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Prologue

Wang Wenzhang

President, China Art Academy

New

I am very glad to attend the opening ceremony of Illusion - Nature
Trends of “Contemporary” Fine-Line Painting and to see its catalogue has
been published. This catalogue and its exhibition showed us the new direc-
tion of using traditional Way of Chinese Fine Line Painting to express con-
temporary spirit. Of course, I am pleased that the curator, Hang Chunxiao,
and some exhibiting artists, such as Xu Lei and Zhang Jian, are from the
China Art Academy, representing our academy’s latest achievements of re-
search and discovery in This Field.

For a long time, contemporariness of indigenous culture has been a
focus of academic debate and discussion. It is because that along with the
comprehensive economic boom of China, on one hand, China enjoys the
rapid development of globalization; on the one hand we are also facing the
danger of aphasia of local culture. It is an unavoidable issue of this era
that how to make the modern transformation of traditional culture in these
conflicts. Studies of modern culture indicate: the rise of a country needs
not only hard power, but also needs support of soft cultural power. And a
country's cultural power is directly from the modern transformation of tra-
ditional culture.

We should be aware that globalization does not mean "total western-
ization", because China is also an integral part of the globalization process.
and it should input elements of China, thereby we can regenerate local cul-
ture in integration. and become one of the impacting strengths in globaliza-
tion. This is a strategy of cultural intervention, stressing on local expression
in integration. Because only in this way can the local culture become the
driving force to influence the development direction of globalization, and
play an increasingly important role in the journey of overall rejuvenation
of China.

The development of Chinese painting also face above issues. But for a
long period of time, there are two fallacies of cultural attitude in the world
of fine art: colonial enslavement and nationality solidification. The former is
mostly for nihilism. acquiring the identity of the west in the wave of global-
ization in exchange of shedding their own characteristics; the latter is mostly
conservative, resisting the modern transformation opportunity from global-
ization, resting on its laurels, and falling to exhaustion. I should say that both
gestures restrain contemporary Chinese Painting from building its own global
strategy, and fail to promote the complete revival of Chinese culture. Histori-
cal experience shows that, at any time, the success of a culture is based on
local culture, with a tolerant and open strategy to foreign cultures.

This catalogue and related exhibition try to show through their own
efforts that besides above-mentioned mis-understanding, there are still
many another ways to make modern transformation of Traditional Chinese
Painting,one possibility is: using Traditional Chinese Painting as a Basic
Language, while stressing on modern transition of expression of contem-
porary spirit. On them, I see a possibility: Chinese painting can intervene
in the pattern of the development of global arts. input Chinese elements to
the process of globalization through their oriental attributes, and become
one of the powers to influence the development of the art world.

In this regard, I am sincerely pleased and hold great hope.

March 26, 2008

China Art Academy
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Prologue

Angela Lu
CEO & President
Beijing Guardian Online Auctions Co. Lud.

(www.artrade.com )

The catalogue of Illusion - Nature — New Trends of “Contempo-
rary” Fine-Line Painting is finally published after almost a year
of preparation.

As the most professional authority in online art business,
www.artrade.com is privileged to collaborate with these brilliant
artists, and make its own contribution to carrying on traditional
forms as well as to exploring the direction of contemporary Fine
Brush Painting.

The connection between the market and the academics has
always been a hot topic. It seems that this question is investigated
from all related aspects, when academic works face the market, or
the market accepts academic works. Our hope of this exhibition is
that excellent and cutting-edge academic ideas are not in conflict
with market. A manifestation of their integration is that genera-
tions of so-called “avant-garde” artists have gradually grown from
pioneers to mainstays of the art market. More importantly. they
and their works have become cultural totems and memories for
generation after generation.

Lastly, I would like to acknowledge and thank the talented
curator and artists of this exhibition, Chinese Institute of Arts.
and Anhui People's Art Publishing House. It is our joint efforts

that accomplished our beautiful dreams.
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"New Oriental Painting": Illusions and the
Reconstruction of Spiritual Expression
— the "Contemporariness" of the Changing Chinese

Fine Brush Painting "Semantic Structure'

Hang Chunxiao Critic and Curator

My interest of Xu Lei, Zhang Jian, and other new types of Fine
Brush Painting is originated from my question to art history: does
the language of Oriental painting have an expression in the modern
sense? If it has, how to be appropriate? This question seems simple,
the answer is complicated though. It’s about the merge and clash of
the east and the west, the classical and the modern.

In search of the answer, there could be two clues: first,
according to Chinese art history, what’s the difference between
modern expression and classical paintings? Second, according to
the trend in art world, does it relate to the development of arts
in its globalized context? Does it have constructive value to the
"disappearing" of easel painting? In those two, it seems that the
judgment of the latter decides the results of the former.

However, reflecting on the latter, we have to face an
embarrassing topic: the centre of art is shifting to non-easel
painting, while easel painting is becoming marginalized. Therefore,
since the expression of Oriental painting language basically still
belongs to easel painting, is it going to have a synchronizing fate of

the "disappearing" of easel painting?

1, Will easel painting "disappear"?

It is an open and serious topic, which is not only about the a-century-
old development of art history, but also implies an abstract theory
issue— "what kind of model should we use to analyze art history"?
To be simpler, what is art? What basic elements does it consist of?
Among them, how does the change of one element affect others and
thus push art history to evolve? This push, why has a tendency of
anti-easel painting in the 20th century?

Perhaps, Manet's the Picnic can help us on above questions. Its
influence on the art world then gives us a clue: the disturbing nudes
appeared in the Pastoral Symphony, and therefore undermined the
"language" and "semantic" stable structure of classical painting.
If, as we consider art as a "language structure" formed by two
elements—"semantic" and "language", thus undoubtedly, Manet's
action was a personal interpretation of classical subject. It changed
the semantic image of the original structure, breaking the balance
of the structure of classical oil paintings. For this undermining,
we can take it as: for the changes of social moods, Manet was no
longer satisfied with the original stable structure of "semantic"
and "language" in the "language structure", so he changed one of
the elements, thus he obtained an aesthetic pattern different from
before. If it had stopped here, perhaps the art history of 20th
century could be relatively stable. However, "regrettably", it seems
that the aesthetic pattern provided by Manet cannot satisfy his
successors. Impressionism carried on Manet’s damage to "language
structure”, and furthered into the color "language". Therefore,
guided by the concept of science, pointillism by Impressionism
completely subverted the classical "language structure" since the

Renaissance and the aesthetic pattern thereafter. However, the



nightmare of Renaissance did not end. Since anti-rationalism raging
gradually. the semantic structure established by Impressionists
quickly became outdated. Its followers marched along Impressionist
"pointillism" and further broke its structure "language”.
Therefore, under the concept of on rational self-expression,
"Deconstructionism" of Cézanne’s, "Orientalism" of Fauvist,
and "4-D space" of Cubist impacted one by one on art history's
"semantic structure”. which was undermined rebuilt constantly.
Here we noticed an interesting "evolution model of art

history": once a "semantic structure" was stable. because an
element had changed to some need, then balance of the structure
was broken. Therefore, a demand of new expression gets involved

"semantic" element to

easily in this process, from leading the
destroying, and this destroying turns to accelerate. Hence. constant
disintegration and reconstruction has become a normal state of the
revolution of the "semantic structure” of paintings in 20th century.
Until people realized that they have a strong need for personal
expression to destroy the "semantic structure", but no more
"element" to destroy, they turned their desire to the fundamental

means of this structure—easel.

When Duchamp's urinal grandly presented in a fine arts
museum, Manet’s destruction reached the peak of that time: the
language of classical oil paintings express and semantic structure
crumbled down. Thereafter, the semantic expression of art seemed
to break into being a free space without any shackle of language.
therefore., modernism in the 20th century completed its great
revolution under the banner of anti-rationalism. However, history
seemed to play a joke—the withering "semantic structure" was
entering the process artist expression in an uncertain way. In other
words. although they "fired" on-easel language successfully. they
immediately encountered "off-easel language"— even Duchamp's
classical urinals, the choice of the ready-made itself is a semantic
expression of "Language"!

Thus, modernism has to face the task of reconstructing the
structure of artist expression—the reconstruction of "semantics"
and "language". However, the embarrassment is: after they abruptly
denied on-easel language of the original semantic structure, they
had to search new language, and the new "language" was blurry
and uncertain, which made it difficult to identify a stable structure
system. Therefore, they can only follow the "destroying" direction,
denying the old "language" constantly in the "off-easel language"
in search of new "language". Unable to provide a relatively stable
semantic structure. the modernism movement leaves us an ever-
revolutionary impression— unceasingly in the process of trying new
"language" for acquiring new "semantic". Seemingly, this ultimate
goal of art, "to express our being", has unlimited possibilities.
But at the same time, these endless possibilities also embed a risk:
dissolving of art concept. The constant exploration made art more

like life, which eventually demolished the boundary of art and life.

So when "Fluxus movement" shouted out "everybody is an artist",
the value of art is fading away naturally. Because if evervone is an
artist, art will become everyday life, no longer as a cultural pattern
to express specific spiritual values.

Now we can go back to the topic of "easel paintings will disappear”.
This subject was originated from "semantic structure's” moving toward
instability through its destruction in the 20th century. while
classical imagery "semantic" was replaced by a strong concept of
"semantic". People constantly look for a more direct and individual
expression of awareness, therefore we abandon easel paintings
of the traditional semantic structure. Therefore. "easel paintings
will disappear". However. in this process, the artists of radical
movements overlook a possibility: it might be not necessary to give
up the language of easel paintings for a new artistic expression. In
other words, under the premise of keeping the language of easel
paintings. the re-adjusted language can be incorporated with the
new needs of expression. and thus provide a new structure. without

having to repeat the "fate" of destroying and reconstructing, or

even dissolving the independent value of art. In this sense, the

so-called "demise"

of easel painting is only a logical conclusion
of modernism’s destruction of the classical semantic structure,
not a fact of art history. Even during the climax of modernism
movement. easel paintings still tried new semantic expressions
through adjusting language. Moreover. modernism makes constant
breakthroughs in "semantic" expressions. as well as expands the
space for the spiritual expression of this attempt. For instance,
Neo-Expressionism in Germany reconstructed the language of
traditional Expressionism and new concept of expression. and
rebuilt a balanced structure successfully.

After the revolution of breaking Modernism structure, art faces
more open expression of value, compared with classical paintings,
and therefore it can choose the balance between "language" and
"semantic" more freely. Perhaps. this is the reason that Modernism
movement of anti-easel painting has fostered the development of
new semantic structure and aesthetic pattern for easel paintings.
From this perspective, all the semantic expressions Modernism tried
can be connected and combined in approaches of easel paintings.
!

Therefore. the reconstruction of "language" and "semantic" after

sion is not a return to the balance structure of

Modernism expres
classical painting, but an opportunity for the unstable Modernism

"semantic structure'.

in the 20th century to achieve a stable
;\ppur(*mly, this is an oppurluuity for easel painting too— the
development of "semantic" expression triggered the adjustments of
"language", and therefore reconstructed artistic structure systems
and aesthetic patterns. However, this change is different from the
explorations after Manet, because "language” has become a factor
that needs to be stressed on, and no longer can be ignored. or even

"abandoned"!



2, How can the language of Oriental painting involve in the
contemporary?
Therefore, easel painting is not dead, compared with the off-

easel painting, but faces an opportunity—to reconstruct a stable

1

artistic "semantic structure." The key is painting language needs
to return to expression! Nonetheless, what is the connection
between this Fine Brush Painting show I'm interested at and this
conclusion? Seemingly. these two don't have much connection—Fine
Brush Painting is an eastern approach to expression lyrical image.
without any relation with the art movement worldwide. However,
from another perspective, if we put the Fine Brush Painting in
the art world. it belongs to the easel painting domain, thus it has
connections with our conclusion.

Here is a simple logic inference: since Fine Brush Painting is
a type of easel painting, and easel painting has the opportunity
to reconstruct a stable expression of the "semantic structure",
hence, Fine Brush Painting has this possibility too. However. this
inference implies a suspense: Oriental painting language system and
modern art with the west as the center are two "semantic structure”
systems., do they have any connecting intersection? Thinking
over this issue, Japanese painter Kaii Higashiyama gave me great
inspirations. Or I shall say, Higashiyama brought the world of art a
modern aesthetic style, which has a unique mysterious and tranquil
oriental vocabulary. It is a successful case quite temperament
of the, Oriental painting is the world language arts intervention
"semantic structure," the success of eastern painting language got
involved in the reconstruction of the "semantic structure" of the
world art. In other words, the modern painting, in the evolution of
modern art history with "semantic" and "language" interacting with
each other, oriental language is not excluded; it is possible for them
to merge. If we retrieve the question of "what is art", the inquiry
could be more concise. Because art is a semantic direction to express
specific "human spirit", using certain form of language. Then,
although due to cultural isolation, the east and the west painting
languages have different forms based on their own historical logie.

they have the same means of "semantic"

expressions. Therefore, in
cultural exchanges, when the expression of "human spirit" is close.
these two have the possibility of grafting and interacting. In its
evolution, different elements can be integrated, such as modeling
tastes, color experience, even "semantic expression". and so on, and
therefore generating a new painting style. Especially when painting
experiences based on different systems encounter. Of course,
this description is only for one possibility. It is another issue that
whether contemporary Chinese painting has this internal possibility
and how to achieve it.

Then, does contemporary Chinese painting have the
internal needs of this type of "semantic structure" like Kaii
Higashiyama's? To answer this question, we have to go back to

what we always stress on—"the essence art is to use a language

form to express specific '"human spirit"'. Why? Because since

Chinese painting has "semantic structure" to meet the expression
& I

needs of contemporary "human spirit". then we don’t have to

change this structure. But on the contrary, change is a must. We

"semantic structure" of classical Chinese painting—the

know the
ink and brush language is centered with lines with water and ink.
wash, outlines, and coloring, while its central semantic direction is
to express to the ideal of literati, and stress on serene experience
of people's naturally being. both in the inner and outer worlds.
It turns to feature a lyrical imagery. Such "semantic structure” is
more suitable for the spirit of expression under a slow pace of the
naturalism being. However, in this industrial or even post-industrial
age of today. the material exploitation of anti-naturalism causes

conflict and unease of the spirit being and the material world, no

longer a coex

stence in harmony. Therefore, people incline to reflect
the conflicts between of oneself and the material world, stressing

on the "lonely profoundness".

Usually. this profoundness can’t
reach a solution and bring up confusion, doubt. denial, decadence,
pessimistic, emptiness, and other rational experience, and even
make up a rational satisfaction for oneself. It does not have a
stable spiritual direction of collective idealism, but more with
unstable characters of personal spirit. It is hard to express this
"human spirit" with an approach of lyrical imagery of "semantic
structure". Although. we can not say that our life today is all about
"human spirit". perhaps there are still some mental experiences
of the peaceful "material-me" remain, no one will agree it is the
mainstream of “human spirit" today. Hence, this change of "human
spirit" calls on an adaptation of Chinese painting to the new
semantic expression. Because only in this way can we ensure essence
of art that we talked about.

However, the mainstream contemporary Chinese paintings
are still using the old "semantic structure”, against its "non-
mainstream' status we recognized. What does this contradiction
illuminate? Probably. it implies the development of contemporary
Chinese painting has forgotten its value and responsibility existing
as an art form. In a large sense. it has become a condolence and
repetition of classical art. Even the form of condolence in extremely
exciting, it is still painting in a hand craft level, rather than art.
Such a judgment might be too sharp, it is reasonable explanation of
why most of the artists today are painters rather than artists.

In other words. in our era of globalization, because the east
and the west have more and more exchange, our life as well as
spiritual means share more in common: Oriental painting language
gets involved in the modern semantic expression, it can not only

"semantic structure” of

enrich the reconstruction means of the
easel painting worldwide. it is also an internal need of Chinese
painting itself to adapt to contemporary social development.

Namely. contemporary Chinese painting needs a new "semantic

structure", similar to Kaii Higashiyama’s aesthetic style. Perhaps



this is why I pay close attention to Xu Lei, Zhang Jian, Jiang Ji
'an, Xu Hualing, Cui Jin, Chen Lin, Lei Miao, Gao Qian, Hang
Chunhui, Zheng Qingyu and other new Fine Brush Painters. They
apply the language of Fine Brush Painting, but try semantic
expressions different from traditional Chinese painting. They either
start from the spiritual self-reflection, or borrow expression patterns
of contemporary art, forming a new connection of "language" and
"semantic", and building a new "semantic structure" of Chinese
Painting. Look at their works, we can easily find this characteristics
of semantic expression—different from the spirit of Chinese
painting’s condolence to classical spirit. Most of them choose
anti-natural and fictitious situation to express rational individual
experience. Their images are often created with a subjective manner,
influenced by Surrealism, Schema concept, and other modern art.
They try to convey personal cognition and judgment through
fictional images, with metaphor or symbol of certain concept.
There are three types of their made-up images: fiction of text
concept, fiction of plot scene, and fiction of language meaning.
Obviously, the above categorization is relative, it’s common that
all the three work together in one piece. Generally speaking, fiction
of text concept often applies default semantics. borrows certain
text concept, classical imagery, and concept pattern to create a
script-like image Dreamland. For example, in Xu Lei’s Bewildered
Louis Vuitton, a fashion brand is mixed with Ming-style chairs,
covered bed edge, divided space, and wall implying the classical logo
of "LV". All these together create a fantasy of modern spiritual
world. In this world, traditional and modern, classical and fashion
represent a modern rational idea of suspicion and emptiness in the
disordered space. Among them, the so-called Louis Vuitton is rather
an illusory image of literary script than a visual content. Another
such as Jiang Ji'an Trance No.l is based on the concept of Dao
from Dao De Jing. Plaster objects and classical furniture shielded
by wire screen, subtle change of light are all metaphors of the
cool, confused and perplexed heart of the painter. Hang Chunhui's
Paradise Lost uses the classic tale of Adam and Eve. Bear, which is
a symbol of male, meditating woman, snake and plate, and apple
firm a combination. The contrast of bright red and black-and-white
symbolizes a helpless and depressing feeling. Zheng Qingyu uses
the "vicissitudes of time" as a semantic assumptions in his Elapsed
Youth—Swinging: contrast of the transparency of life and the
material world reveals the artist’s helpless and bitter feeling of life.
Fiction of plot scene is affected by surrealistic way of setting,
presenting spiritual reflection through logical contradictions in time
and space. For instance, in Zhang Jian’s Peach Color, figures are
hanging up set down, thus the artist’s overlooking the perspective,
rocks and peach blossom in the scene compose a conflict, thus it creates
a shaky illusory setting. Saturated and ambiguous colors reinforce
this unstable contradiction, symbolizing of a spiritual experience

of modern temptation and insecurity. In Gao Qian’s Melancholia, a

bottle and a fish larger than the bottleneck form a space combination,
representing a logical contradiction, which also implies a modern
mood of failing to give up, confusing, and restriction. In Chen Lin's
Trapped in - Doubt, with help of the mirror, searching is set as the
plot, spaces under two circumstances build a conflict combination.
This visual disorder portrays a straying and confusing heart of
the artist. In Qin Ai’s Out of Africa, the scene of animal activities
is replaced by a fantastic space of mosaics and wall of maze. The
impersonated expecting back of giraffe and its short shadow create
a self-bewildered and expecting mental experience of the artist.

Compared with above two fictions, fiction of language is not
focused on the setting of script or semantic scenes, but a false sense
of camera shot through blurred language. Take Cui Jin's Dusk as
an example, round-shaped girls shrouded with dull and gray colors,
building a strong language contrast with the looming illusionary
colors of white and black. A tragic sense of suppression has become
an expression center. Xu Hualing's Still Beautiful follows the
basic realism principle of forms, but in the application of color
language, it blurs the object entities. Mottled color blocks bring the
figures a visual illusion, hiding an unreliable and empty spiritual
experience. Lei Miao's Piled Containers 10 is based on daily visual
experience. The artist extracts the texture and shape of containers
and facilitates language conversion between light, shadow, and
color. In a delicate rhythm of the language, the artist gives proper
subjective understanding to the objects, building a false elegance
and brilliance.

I shall say, regardless of the fictitious means these artists
applied, all of their works show feelings sliding away from the
reality. They pursue subjective and individual spirit of images.
Their experience of illusory image is visual creations of "human
spirit" in modern life at different levels. Behind the illusory image, it
is artists’ un-satisfaction of traditional lyrical imagery of "semantic
structure", and their experiments of new "semantic" expression.
It is because of their experiments that they broke the link of
"language" and "semantic" of classical Chinese painting. Just like
Manet switched the semantic expression of classical paintings, it
foreshows an old aesthetic style regains expression opportunities.
As I stated before, the change of “human spirit” in modern life
requires changes of old semantic structure in Chinese painting,
otherwise, it would only be crafts, not art. Therefore, the change of
semantic structure of Fine Brush Painting by these artists expands
the capacity of Chinese Painting to represent the spirit of realities.
Therefore it is hopeful to reconstruct a "semantic structure", and to
realize a conversion of "aesthetic style". Compared with new literati
paintings, urban ink and brush painting, experimental ink and
brush painting in the past 30 years of Chinese painting, the works
of this exhibition are focused on images building to experiment
incorporating language forms Chinese painting with modern

semantics, seemingly more clear in both intent and result.



To sum up the above, if we can accept these artists, to some
extent, it represents "modernity" direction of Fine Brush Painting,
for two reasons: first, their works gained the possibility to express
modern spirit, and enabled the discussion of Chinese Painting
on the level of art, rather than craft; Second, evolution of art
history depends on the arising of new "semantic structure", its
"contemporariness" is represented in the process of transition and
change of the new and old "semantic structures". Doubtless, these

Fine Brush painters are all in this process.

3. Any unique constructive value of eastern vocabulary that
involved in "Contemporary"?

However, I saved one doubt in the discussions before: This
group of Fine Brush painter realized new semantic expressions,
which are influenced by modern art, is their value doubtable? The
answer is no. Just like Kaii Higashiyama, after Japanese painting
language got involved in expression, a mysterious, subtle and quiet
sense of presentation is irreplaceable by any oil language. This
irreplaceable visual experience led Higashiyama to the spiritual
expression different from oil painting, and therefore gained new
"semantic structure". This group of Fine Brush painter share
similar characteristics too. They rely on the layer technique of Fine
Brush to build image. Their language is "indirect", and therefore
its effect is completely different from coloring and brushwork of oil
paintings. It is implicitly and introverted, while its visual effect has
a profound and illusory language texture. It highly coincides with
the semantic goal of metaphor and symbol.

Hence it comes an interesting phenomenon: if the language of
these Fine Brush paintings is converted to any other language, even
if the image is identical, the original atmosphere and temperament
will be lost, the effect of metaphor and symbol greatly reduced.

Even lose this effect due to "directness" of language. In other
words, the language of these Fine Brush paintings has become an
organic part of its semantic expression, and obtained a "semantic
structure" different from other type of painting. It is why we
discovered a unique temperament of these works in the bizarre
contemporary art world.

Based on this perspective, compared with contemporary art,
no matter Fang Lijun’s stress on image or Yin Chaoyang’s stress on
language, this group of artists provides a unique value of spiritual
expression. They do not have the direct image power like artists
mentioned above, but they have another type of serene expression
of thought. It thanks to the quiet and slow expression feature of
Oriental painting. In their paintings, we do not see any unease or
unrest in other contemporary art, although these painters also
express contradictions and conflicts deep in the soul of modern
people, but the effect is dissolved in a rational tranquility and
peace, with philosophical and rhetorical features. In this sense that,

in contemporary Chinese painting, they do not belong to our specific

understanding of the habits of "contemporary art" areas, but a new
expression can be "contemporary" art. Moreover, compared with
the "contemporary art" in the trend of "westernization". they are
better representatives of China's "contemporary art".

Such a discussion is not to deny the value of "contemporary
art", but rather to point out—there are various possibilities for
contemporary semantic expression, the language of western
painting can reconstruct the "semantic structure" for easel painting,
so can Chinese painting. As I addressed before in this article, “Fine
Brush Painting is a type of easel painting, and easel painting has
the opportunity to reconstruct a stable expression of the "semantic
structure", hence, Fine Brush Painting has this possibility too,
which is right based on this understanding and judgment. If
we place this understanding and judgment in the worldwide
development of art, we can basically describe their value as: as a
parallel means of image presentation of western painting, Oriental
painting has the same ability to express contemporary spirit.
Beyond that, the discovery of this ability has greatly enriched
the "semantic structure" space of a stable reconstruction of easel
painting. It also helps re-establish the art concept of "language
starts expression", after modernism disintegrated the classical
domain of the concept of art.

However, there is a problem to be clarified. While we discussed
these Fine Brush Painters, I referred to Kaii Higashiyama a lot. Are
there any similarities and differences between them? Undoubtedly,
both are examples of Oriental painting language involving in the
modern expression of "human spirit", and both have a serene image
effect because of the quiet and slow of oriental language. However,
they have slightly different perspectives to expression the modern
spirit: Higashiyama applied Oriental painting language to convey
the longing for the quiet and elegance of mysticism due to the
unrest of modern society. It is an express of modern semantic, but
not a direct encounter of modern spirit. Well this group of Fine
Brush painters directly face spiritual experience of confusion and
indecision in the modern spirit. They don’t digest the spiritual
bitterness through image representation, but convert it into rational
reflections with metaphors and symbolic colors. It goes beyond
Higashiyama's achievements.

Finally, here is one more supplement, or a deliberately evaded
issue: whether easel painting will disappear. It is not a new topic,
since the 1980s, "Neo-expressionism" in Germany, "Neo-realism"
in France, and "Super-avant-garde" in Italy have given an answer
through a post-modern approach: after modernism dissolved the
uncertainty of art concept, art has returned back to traditional
easel painting, discovering "modern" expressing ability of “the
traditional", to rebuild a stable concept of art by copying,
grafting, grouping, and reconstructing the classical. From a certain
perspective, this character is exactly the direction of these Fine

Brush painters for their artistic expression—they explore the



