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Director's Preface: 2006 MoCA Envisage

On the occasion of the first anniversary of the opening of the Museum of Contemporary Art, Shanghai, we are proud to present
the first "MoCA Envisage.” Focusing on Chinese contemporary art, this exhibition celebrates not only the anniversary of the open-
ing of the museum but also the determination of our museum to build an international stage for the exhibiting of Chinese
contemporary art. The museum is much obliged to the care and support that government officials of all levels, representatives
of various industries and the broader sectors of society have shown us over the course of the past year. It has only been with their
support that we are now able to seize this precious opportunity to present "Entry Gate: Chinese Aesthetics of Heterogeneity,” this
exhibition that we have so painstakingly prepared. In mounting this exhibition, we seek to fulfill even further the foundational

missions of our museum: to build a solid position within the local community, to serve the public, and o pursue and create the
new.

Currently, Chinese contemporary art is finding great acclaim both at home and abroad. For MoCA Shanghai it truly is a great
honor to have this responsibility 1o conduct sustained research and exploration of this phenomenon. Henceforth, we will present
the results of our studies once every two years; thus, MoCA Envisage will become an academic, research-based biannual exhibi-
fion. The curatorial team of this year's exhibition is composed of four influential curators—Ye Yongqing, the well-known Chinese
artist and independent curator; Uli Sigg. the collector, businessman and diplomat who has played an extremely imporant role in
stimulating the development of Chinese contemporary art; Sunhee Kim, the internationally active curator of the Mori Art Museum
in Tokyo, Japan; and Victoria Lu, the Creative Director of MoCA Shanghai. On the one hand, this international curatorial team
aspires to conduct a comprehensive observation and examination of Chinese contemporary art; on the other hand, in the

course of researching Chinese contemporary art, the team hopes to put forth heterogeneous theories of and points of access
to new methodologies.

As is suggested by the title of this exhibition, in foday’s cultural environment of heterogeneous tendencies, Chinese contemporary
art has daily growth in strength and influence within the international art world.  As this strength and influence have grown, a
number of international groups and people of every vocation have flooded into China in droves, just as in times past, people
would leave their natal place to seek knowledge from others. This phenomenon has, in tum, made it especially apparent and
urgent that we must deepen our recognition and knowledge of our own artistic environment, especially of that which history can
provide us; indeed, not only should we draw lessons from the meaning that history has passed down, but more importantly, we
ought to explore the interlocking, entangling, grafting and other such relationships among the cultural arteries therein. These are
exactly the topics that we most fervently seek to explore in this exhibition. “Entry Gate: Chinese Aesthetics of Heterogeneity” is
divided into three sections: "Chinese Neo-Literati Aesthetics,” “The Traces of the Hand,” and “The Extremes.” These three directions
stimulated us to create a new art theory to serve as the exhibition’s foundation, which is the conclusion of the rich and objective
scientific examination that the curatorial feam has pursued. In presenting this theory, the curatorial feam hopes to offer some
simple thoughts to stimulate academic debate and to spur deeper, more comprehensive research.

Having succeeded in mounting this exhibition “Entry Gate: Chinese Aesthetics of Heterogeneity,” all of my colleagues and | would
like to express here our deepest and most sincere thanks to all of the officials of every level of the Municipal Government of the
City of Shanghai and of the Government of the Huangpu District who have aided and guided us. We also would like to express
our sincere gratitude to the following companies who have supported us: BMW, Hugo Boss, DBS, Phoenix TV, Bang, Yageo Foun-
dation, People’s Park, as well as all of our friends in the media who have always supported us. Here, at the end of our first year of
operations, | would also like to express my personal, heartfelt thanks to all of the members of the art community and to all of the
visitors who have nurtured and supported us. The understanding and help of the public are as important to us as water, soil and
air are to a plant. MoCA Shanghai is but a sapling in the forest of the art world, but we hope that in the care of the public, we will
grow to become hedalthy and strong. In order to cultivate a flourishing, stimulating environment for the creation of art, my
colleagues and | are willing to continue to devote our wholehearted, yet meager, force to art and to the public.

Your support is the indefatigable force that propels us.

Chairman and Director, MoCA Shanghai
Samuel Kung
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The Everlasting Serendipity with Contemporary Art

The designed relationship between BMW China and the
Museum of Contemporary Art Shanghai (MoCA Shanghai)
began with the mutual appreciation for daily aesthetics.

Today, China is one of the most vibrant places in the
world and Shanghai is undoubtedly a pioneer in the
development of the Chinese economy and contempo-
rary arts, therefore, it is our great honor to be able to
cooperate with MoCA Shanghai. And we hope our dedi-
cation to contemporary art can be witnessed in our stylish
outiook on life.

Since 1975 BMW Group has launched projects that work
together with talented contemporary artists in order to
incorporate art intfo design and manufacturing. Over the
past 30 years we have worked on significant projects with
15 artists, each of who are major figures in the contempo-
rary art world. These are Alexander Calder, Frank Stella,
Roy Lichtenstein, Andy Warhol, Ernest Fuchs, Rober
Rauschenberg, Ken Done, Michael Jagamara Nelson,
Matazo Kayama, Cesar Manrique, Esther Mahlangu, A.R.
Penk, Sandro Chia, David Hockney and Jenny Holzer. This
co-operation with artists not only enhanced the aesthetic
experience of people’ s daily lives, but also served as a
motivation for us to move forward.

BMW is recognized around the world as a brand of supe-
rior quality and elegant yet modermn design. Our emphasis
on excellency is in tune with the rapid development of the
Chinese economy and contemporary arts. With high pros-
pects for the development of Chinese urban society and
contemporary art, we will strive to make our contribution—
to input the essence of contemporary art into the daily
aesthetics of everyday life.

BMW China
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The Chinese Context

—Leaving and Entering the Heterogeneous Aesthetics of Contemporary China

To set off and wander the world far away from one’s home,
and leave a country that has no moderm or contemporary
art museum, gallery, art organization or collector — in short,
a country that has no contemporary art system — has since
the 1990s been a common expetience for contfemporary
Chinese artists “leaving China.” Yet “entering China” is a
phenomenon that has appeared only recently. It is a
phenomenon that speaks directly of China’s position within
the infernational contemporary art community. It is a
phenomenon bom of changes within the art world that
exists both within the physical teritory, as well as the
broader context, of mainland China, and it reflects the
great richness and complexity of this period of incessant
change in Chinese contemporary culture. It has been in
this century, in particular, that this sort of complexity has
been displayed not only in Chinese culture’s rejection of
fraditional art methods, theories, and styles, but also
through its use of conceptudlism to touch upon the
multiple layers of Chinese cultural history and social reality
in a more profound and more comprehensive manner.
When we view contemporary art in comparison with other
contemporary media, we can easily see that contempo-
rary art has dlready become a great force in constructing
contemporary culture and in critiquing confemporary
society. Today, not only is Chinese contemporary art
acquiring ever-broader international acclaim for contem-
porary Chinese culture, but in truth, its very existence aiso
serves as proof of the openness of Chinese contemporary
culture. Moreover, Chinese contemporary art acts as an
important indication of the unique plurality of the country’s
cultural phenomena and heterogeneous aesthetics.

The transformations that are currently reshaping Chinese
society are the most profound and most influential in
Chinese history. As representative of the spirit of this revolu-
tionary, world-changing era, contemporary art similarly
gives expression to great changes and to quick, violent
developments. The art of no other period in Chinese history
can compare with the richness and diversity of today’s art.
This richness and diversity can be seen in the varety or
heterogenetty of styles and forms of many works. It can
further be seen in the cultural references that the artists
choose as points of departure for their works and in the
range of guestions, both arfistic and cultural, that they
consider. The fransformations that a revolutionary era
tiggers in a society's manner of thinking and in its knowl-
edge are concentrated and given expression by means of
the transformations in artists’ manners of feeling and
expression. Over the course of these fransformations, the
new credtive situations that have emerged within the
Chinese contemporary art world have resulted in an
extraordinary heterogeneity, which reflects the diverse,
unbounded forms of expression of social realities in this
consumerist society that is currently undergoing such high-

speed development. Artists have already experienced the
impact that globalization and modemism have exerted
upon Chinese society's views of art. They have experi-
enced even more infensely the mixing of cultures and the
consumerization of society. In studying some of the artists
who are included in this exhibition, we find that the relation-
ship between the structure of artists’ knowledge and new
developments in culture and society is even more
infimate. Artists’ personalities and psyches are sensitive to

changes in the outside world. Moreover, they have a
relatively great number of opportunities to experience
personally the fransformations of international art trends
and to examine carefully the characteristics and traditions
of their own culture. Although time is sfill needed to justify
their work by considering and criticizing it from various
exterior angles, it can be said that in their adoption both of
contemporary art’s new spirit of exploration and of its
aftitude of corresponding to cuttural challenges, these
artists unequivocally embody the unique characteristics of
the art of the times. Because of this, they have become a
phenomenon that cannot be overlooked in any discussion
of the Chinese art of today.

Transformations in art occur upon the same soil as societal
changes. These transformations hold an intimate relation-
ship with revolutions in the economic life of the whole
society and with evolutions in philosophical culture. In an
unprecedented manner, the artist has become the
barometer of cultural fransformation. As in those Westemn
countries that have left behind fraditional forms to pursue
the foundational disciplines of modern forms, this new
threshold of Chinese art has been established upon the
betrayal and revision of former philosophical outlooks and
art styles; and this has, in tum, made it appear as though
the Chinese art “frends” of the past are being perpetuated
without inferruption.  Only by relying on these frends are
artists able to find their own place, and only by relying on
these frends are they able to gain the attention of society.
Here, “frend” has a double meaning. First, it represents the
characteristics of the whole evolution of art; it is an expres-
sion of the interaction between art and society. Second, it
denotes the myriad “styles,” “groups,” “-isms” and other
labels used 1o classify and compartmentalize art. It could
be said that the majority of well-known artists have partici-
pated in trends, among which the *Regional A" of the Iate
1970s, the "New Wave” of the 1980s, and the “Political
Pop.” "New Generation” and “Cynical Realism” of the
1990s are all representative examples. The appeliations
given to these various trends are born of the generalizations
that art critics create from their observations of real
phenomena, yet they also come from artists’ self-
assessment and self-praise.  Indeed, under any circum-
stance, participating in a “trend” becomes the most effec-
five means for an artist to lbegin his career. Further, these
frends become important indicators by which to measure
the evolution of their art.

The art movements that emerged in the 1970s and 1980s
were a mixture of two primary pursuits—namely, a search
for freedom of artistic expression, and an attempt to realize
an art imprinted with the enlightenment of the social
revolutions. Both pursuits not only tended toward but also
became madjor components of cultural movements. As
the products of a search for philosophical enlightenment,
artists have become the spiritual explorers of society. They
try myriad styles, pursue myriad possibilities and attempt to
broaden and diversify artistic production as much as
possible. Moreover, as the most basic resources or knowl-
edge of art have become richer and richer, the pursuits of
artistic thought and practice have become ever more
profound. By the end of the 1980s, disputes regarding the
meaning and value of art had, in general, already been



resolved. What remained was the personal question of
how each arist would push artistic expression toward
profundity and toward individuality.

The establishment of the market-economy system in China
has caused essential transformations in the core of
Chinese socidl life. The rise in the standard of living during
the 1980s was merely a modification in the quality of life.
Beginning in the 1990s, however, each change in the
material standard of living in China was connected to
planes of consciousness; moreover, these changes
resulted in the fragmentation of social psychology. The
development of the telecommunications industry has
created a supefficial intimacy among the public. The
development of private cars has penetrated people’s daily
lives, creating a penchant for brands. The development of
the real estate industry has eradicated the collective living
and communication styles of the past, thereby materializ-
ing personal space into a commodity. The direct result of
the opening of the economy has been the entry of foreign
goods info the marketplace, and the entry of these goods
has, more often than not, been accompanied by mass
advertising. The people of this country often do not merely
absorb the material goods themselves but indeed absorb
a whole sort of lifestyle and worldview. The development of
the Intemet and popular culture has changed the structure
of humankind's knowledge and its channels of reception,
and it saturates our daily life with images and sounds.

There exists a basic difference between the external
environment that art faced in the 1980s and that which it
has faced since the 1990s. On the one hand, the
changes that have affected the societal landscape and
the significance of life require, unceasingly, that art find its
own place within contemporary society. On the other
hand, this sort of change is certainly not a purely *Chinese
question”; indeed, it is a question inextricably entangled in
aweb of "globalization.” Issues of the relationship between
China and the West have been the cenfral point of
concern for Chinese art of this century. In the 1970s and
1980s, the specific historical and cultural climate of those
decades resulted in Chinese contemporary artists’ using
cultural issues as a means of crificizing fradition and of
reflecting back on political art. Yet these same circum-
stances also caused important questions of China’s
relationship with the West to be temporarily covered up
and put aside. In the process of seeking enlightenment
and of pursuing free artistic expression, Chinese artists have
almost always used Westemn art models as tools to resolve
local aristic matters. Proof of this is found in analyzing the
myriad activities and manifestos of the many art move-
ments and frends of the 1980s. Against the background of
the market economy of the 1990s, just as cultural and
economic exchanges became more and more intema-
tionalized, the issue of Sino-occidental relations resurfaced,
leaving artists with no choice but to face this quandary.
Against the background of globalization, the changes in
the societal landscape and in the quality of life that have
occurred have begun to move beyond the tendency
toward the “Chinese question” and have instead been
colored by common questions of ‘intemnational” and
“contemporary” culture, This question of globalization,
however, does not necessarily find an answer in giobaliza-

tion, nor is globalization an anathema fo cultural questions.
Because globdlization does not appear to establish a
utopian “"Great Harmony” but is instead a new cycle of
relationships among different cultures that integrate and
are integrated, the “diversity” that accompanies globaliza-
tion is not always present; instead, globalization is only a
platform upon which mainstream culture is viewed by its
surrounding subcultures, the margins of which are empha-
sized by their contrast with the center. At times, it is
disguised in a beautiful exterior of culfural colonialism. After
the 1990s many important international exhibitions opened
their doors to Chinese art, which provided a valuable
opportunity for Chinese art to take its place on the intema-
tional stage. In the last decade of the twentieth century,
the relationships between Chinese art and the international
community underwent dramatic change, which took
Chinese art from its original, passive state of being
encircled by Western art and culture to its having an oppor-
tunity fo enter infernationai art exchanges actively and 1o
participate in contemporary cultural dialogues. There are
no more than two factors that facilitated this sort of
change. First, in the course of globalization, Chinese
society has withessed broader liberalization and profound
fransformation.  In China, art phenomena take on the
common traits characteristic of the global art develop-
ments of today both in their physical form and cultural
meaning; furthermore, they possess the ability 1o engage
in dialogue with the global art community. Secondly, the
marketplace has gradually abandoned the tendency to
view the West as the mono-culture. “Pluralism,” which exists
as a counterpoint to such mono-centrism, has become
the new dominant cultural current. In this field of “cultural
vision”, which includes the art of non-Westem nations, the
new, developing art of China—a nation that, though in the
middle of a period of profound transformation, is a
traditional center of culture—has found particular attention
because of its thriving, dynamic exterior. Beginning in the
mid-1990s, many important international  exhibitions
opened their doors to Chinese art, demanding the partici-
pation of Chinese artists. It was under such conditions that
Chinese artists appeared on the international stage.

At the same time, however, Chinese art also risks being
subjected to the fate chosen by the vision of Westem
culture, and it especially risks being subjected to the redlity
warped by post-colonial cuttural knowledge. This undoubt-
edly represents a new sort of challenge. This kind of
challenge is actually a sort of accumulation of the
sediments of history. The cruel redlity of the backwardness
of modem China has caused the country's intellectuals to
direct their visions of long-sought cultural transformations
and dynamic developments toward the exterior. While
absorbing Western advanced technology, they also fully
absorb the accomplishments of Western culture and
attempt to use them as a weapon to transform China.
Thus, this manner of recognizing cultural inter-relations has
emerged. People often use the diametrical pairs
“fraditional-modem” or “attack-response” to describe the
course of the history of modermn China. Both descriptions
are essentially based on the belief that the industrial revolu-
tion, which began in the West, was historically inevitable,
Yet Chinese society had no means of independently
producing the modern conditions necessary for beginning



Westernization. It is as though China could only begin such
transformation by being subjected to the attacks of the
West. Having survived the vagaries of one century, today’s
people are already able to see more clearly that in the
course of “modermization,” one must be especially alert
fowards taking precautions against “Westernization” and
must, to an even greater extent, uphold the value and
uniqueness of Chinese culture and art. Of particular
interest is that in recent years, a series of deep, broad
changes have been produced within Chinese contempo-
rary art. First is a series of new creative situations for Chinese
contemporary art.  Local and international contemporary
art exhibitions have gradually appeared, including some
that have been organized in the public cultural spaces of
national-level art museums. in addition, the concept of an
art biennial as a symbol of a city’s development has found
approval.  Secondly, in conjunciion with the sudden
economic growth and the liberalization of society in China,
the proliferation of art galleries and markets and the devel-
opment of art districts in various cities have become new
components of everyday, metropolitan life.  Indeed,
“underground art” has become a lifestyle that has its own
specific place within society. Chinese contemporary
artworks have started to revise the long history of artworks’
being collected or adopted by foreigners. Art that once
left China is now returning and is again finding a place to
exist and evolve in China. The uninterrupted proliferation of
exhibitions has provided the possibility for China fo enter
into international contemporary artistic exchanges on a
higher level and in broader contexts. The fendencies
traced by the work of the artists included in this exhibition
fully reflect the profundity and complexity of these abun-
dant transformations. As an important consequence of
Chinese art in the 1990s, many artists again began to take
a new standpoint from which to examine carefully the
traditions and values of Chinese culture. On the levels of
*spirituality” and of a “discussion of methods,” they created
a Chinese style of responding to common questions of
contemporary intemnational  art. This exhibition is
composed of three large systems. The first centers upon
quotidian aesthetic creations related to the condition of
Chinese literati art; the second treats the traces and
vestiges of the artist's hand; the third deals with the so-
called extremes of expression, including the extremely
large, the extremely small, the extremely numerous, the
extremely few, and other such creative forms that surpass
the conditions of real life. Besides including Chinese artists
and designers working both in China and abroad, the
curators of this first MOCA Envisage have dlso invited
European, American and artists from throughout Asia who
live or work in China to participate in this exhibition. Through
the creation of ar, these artists give expression o their
sense of aesthetics, as well as to their experience of the
infricacies of daily life. Moreover, they express their sense
of the neo-aesthetics of this new century’s international
cultural environment of mass communication and interac-
tivity. This exhibition highlights the uniqueness of Chinese
culture, providing a visual feast that brings into full play
China’'s special sense of aesthetics. Following the path of
neo-eclecticism, the exhibition examines the styles and
features of art both old and new, Chinese and foreign,
ulimately allowing comparison of and dialogue between
the historical depth of Chinese culture and the current

condition of international contemporary art,

Considered from todays viewpoint, “heterogenous
aesthetics” ultimately is an expression of relativity. It is an
examination that will endure through history, yet it also
demands examination of itself. Having entered into the
21st century, Chinese ar still faces several basic questions:
How will contemporary China, a country that has unique
historical fraditions and a unique societal background,
earn its place in the middie of these numerous, compli-
cated social questions? Under the scrutiny of the interna-
tional art community, how will Chinese contemporary art
construct a position with regard to local culture and at the
same time enter into a dialogue with the language of
international art?  Finally, in the middle of this cuitural
exchange that takes globalization as its background, how
will Chinese contemporary art construct its own unique style
and cultural value in this environment that insists on the
predominance of Western culture? In reality, these ques-
tions are closely linked 10 one another in that aspects of
each pertain to the others. Therefore, only frequent discus-
sion will ultimately be helpful in bringing about concrete
responses. And this exhibition is just that sort of discussion.

Ye Yongaing
Mi Le, Yunnan
August 5, 2006
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