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Fictitious Narration
On the Invitation Exhibition “Varied Images” of China's Contemporary Paintings

By Lu Hong

After 4 some long time of silence, the contemporary oil paintings of China saw once again in the late 90" of the last
century a rising of another new tides (referred thereafier as New Paintings) with an appearance of an abundance of new
works by new artists and a strong impulse upon the contemporary art. There of course existed some heritage relations to

the up—rising of China's contemporary paintings of the 90's, but there was more of its own nature and feature which is

of important art activities of the art history significance. Secing entirely, though the New Paintings has slowed a good and
fine situation of a multitude aspects tendency, the commonness is still clear, that is to say, the high attention to and the
care for the human of this being and existence and the return of narration of story=telling. While in one aspect it is more
and more getting away from the grand or epic narration o that of a micro one, and in the other it is of more and more
tending towards a stress on the role of fiction and exaggeration in the artistic activities, Thus, a extremely interesting
question appeared, that is, why so great & change?

As o the previous, as | have noted in my articles, it has firstly something clearly to do with a thing that those young
artists, grown up in the background of Reform and Opening—up.cared nothing about those grand ideals and pan—politi—

cal phenomenan. Secondly it has also something to do with the tuming of the fishion and vogue from the collective ex—
perience to that of an individual one. By a determination that “no one could run this acra by its entity and we are one of
irs numerous chains debris” In this situation the young arists paid more attention to what is around them and out of
which they even made some artistic works expressing their feelings of being debris. One thing is very clear, that is, it is
quite another thing from the 80's in which an ample use of philosophical symbols are away from the reality for a meta—
physical ideal. The New Paintings of the late 90 s retumed themselves once again to the reality, not only emphasizing the
ordinary daily narration within close distance, but abundandy employing the symbols of sociology, of culture studies and
politics embodiment.

However, why are these young artists unwilling to, like their predecessars, start from a standpoint of “Reflection” to
depict or to note the reality in a realistic way by the method of “realism”, but from a point of subjuncrive aesthetics, to
fabricate some“filse phenomenon” which do not exist in reality, in order thata “great filse phenomenon exhibitions”

wiis made into being as critic Lu Peng had once putit, * that those young artists were doing all these were only out of 4

pure of rebellion and were for 1 making of new artistic styles?, Or that those young men wanted to make a fame and a stir

by making filse phenomenon or look

The answer is absalutely negative. To my underst

ding as far as [ could, 1 found that to those young artists, who are

deeply influenced by Kane, the redlity or nature are simply a showing of outlooks or illusions, and if any oné is he
dered by them, he will easily get himself endangered to be shallow and surfacial, and worse to become @ passive interpre—

tation and illustration of the currént ideological ideas in fa

hion. Tn tam, only when one destroys this surficial phe—

nomenon by ane’s own comprehension and fibricates and concoc

one another “filse phenomenon” or made—up
events, that is to say in other words. reinterprets those images coming from the outside world, can explain in real the es—
be

works of those young arises are expressing the individual ings, i ons and of their life

sential nature of the world, or i aniother word, speak out their real feelings to the real world. So it

d that the

experiences. In the esence of nature, they are shiping themselves by the way of self—fbrication. By this they liberated

themselves from the traditional concept of *realism” of paintings. It is also acceptable if ane tikes it a bold rebellion, Ob—

servers will of course make their ¢ readings and in the new frames of art provided by those
voung. And 1o one will take as true the events in the pictures for the life itsclf. As a mateer of a sure thing, while various

in their life background, artistic characters, mentory methods and atention focusing, the approaches by which they are

entering into - “subjunctive” presentation are also very varied. During this process, the young artists are gradually estib—
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lishing their renewed signing and their system of forms. 1€ means in flly that, firsdly, cach new are model comprises in it~
self a unique narration of a story and viewpoint of its own; and secandly, any studics of New Paintings should be con—
ducted in 4 way that ane miust combine the cultural background in 4 macro scale, and the personal experiences with spe—
cific works if he wants to make studies, or he will run into a dead alley where he will simplify an issie which s of 4 quite
complicated nature.

And in here, we are encountering an unavoidible isse: no matter how rich or novel the art styles they are which
are carrying away with their strong blowing all the new paintings in the contemporary art arena, they are actually con—
nected to the image sources of non—picture nature which they arc referred to. As 1 sure consequence, most new painting
pictures are completely different to the raditional “realistic” paintinigs in their picture presentation and are shaking their
foundations which are vieal for their existence as well. This is just the very reason we named our exhibition as “Varied
Images” I general, most riew paintings for their referring to the image sources are divided into three major tendencies:
sereenings, various Kinds of public images, cirtoons, internet and computer ganmes. For an casy relation, 1 will tackle them
e, for some artists which are ranked into the

one by one. No-doubt, it is very difficult to separate then in their real practic

lateer two are also employing very much the techniques of cameraing as well, leaving alone that the way they process

their photos in 4 unrealistic method.

1. Reference to the image and photographic sources

Reference to photos for art activities existed sinice long, while by some traditional “realistic™ painters, even though

they are wtilizing those photos, what they are striving hard to present i still something similar o the maditional and ¢
cal effict and resulr. It is very interesting to say that this situation had completely changed itself in the hand of Robert, 4
realistic photographic artist of American origin. Anyone who is familiar with the history of are will know that, contrary to
those traditional “realistic” painters, what Robert presented most in his works were the viewing or watching result and
effect produced by the camera. To him, a good photo irselfis an excellent art work, and what an artist must do is simply
good imitation and in this way he could wso avoid to form any certin fixed or beaten styles or wrong observations.
Richter, a Germuan artist, can be said, is dwelling between these twao. It is recorded that Richeer, since the year 1963used
to make his second making according to the photos. He not only took the feference of the viewing effect out of a photo,
but mixed to some extent some techniques of manual making of a traditional painting into his works. As a result, a new
development of puinting was thus made and a fir influence is exerted. As fir as our current information could reach, the

most eminent Chines

artist which were employing the method of Richter for a secand art making out of historical pho—

s is Zhang Xiaogang in the lite 90"s. His representative work was “Big Family”. It is perhaps that the Zhang s success
were encouraging greatly the young artists, or more of that the background in which they were growing pushed them. In

aword, since the middle 905, a large number of artises deeply influenced by “screening and image culture”, were skill—

fully transforming their *screening ion” experience into their special and unique creativity and were shaping
themselves a mainstream force. However, different to Zhang, their inspiration are mosdy coming from the reality, and
their pictures are taken or shot by the fictitions makings and fibrications and then transferred their wisdoms onto their

canvasse

. Apparently seeing, many of them are referring the waditional approaches of realistic one, but in an essence, the
approaches they are employing is actually 2 subjective re—presentation of a nbjective world surpassed. The common fea—

tures ares firsly, they are all fond of bad pictures of underexposed photos for their second art makings®; Secondly, they

are all referring, to some extent, some approaches of sereening, for example, somcone deliberately referred a tossing effect

of photo—taking(Yin Zhaoyang, He Seng,Fu Hong,ete), someone referred the close—shot of photogriphy(Zhao Nengzhi,
Xin Haizhou).some refered to the single color effect of black and white photography (Zhao Nengzhi Xin Haizhou) and
some even referred to the synchronized effect of pictures and subtitles of television techniques. Thirdly, they are all
stressing very much their own umque presentation making in the course of dialogues between paintings and screchings.
Fourthly, the

and some enen pay speci

re all paying enough attention to the potential power and exploiting some uncerwinty effect of pictures,

attention to their combination of the trivialitics e or she confrorited with the histaric shots at
ransom Fifthly, They are all paying high attention, in their own view angle, to the being state of solitude, puzzle, fear,
hollowness and helplessiess of the nowday s yourh as well as the problems already existed in a consumers sociery and

establishied the unigue image waorlds of their own featires. Sixthly, different to the traditional porerait painters, the figures
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iin their waorks are not the trie re—presentation of one being or some beings fom reality, but s “modalized” production

of certain kinds of people in life. What they really wanted to do is to protrade some specific spirit and nature of some

specific people. According to Jean Baudrillard, those art figures can be called *Simulacrum"However, the above saying
does not mean that the new appearance of photographic paintings in the trend of new paintings is not 4 bloc of entity. To

filse

their great difference in their selection of specific subjects and expression. This can be clearly seen in a plenty of works of

! show

the whole, though many young artists have fabricated many igns” of high simulation in various ways, the

aplenty of ardists. And some other artists, relatively to say, followed other tracks , for example, Zhang Xizotio showed in
his works his treatment of micro scenes in reality by magnification. specifying the absurdities and irmationaliries hidden in a
wman's material life which is of high lists and addictions unlimited. Another example is that In Liv Guofu’s works he
showed his specific features in his treatment of actuality in 4 purpose to refute someones neglecting for their spirit aspi—

ration in a substantial society. Since these examples are of many, we cannot relate all of them in one such an article.

2, Reference to the public images resources

I a viewpoint of methodology, any referring to the existing public images resource in one’s artistic activities is un—
doubredly deeply influenced by the American pop art, and the case in China left on Wang Guangyi, who is a representa—
tive figure in this field and was quite famous since as carly as the year 1985, Though later some other artists also made bold
referring to some public resources, they seermed to put their attention onto the cultural problems appearcd in a con—
sumers society and the real life state of the young and at the same time emphasized the transformation use of other im—
ages obtained from advertisements, commercials, genesalized pictures it a way to meet their practical needs. We can see
these clearly and completely in the works of Feng Zhengjie, Zhong Biao, Yang Fan and others.

As far as T know, much of them didn"t seem to be very much inconvenient in their referring to the public resources

for their art search, for, they though that those similar works did not embody the so—called “human and cultural spiri
by the scholars and literary men in the past and even showed the signs of resignation or retreat of “Spirit Standpoint”. For
example 1 heard once that some of Feng Zhengjic's works were attacked for the gaudy women in' “Portraits of China"

ready sarisfiction of a mean taste. | allove myself to speak frankly. this is but 4 conclusion drawn on the basis of past crite—

tia. Because, any reference to the popular pictures and corresponding technigues made by the artises for their art makings,
is still, to the end, a new approach for a culrure artention employed in a purpose a satire is built for a criticizing a “sub—
stntialized” mind of being of consummation domination. Their behavior i the sure and granted result of 4 reality of
China's society which is pending itself more and more to commercialization and popularization of the mass media. This is
of a cultural inevitability: Besides, those seeming gaudy symbols and approaches are cmployed under a pretext of satires

and imitations, and it is just like this that what an artist should do is to discuss those varied elements in real life and find

out the historical and realisiic reasons of those elements unnoticed and m 4 silent way, It should be interpreted that artists

are posing more human sssues of a more tmely and 4 more dynamical ones under a new cultural background, on a new

cultural reference and in 4 new cultural vi -angle. To the same ion, a series of works of Yang Fan, a female
artist, are focusing themselves on the huge influences by a consummation culture and western cultures exerted on the
present days young females. This is quite another thing to which wha discarded completely the human spiric.

Some other artists shi put their emphasis on the reference to the public images resources and approaches pay more
atrention o the role of popular culture and daily experiences in their artistic activities. Their theary lies that since the

meaning of eulture has ch a life style of & special meaning and value expression” (Raymond Williams).it it 3

nged into

natural thing to show the life fragments and segiments in popular culture by way of popular pictures and techniques. In
here, reference is nor the purpose, but an endeavor to colliborate a well-organized symbols and techniques to make
maockings, satirings and teasingly imitating of the negative elements in the reality. Without 2 good comprehending of this.
we will lead ourselves to very wrong conclusions.

Apparently, to the traditional criteria, any reference to the public resources and approaches is almost a plagirization.
But I think that 4 sensitive discovering of the absurdiries in the real life and then bringing them into an art context of a

surrealistic and an absurd one by the way of generalized images and techniques are themselves remarkable creativities

Different to the traditional ones, these creativities emphasize more on the newness of rediscovering. remaking and reem—

ployment. If they do not huve a self studies and feelings of their own of the public resources, or if they do not have a se—
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siouis underscanding and treatment of the réal life, or if they do not participate thenselves with académic ideas, or if they

do nor have wise eyes and minds it is not possible for those young artists to tackle these cultural issues of high sensitivity

merely by their way of reférring to the existing cultural symbols. And more to that, these approaches could help to de—
il

the situation for their comprehension which are highly appreciated by many critics and artists.

molish e the barriers and obstacles lying between art and real life so that any observer can put himself or herself imto

3, Reference to cattoon pictures, intermet and computer games™
Ieasonably to say, references to the cartoon pictures and internet and computer games also belong 1o the categories

of referring to the public resources. The reason why 1 picked it up as an independent subject is that artists who are mak—

ing these references for their art makings are mostly bom during the middle of 70's. and they are of 2 artistic inclination
of newer and more unique ones. I their pictures, we can see clearly the influences of Japinese artists like Takashi Mu—
vakami and Bishiko Nars. Generally speaking they prefir very much to group and combine all kind of images all together

in varied styles— realistic technigue

expressionist techniques and as well as the spraying painting for advertisements, and
their composition of layout are quite loose and flexible and decentralized. We can see from these that the role=playing of
some popular cultural clements in vogue and fashion. And the young artists who are engaging themselves in the cartoon
pictures have comparatively less cultural links with traditional intellectuals. In their works they fully showed their tired—
ness of being profound, of being grave and serious, of logic and they are for a mundanc world and practice. And they sce
high and more of being easy and light, humorous, of fondness of exaggeration and entertainment teasing.

Apparently, because of its “game—playing” and “fun—making” elements existing in those cartoon—like pictures,
many are still holding « denying atritude for that, And some even write that the young artisss whao are doing with cartaons
are “nourished by cartoon and producing cartoon”. We can have a deailed analysis on this in which two meanings are

comprised in it: ane is that it tumed too much away from the image and technique systems of the traditional or clasical

artithe other is that it is lick of a serious criticism of the reality. Upon this, | have my own opinion of a completely dif—
ferent one.

Firstly, those artists who are engaging themselves with cartoons were grown up, in a strict sense, under a culture of
cartoon, and the blood of “cartoon culture™ is cireulating in their veins. As critic Lu Rongzhi put it, “with the develop—
ment of the digital technology, cartoons, caricature pictures and animated pictures are involving their forms of more
complicated, and the circulation tunnels are also becoming various, and many simplified visual figures have become

communiciting signs, by which some sub—systens with regional identification under mary different cultural background

are thereof formed, and with the one after another promotion and popularization of the media, these signs and symhols
have long ago developed themselves into the communicating means among the youth the world around, fir beyond a

mere collective identification of an age or of a nation. They are more resembling to a simulation and the remaking for an

individual's aspiration, ideas conveying and the imitarion of imagination.” “Undoubrediy, all these not only influenced
them gradually unnoticed, but enabled them break away very easily from the restraing of the traditional arc and enlarge

their expression range, It is very absurd thing to magnify the issues on this. Since many outstanding artiss in history were

endowed the right to absorb new images and symbols in their ifé background and developed their brand new techniques,

why not are these young of a new generation allowed to do the same?

ondly, to eriticize these cartooned pictures in a mode of eriticism for the traditional flair art will make one to go

astray. leading only to a conclusion of "bath wrivial and shallow". My opinion is that, to those young artists, the so—called
“game—playing” and “fun-making” are both a new life seyle and more a new atitude to are. By the help of these, those
young men succeeded in disintegrating and demolishing some of the traditional values, and in its place they displayed
their own new viewpoint of vilues of & completely new one. This is an entirely new mode completely difierent o the
traditional one, and we could only do our criticism under and according to the specific historical context. Yes, of course,

there exist a considerable sub—culture of young artists which s finding itself in a brink or a margin situation, but positive

clements are still to be found there. Compared to the are of flairs, the biggest features of cartooned pictures are their

transformation of reality criticism and retrospection onto the displaying of their feelings in their real life experience, and it

b,

isin a way of narration of ation. It is all right if it is to be interpreted as an illusion of illusion. All these are to be

found in the works of Xiong Lijun. Zhang Fazhi, Shen Na,Xiong Yuu,Wei Jia.Zhu HaiLi Jikai and Tu Hongtao, Here, the




