SMZDA, Q250-1-32. 

61 The record of the second administrative 

/meeting, 16 March 1935, SMZDA, Q250-1-
32. 

62 Special notice for the art exhibition for the 
10th Anniversary of the Shanghai Fine Arts 
College, SMZDA, Q250-1-233. 

63 A letter to Cai Yuanpei, November 10, 1922, 
SMZDA, Q250-1-254. 
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Although the Shanghai Fine Arts College had a purpose different from 
that of art shops in making money, it played a major role as a commercial 
art gallery eclipsing that of specialist art shops in Shanghai. The College 
had a well-organized system with a division of labor, wide networks for 
collection and a strong marketing and distributing system. It also had the 
involvement of influential figures for promotion. Moreover, the College's 
fundraising exhibitions were held frequently and for the noble cause of 
art education. The Shanghai Fine Arts College, in this way, played an active 
part in the Shanghai art market. 

II . 

As noted above, the commercial characteristics of Shanghai art had 
been formulated far earlier than the emergence of modern art schools.64 

Such commercialism was explicit in the College's art exhibitions and 
was viewed as a standard to which the College artists were urged to 
conform. 

College exhibitions had financial gain as their major concern rather 
than any real devotion to art. As a result, they required large quantities 
of work and allowed artists limited time to complete them. This resulted 
in a rising number of hastily created artworks. Stella Yu Lee notes that 
Shanghai artists rushed works to meet market demands by sacrifiCing artistic 
principles and quality.65 This was evident in the work at the College's 
art exhibitions. At the College's Ancient and Contemporary Masters' 
Art Exhibition, for instance, the College requested Ye Zhifa to paint 45 
pieces.66 Ye eventually did fifteen paintings and fifteen calligraphic works, 
and his son Weishen �� did five paintings and ten calligraphic works.67 
The College also requested 50 pieces each from Lin Zongmeng and Xu 
Juren68 and more than 30 pieces of work by Wang Yiting69. Zhu Wenyun 
and Pan Tianshou did twenty paintings each70 and Zhu Jichen twenty 
pieces of calligraphy.71 Chen Shizeng, Wang Baiyuan I B iJIM (1902-65) 
and Wang's student did 60 paintings in total.72 As the dates for exhibitions 
were set, artists were not allowed the time they felt necessary to complete 
good-quality works. The most extreme example was Xu Ne'an, who the 
College asked to do 100 paintings?3 According to Xu's reply to Wang 
and Liu, he had not begun his work by 28 July due to a dispute related 
to payment and the size of the paintings,l4 and the paintings were due 
by the end of August. This meant that he had to complete 100 paintings 
within a month or at least three paintings a day. This sharply contrasted 
with the old, refined way of painting in which an artist took five days 
to complete a mountain and ten days to paint a river (so-called wu 

ri yi shan shi ri yi shui E a - w +  a -Jj( ). In order to work more quickly, 
Wu Changshi ��-li1'i (1844- 1927) and Wang Yiting's free and fast style 
was favored by many painters. Chen Shizeng for instance, specifically 
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64 Shanghai School paintings (haipai huihua 

iFJiJiUINJD acquired special characteristics 
due to the Shanghai market environment 
in the nineteenth century. See Hay on the 
Shanghai leisure publication market ("Paint­
ers and Publishing," p.l70). Stella Yu Lee 
notes that commercialism was the impetus 
of the new sryle arising in Shanghai. It was 
basically a product of the merchant-bourgeois 
society (see Stella Yu Lee, "Art Patronage of 
Shanghai," p.228). On the commercialism 
of Shanghai school paintings see also Shan 
Guolin, "Haipai huihua de shangyehua 
tezheng" [The Commercial Nature of 
Shanghai School Paintings], in Haipai 

huihua yanjiu lunwenji, pp.559-73. 

65 See Stella Yu Lee, "Art Patronage," 
p.228. 

66 See Ye Zhifa's letter to Liu Haisu, 3 February 
1923, SMZDA, Q250-1-254. 

67 See Ye Zhifa's letter to Liu Haisu, 21January 
1922, SMZDA, Q250-1-254. 

68 A letter to Lin Zongmeng, 16 August 1922, 
SMZDA, Q250-1-254. 

69 A letter to Wang Yiting, 3 April 1923, 
SMZDA, Q250-1-254. 

70 Letters to Zhu Wenyun and Pan Tianshou, 
4 April 1923, SMZDA, Q250-1-254. 

71 A letter to Zhu Jichen, 10 March 1922, 
SMZDA, Q250-1-254. 

72 See Liu Haisu's letter to Chen Shizeng, 
3 August 1922, SMZDA, Q250-1-254. 

73 See Wang Yiting and Liu Haisu's letter toXu 
Ne'an, 7 June 1922, SMZDA, Q250-1-254. 

74 Xu Ne'an's letter to Wang Yiting and Liu 
Haisu, 28 July 1922, SMZDA, Q250-1-254. 
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75 Chen Shizeng's letter to Liu Haisu, 3 August 
1922, SMZDA, Q250-1-254. 

asked the College for the sort of paper suitable to do Wu Chang-shi's 
style. He wrote: 

Figures 3 and 4 

Left: Chen Shizeng, Landscape Paintiing , dated 1921, in Chen Shizeng huaji 
{Collection of Chen Shizeng 's paintings} (Tianjin: Tianjin meishu chubanshe, 
1960). Right: Chen Shizheng, Lotus, date unknown, ibid. 

I am very glad to help you and 
your School. Please mail me liuji­

cotton-paper and xuan paper. Mr. 
Wu Changshi often uses this kind of 
paper; it is cheap and good quality. 
After receiving the paper, I will try 
my best to scribble (�i* tu rna) 
together with Mengbai 75 

Here, both Wu's style and the word 
"scribble" suggest that he would rush 
up something inferior. Unfortunately, 
I cannot find examples of artworks 
exhibited in those exhibitions, how­
ever Figure 3 and Figure 4-two paint­
ings by Chen Shizeng-demonstrate 
the point. Although both are good 
quality, Figure 3, a gift for a friend, 
obviously took longer because of 
the dense and delicate strokes and 
dots. This painting is imbued with 
an aura of detachment from worldly 
considerations, which is intensified 
by the poem in the colophon. Figure 
4, by contrast, appears to have been 
finished more quickly, with big 
brushes that unevenly mixed ink and 
water scribbling across the paper and 
with smaller brushes to fill in some of 
the blank spaces with flowers, stems 
and seedpods. The style of Figure 
4 is closer to that of Wu Changshi . 
The paintings that Chen sent to the 
College's painting exhibition might 
well have been similar to this in style 
but many details might have been 
omitted and the quality might have 
been much lower. 
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Secondly, a painter's fame rather than the quality of their work was 
emphasized at school exhibitions. Jonathan Hay notes that fame as a form 
of capital could be turned into tangible gain?6 Shen Zichen ix-=r7K (1904-
96)77 recalled, at that time, there were some special "criteria" for judging the 
"quality" of paintings in the Shanghai art market. Some art merchants and 
vendors believed that only what could be easily sold was considered good. 
Thus, fame was sometimes directly equated to value; "[Works by] famous 
artists are good, while by the anonymous are bad,,?8 As the College was 
concerned only with financial gain, it had to cater to the customer in whose 
mind fame was the criterion for judging a painting's quality. At the Ancient 
and Contemporary Masters' Art Exhibition, the College invited celebrities 
to join the exhibition in addition to artists, including Zhang Zhongzhi '* 
1rrz, Shen Xinqin and Huang Yanpei ��:I::g: (1878- 1965) 79 The College 
was proud of the participation of celebrities. In one school letter to Cai 
Yuanpei, Liu Haisu mentioned that Kang Youwei ,*1§� (1858-1927), 
Liang Qichao, Wang Yiting, Wu Changshi, ChenJia'an, Chen Shizeng, etc . ,  
had all contributed their calligraphy to the exhibition.80 When requesting 
famous artists to paint for the exhibition, the College pOintedly reminded 
them to sign their names on the works. One letter to the artist Zhu Jichen 
praised his calligraphic techniques and expressed deep respect for him. 
At the end, it said: 

When you complete your calligraphy could you sign your greatly 
respected name on each work, as we expect to rely on it [for promotion 
of the works] . We are infinitely grateful to you!81 

Thirdly, at these exhibitions, existing market tastes and criteria for 
valuing artworks were followed by the College instead of being chal­
lenged. In one letter to Xu Ne'an, the only requirement the College raised 
about the painting quality was that: 
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76 Jonathan Hay, "Painters and Publishing," 
p.172. An artist's fame can be judged by 
the frequency with which they feature in 
newspaper reports, important art exhibitions 
(for example, the Chinese Art Exhibition in 
Europe organized by Xu Beihong in 1933; 
exhibitions organized by the Ministry of 
Education), and influential art associations 
(for example, the Chinese Painting Society 
tp�.Wr, the Art Garden Painting Research 
Institute i)"9iHt�HlilVlJ\;PJT) and so on. As 
Hay notes, "fame had traditionally been 
associated with difficulty of access to the 
master's works, but now became associated 
with public exposure and accessibility"; see 
"Painters and Publishing," p.173. For more 
details regarding the Shanghai Art School and 
its contribution to modern artistic celebrity, 
see Jane Zheng, "A New Ladder Leading to 
Celebrity: The Shanghai Art School and the 
Modern Mechanism of Artistic Celebrity," Al1 
Criticism 22.1 (2007) 7-28 

77 Shen was a Shanghai artist, specializing 
in figure paintings in the traditional Chinese 
style. 

78 Shen Zichen, "Xuehua huiyi suotan" 
[Random Talk About the Experience of 
Learning to Paint] Duo Yun 7 (November 
1984) 117 

79 See the letter to Zhang Zhongzhi, Shen 
Xinqin and Huang Yanpei, 27 March 1922, 
SMZDA, Q250-1-254. 

80 See Liu Haisu's letter to Cai Yuanpei, 10 
November 1922, SMZOA, Q250-1-254. 

81 A letter to Zhu jichen, 10 March 1922, 
SMZOA, Q250-1-254. 

These artworks are to be exhibited in Shanghai and both Chinese and 
foreign connoisseurs will look at them. Please note that subjects bearing 

82 A letter to Xu Ne'an, 7 September 1922, dense brushwork in the painting are most favored by customers . . . . You 
are a famous artist in Shanghai; I think you understand 82 SMZOA, Q250-1-254. 

The requirement that more effort was put into the execution of a painting 
was no doubt a reflection of the psychology of the market 83 The Shang­
hai Fine Arts College stuck closely to market tastes so it also applied this 
requirement to its artists. 

Generally, paintings that were easy for artists to produce and also 
favored by the mass market were made in great numbers for the College's 
art exhibitions. These were usually characterized by free brushwork, repe­
tition of popular subjects and the signatures of well-known artists 84 

83 According to Stella Yu Lee, Shanghai 
art patrons were Yangzhou salt merchants, 
Southern China merchants and Japanese 
tradesmen. See Stella Yu Lee, "Art Patronage," 
p.226. 

84 This situation was similar to that of the 
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JANE ZHENG 

Conclusion 

This article has examined two aspects of the Shanghai Fine Arts 
College namely, its administrative structure and its art exhibitions that 
aimed at raising funds. It demonstrated that the way the College was 
structured encouraged artists into modern vocations while the exhibition 
program stimulated their activities in the art market. These had the effect 
of reinforcing existing commercial formulae for traditional Chinese-style 
painting. In general, the College played an important role in the emergence 
of modern artists from private, literati circles into a public, professional 
arena. 

As artistic institutions developed from shops that were concerned 
with one aspect of the art trade in the late nineteenth century (such 
as fans or mounting) into more complicated organizations like the 
Shanghai Fine Arts College in the early twentieth century, they began 
to exert stronger economic control over artists. As a result, economics 
grew to be an increasingly important and complex factor in the twentieth­
century Shanghai art world and became fundamental in the constitution 
of "Shanghai modernity". 
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