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Strum: The Preface of the Non-preface

Dong Bingfeng

Currently, Chinese artists are just meeting the unprecedented challenges as well as opportunities.
Here are a few points that should be noted that: on the one hand, that is the accumulation of “the art marketization” initiated by “'92 Guangzhou

”

Biennial.” Up to the art market after 2000, that can be said to be entirely “open.” The art galleries running and operating various types of art works
at home and abroad, agencies or auctions, taking Beijing as an example, it reaches as much as several hundred. Secondly, it was also after 2000, “conte-
mporary art,” as a fully new benchmark concept to measure then China art creation and comment, had been totally “legalized” and routinization.
The national and local level art galleries all went with the tide to hold a series of “Biennial” and “Triennial” large scale international exhibitions, to
discuss art's complexity in contemporary and the change in global context. Even if looking back from the experimental period and mature period experie-
nced by China contemporary art history since “'85 Art Trendy Movement.” The flourish development and the setback in downturn as well as the
dramatic ups and downs of deliberated marginalization, up to now it has become the complete polarization (between the academic circle and market):
Thirdly, on the “art” concept and its significance, that has never been more intensely debated and discussed than the last 20 years, from the viewpoints
of “bigart” and “aesthetic education” in the high degree ideology period to extend to current deep concerning reality's individual practice and
private experience, more freedom and value system which possesses the challenge. Accordingly, the new artistic viewpoint of “contemporary art”
represents a total new art openness and exploratory in the rapid development environment of China.
Personally, I prefer to have the artists in the album defined as the “transitional period” artists.
Generally, these artists all have strict training of art institutions. Some of them up to now are still pursuing advanced studies in art research system.
Their age is equal, art experiences and social background are almost similar. Most of them work in art academies and certain professional-level museum.
The only showing centralization and overall color are: these artists all strive for trying and constant practice art possibilities, from painting, sculpture and
device, video and art action they all are involving and studying. That even embodies in the works. At the same time, it also is the practical mixture of
various material and languages as well as painting's conduct performance mode, sculpture's life super-realism, dramatic scenes and so on. I conclude the
works' eye-catching, high-infectious, rich performance and “visual image” as artists' strong self-expression, life experience and art responsibility sense
(even if some works are “absurd” and “bored” ). However, for China's overall art environment, witnessing with history and reality (economic and
political) changes, and the current time of globalization dialogues or dense exchange, art development and meaning are still “in transition.”
I deeply know that today of art marketization, publishing an album of representing exploring and developing artists is an act of difficulty and counter-
trend. For that I sincerely pay respect to the editor-in-chief of the album and press work. Artists, art works, art exhibition and publication all are the
absolutely necessary important links. Artists' personal creation certainly is important and should be highlighted, but for wider significant art view
exchange and academic topic review, publication is particularly important and timely.
Acquaintance of many years, elder brother Huang Junhui has known me in the art field for a long time and asks for writing a preface as a discussion.
Writing the text deeply feels ashamed and fear, for art views originally in the heart and no certain formula. It is true and believable that “free exchange”
does not limit the professional knowledge system and comment framework. Art originally is progress in “non-expression” and negative meaning

(even if there are the external authority and capital), where do I start with systems?

Written in Caochangdi on June 2, 2008

(Dong Bingfeng, was born in Shanxi Province, graduated from the Oil Painting Department of Lu Xun Academy of Fine Arts, an artist and independent curator; had ever
worked at Research Planning and Exhibition Department of Guangdong Museum of Art, and the Exhibition Department of Beijing Ullens Center for Contemporary Art)
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Mind Rendering

Apperceiving Wang Xu's Cultural Mood from His Works

Shi Junliang

There is an ancient Chinese saying: “Poetry was not annotations.” in other words, poetry is impossibly explained by language, or
any interpretation all possess the subjective-mark of different individual understanding. Similarly, understanding “paintings” has
no exception. The view point of “Three-realm originating from heart ” certainly is a philosophy generalizing of traditional religion
concept in “Avatamsaka Sutra ” that is with obvious idealism proposition, however the “ painting” that carries artist value view
and spirit demand also is the product of idea. 300 years ago, Shi Tao, the famous artist in China history had ever pointed out:

”

“Painting actually is the product of heart.” Since it is, by “painting” to understand “heart” is reasonable. So we truly eliminate

”»

“virtual” interference to know “painting” by “heart” that is easy to perceive the existence of a true artist.

Pluralism and opened society patterns bring the information flowing, that further more accelerates of the East-West cultural exchange;
the Western art history of nearly 100 years is being copied in robust open passion trend in our community. The art diversification
trend is stunning. Oil painting introducing into China has been over 100 years, under Western modernity bewitching and in dispute of
which direction China's oil paintings develop, on image style, many artists strive for performing a lot of transforms just like the
Monkey King of Pilgrimage to West. In language style, pursuing change is beyond reproach, but how many artists put the changes
true establishment on their own cultural value judgment, enables the original imported thing to meet Chinese local culture in spiritual
counterpoint. Returned to nature and humanity contemplation, that should be what we expect. On such aspects, Wang Xu actually is
a young artist we expect. In recent years, his art practice confirms the above-expected possibility. From his works, we have seen a true
Wang Xu's “mood” images in different periods.

For the 1970s-born Wang Xu, in the 1980s, the radical ideological movement of “start afresh” , “wholesale westernization” as
well as the revolution of traditional painting form in the art field, although it is only understood from literatures and oral transmission,
however under the multiplex ecological environment of China contemporary art in the 1990s, standing on “the expression center of
social issues, personal survival experiences, direct physical and psychological experiences ” (commented by Zou Yuejing) from that

took on the mass art of “the new generation,”  “the cartoon clan,”  “the new humankind,” “cynical realism”  “meretricious

”

art 7 and “pop politics” indeed let Wang Xu closely touched it. At that time, as a young student was receiving a new academic art
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education, it is hard for Wang Xu to avoid the affection. At least the nonlinearity development of China contemporary that showed
multiplex graphical representation genre, on visual and psychological aspects, touched him. For Wang Xu, “who used to face a
vacant canvas, brain flashed on mirages, used to experience indescribable exiting in painting process,” he constantly questioned
himself: what is the aim of painting and how to paint. Though up to now in his discourse there is still no definite answer, but in other
works always realized to penetrate the question. For the new generation artists who grew up in the prosperous commercial community,
enjoying mass culture and consuming culture spirit feast, and in cultural personality and spiritual pursuing generally showed “egoism”
and stood off “critical spirit,” in contrast, to put mind-body feelings in reality situation and experiences into the impulsion of
self-performance. Wang Xu is no exception. The difference is that he didn't select the hot human society life but closing himself in
studio to realize the exchanging with a still life world. This is the painter's “Still Life Story Series” in the late 1990s. The still life
Wang Xu expressed is not a simple choice of image carrier, but a cultural value orientation that is inevitable under his character. When
we put the painter's “Sill Life Story Series ” and subsequent “Cities Series,” “Scenery Series,” “Hill Trace Series” on the
time linear space as the integrating viewing, we are more clearly to understand the inevitability. “Still Life Story Series” is the
artist meaningful escape under the current social reality, cultural circumstance as well as confused values. The escape is the artist's
unwilling choice under the contradiction disturbance of inner spirit aspiration and reality social values, and that is an emerging of the
artist's cultural mood waving in a special period. In “Still Life Story Series” the artist created a total different “mental” world,
compared with the extravagant, crazy, crowd scenes outside of studio, the inner heart strived for departing the tasteless reality,
secluded himself in loneliness, plain and tranquility to realize soothing of self-spirit. The soul exile of the artist actually constantly
throughout the consequence art creating. Due to the special historical background, since the beginning of 1980s, no mater “the
educated youth generation” or “new generation” artists, on art creating “avoiding sublimity” became a typical character of the
but in his

”

art times. Through, the art creating of Wang Xu, on expression theme, continued the times character of “avoiding lofty
“Still Life Story Series” we can always feel the artist's expression to “lofty” aesthetic warship. It mainly embodies space
structure creating on his works. Some works showed the heart's secret love to “Mountain” lofty and greatness.
If “Still Life Story Series” is the artist's unwilling heart whisper singing due to his cultural mood and reality values no way to
curve-fitting, then the subsequent “City Series ” is the painter's apothegm after facing modern industrial civilization disorderly
development and seeing reinforced concrete building jungle the heart losing poetry. Undeniably, the industrial civilization after
satisfying mankind constant enlarged demand, in another it more and more shows its limitation. For example, natural resource
exhausting, environment pollution, ecological crisis problems are facing human beings. Where does industrial civilization guide

“

mankind to? Contemporary people are questioning. The artist as the individual in cosmopolitan cities, <=+ eeling the cities'
prosperity and crowd, simultaneously have to face heart apathy and loneliness ” (Wang Xu words), in the works the artist through the
picture composition and the symbolic colors to make a kind of visual impulsive force with permeating suppression, tension, loneliness,
inhospitality and lifelessness. This is a social responsibility and life experiences that not only belong to the artist but also become to us
everyone.

As the canvas painting, currently the visual media develops fast, the traditional art function is gradually shrinking, and it is
extravagant hopes to let paintings touch people's heart. Only on such situation has it the meaning that painting as a method seems to
embody artists' values, cultural judgment and spiritual demand. Painters have already been no way through works to realize the great
aspirations of “helping the world.” Facing the reality embarrassment and spirit depression, Wang Xu has to rely on himself blood
surge to wave his critical spirit in “City Series.”

If “City Series” is the painter's direct expression on concerning of social issues, while “Scenery Series,” “Hill Trace Series”
etc. are the artist externalization emerging after rationally carding the contemporary culture, under the contemplation background of
men and nature, men and society issues, and the cultural mood tracing China traditional cultural spirit. It includes the artist pursuing

for ideal personality and humanism. It concretes to the works theme determining and the reference and transformation of Chinese
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]

traditional painting for'm, painting language. In traditional Chinese culture, the ideal personality
pursuing mainly embodies on the spirit level. It has the transcendent significance to reality, while
humanism spirit contains active concern on actual survival and life. Wang Xu chose natural
landscape for creation motif; in fact “Still Life Story Series” had showed significant clues.
This is an inevitability of the artist experience emotional impulse then returning to rational
thinking. That is also the artist's cultural mood and spirit pursuing truly curve-fitting. Oil painting
as the art form of Western discourse since introduced to China, its nationalization issues always
throughout the historical development process, and become the pursuing and exploring target,
many painters hammer at it for whole life. Although the real Chinese oil painting nationalization
way is still in embarrassing conditions. But all of that doesn't block artists exploring enthusiasm.
From Wang Xu “Hill Trace Series” and other works we see the exploring significance. “Hill
Trace Series” is based on the judgment of contemporary cultural values (modern and traditional),

]

and realized by Chinese traditional “intention ” aesthetic as reference as well as facing nature
and life sentiment in hearts to re-deconstruct the scenery. Just as the artist has said: “When 1
face these so-called 'landscape’ it can only use an idealistic spirit to mold the strange order.”
Indeed, in his works it has shown “strange order” with personality quality.
Wang Xu as an artist with “academicism” background, he tries to emphasize the cultural
pertinence through personality pursuing and art language purification, thus to establish their own
academic quality. In his works, the normal narrative space, shading chiaroscuro order is broken
and digested. On form making, it perfects beyond “trueness” (non abstract). Wang Xu's works,
on art language grasping, are full of rational carefulness, the language possesses performance
(writing, lyric), at the same time with readability. His works language closely connects artist's
mood and aesthetic orientation, the rational colors and simple form does not only from purified
visual experiences, and more from the psychological feelings. In his works the shapes and colors
are interdependence showing human interest. In overall it takes on fashion, calm, elegant picture
quality. “Hill Trace Series” and other works in art form has reference to Chinese traditional
painting and language style (in “Still Life Story Series” it has been tried), it suggests the
artist's blood connection to Chinese traditional culture can not give up. “Art value judgment is
finally based on form creating, but artist's form choice, exploring and creating is not a simple art
issue, but is a kind of cultural phenomenon” (commented by Yi Ying). For Wang Xu, form and
skill derive from artist heart natural growth, art form and content, language counterpoint is his
value pursuing.
The value of contemporary art is not which form and material you use, but what contemporary
issue the artist concerns. From this point viewing, Wang Xu's works has possessed clear
contemporary orientation. The orientation value not only embodies performance and criticizing
after concerning the contemporary social issues, but also embodies, after artists re-examining
assessment of the current culture, the consciousness of the tracing original traditional culture and
spirit. Facing today's social issues, environment issues, ecological issues and many problems
influencing our survival and psychology obsession. When it needs us to concern, Wang Xu's
spirit and soul self-salvation has the practical significance.

April 23, 2007
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Scenery No.8
Oil on canvas
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Early Spring Mountain Village No.1
Oil on canvas

120cm x 160cm
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Early Spring Mountain Village No.2
Oil on canvas
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Early Spring Mountain Village No.3
Oil on canvas
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Zhaji Ancient Village No.1
Oil on canvas

65cm x 100cm
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