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When everything awaits description and explanation, I
suppose I have to give up the view that language is only par-

tially explicit and resort to words that are vague and interde-

pendent in conveying meaning. I would like to write down:

something when my memory of the events over these years is
still fresh.
The Upsurging Tide

The New Wave art swept the country in the middle of
last decade ,that is,from 1983 to 1986 ,with its peak in 1985.
It came so swift and became so spectacular that it seemed as
if it were a great flood that had broken the bank. Many art
exhibitions were held in Beijing ,Shanghai,Nanjing and else-
where in China. They were,among them, Exibition of Paint-
ings by Six Jiangsu Artists (Nanjing , December 1984) , Exhi-
bition of Works by Young Chinese Artists in Progress (Bei-
jing, May 1985), Exhibition of New Portraiture (Shanghai
and Nanjing, June 1985), New Brutal Art Exhibition (Nan-
jing, June 1985), Annual Painting Exhibition by Young
Artists of the World (Beijing ,July 1985) , Art Week of Jiangsu
Young Artists: A Grand Exhibition of Modern Art (Nan-
jing, October 1985), Exhibition of Modern Paintings
(Zhongqing , October 1985), Invitational Exhibition of New
Works by Chinese Artists (Wuhan,November 1985) , Novem-
ber Art Exhibition (Beijing, November 1985), Exhibition of
Works by Artist Group O in Hunan (Changsha, December
1985), New Space of 1985 ( Hangzhou, December 1985),
Starting from O Art Display (Shenzhen, January 1986),Last
Painting Exhibition of 1986,No. 1 (Hangzhou, January 1986.
1), First Grand Display of Works of Art by Young Artists in
Shanghai (Shanghai, April 1986), Red 70% ,Black 25% and
White 5% Art Exhibition (Hangzhou, May 1986), 1985
Lantern Slides Exhibition and Symposium on Art (Zhuhai,
August 1986) ,Basking in the Sun(Nanjing ,September,1986)
Dadaist Creative Activities in Xiamen (Xiamen, November
1986) ,Art Festival of Hubei Youth (Wuhan and eight other
cities in Hubei, November 1986), Concave and Convex Art
Exhibition ( Shanghai, November 1986), A Forum on New
Ideas and New Behaviour (Beijing,December 1986),Art Ex-
hibition and Performance of Artist Group M (Shanghai, De-
cember 1986) and so on. Either because of the call of the era
or because of the inevitability of history ,many fortuitous fac-
tors combined to form a great wave of art in 1985;the river

that had dried up for over a decade again swelled with water.

Reflections On The New Wave Art of 1985

Yang Zhilin

A lot of artist groups appeared. The young artists put
forth artistic views diametrically opposed to traditional ones.
The formation of artist groups facilitated pooling together
artistic views and holding exhibitions. Meanwhile social ideas
were greatly influenced by the reverberation throughout the
country. Those artist groups were North China Artist Group
(Harbin, September 1984 ), Sonthwest Shandong Artist
Group ( Hezi, November 1984), Red Humour (Zhoushan,
February 1986),South China Artist Salon (Guangzhou , May
1986),the Pond Artist Society (Hangzhou,May 1986),Red
Brigade (Nangjing, August 1986), Southwest China Art Re-
search Group (Kunming, August 1986), Artist M Group
(Shanghai,December 1986) ,etc.

The appearance of the New Wave art was accompanied
with that of new art periodicals ,which not only provided me-
dia for duplication and propaganda,but also served to shake
up the art circles with new thinking. Of the numerous art pe-
riodicals suffice it to mention just a few. They were New
Wave of Fine Arts (Wuhan, January 1985 —1987), Chinese
Fine Arts (newspaper,Beijing,July 1985— December 1989),
Painters (Changsha, November '1985 —1991), New Wave of
Industrial Art (Shanghai, December 1985). Meanwhile some
long existent periodicals came out with a new format,for ex-
ample,Fine Arts(Beijing January 1985)and Jiangsu Pictorial
(Nanjing , January, 1985). All' these periodicals provided the
artists with ‘opportunities to introduce new artistic thoughts
to the reading public throughout the country. Among' others
there were such essays as My Views on Chinese Paintings
(Jiangsu Pictorial, July 1985), The Emerging Artist Groups
in China (Chinese Fine Arts, November 1985)and What is
Important is Not Art (Chinese Fine Arts, July 1986),which
roughly fell into three categories in nature ; critical ,construc-
tive and skeptical , The essays helped to form the archives of
modern Chinese art. It must be remembered that history is
written by human hand.

A Trembling Leaf

The New Wave art of 1985 seemed to be a new page in
the history of artistic creation turned over by a firm hand,a
page like a leaf ‘trembling in the wind.

The abrupt change of art in 1985 was the concentrated
reflection of art searches of several decades,by generations of
people. The page showed that the artists were depressed,al-
though they had looked forward to the changing situation.



They were confronted with the difficulties of criticising tradi-
tional artistic views,the embarrassing situation of new artis-
tic form and the unevenness of new works . Nevertheless the
New Wave art answered the prevalent need for change. The
search for the new and for change was in reality the pro-
gramme of the New Wave art. Artistic products which ap-
peared as a result of the propagation of the programme served
to fill the void in the mind ,no matter how immature and criti-
cal they were. People seemed to have forgot that they were
entitled to criticise and to be skeptical;they praised the value
of the New Wave art to the skies. At a time when only
courage and zcal were approved of,,it was deemed necessary
to give a full appraisal of the positive merits of young artists.
One was otherwise liable to be considered conservative,an ep-
ithet no one liked. Most people were not often conscientious
in criticising ,though they felt the need of doing so . For some
time it was very hard to tell what was conservative from what
was actually not. Artistic views of every description co-exist-
ed. This was a noisy stream into which people of all sorts
were drawn. Artists shared the desire of catching up with the
new wave and differed in outlook and style which in their
turn changed with environment. They found it hard tc¢ remain
calm. It seemed to them, moreover, calmness would only
bring harm to themselves in front of the sound and fury of the
New Wave art.

Up to now it has been difficult to estimate the value or
tell the difference of the New Wave art. It was a movement
more destructive than constructive. Its achievement seemed to
have revealed great concern and anxiety. Nevertheless we
reaped a harvest in terms of mental emancipation. It showed
great contempt for some dated rules-which were dying hard.

The New Wave art of 1985 was like a trembling leaf. Un-
der the circumstances, it was difficult to remain courageous
with the limited capability of psycological endurance and the
uncertainty of changeful situation. The conflict which came in
the wake of the New Wave art was,in the true sense of the
term, the first of its kind in several decades. Hidden behind
the dilemma were the the barrenness of the mind and poverty
of culture. It brought about a rude negation of traditional cul-
ture. And it revealed the dullness of sensibility as well as the
great emotional turmoil. Against the background of change,
various fortuitous conditions combined to create an opening in
the bank. It contributed more in revealing the future than in

asserting itself now.

A Link In The Cycling Chain

The New Wave art of 1985 introduced new modes of vi-
sual art,which were essentially imitative in turning out new
products. The imitative quality of the New Wave art has in-
curred criticism. But the tasting of works of art by artists of
other lands is, as is known to all,indispensable in cultivating
the new artistic feel. Imitation is a necessary process in ab-
sorbing the merits of artistic works of other nations. Note-
worthy was that most artists of the new wave did not set
themselves against the criticism at imitation,but on the con-
trary, were dissatisfied with the approval of the imitative
quality in their works. Art critics laid stress on the quality of
finished products,making no mention of the creative process.
In order to cover up tl\ei( embarrassment,they put forth com-
plete sets of doctrine to justify their viewpoints. Their critical
essays were hard to understand, though they seemed lively
and vigorous. Quite a few theoreticians tried hard to decode
their meaning. But far from making things’ clear they put a
mystic veil over the New Wave art. The artists’ blind confi-
dence plus the critics’ blind affirmation obscured the image of
the New Wave art. The fact revealed spiritual hastiness as
well as a lack of confidence in culture.

The revolution of art stems from the new sensual need
and is based on the innovation of techniques. The New Wave
art met the new need of sensibility. But in terms of tech-
niques,it followed the habitual process of creating,which was
coloured by politics. It tried to find but did not experience re-
ality, and it generalized but did not arouse emotions. The
strongest voice of the age cried out for representation. Yet
what we saw was the artistic techniques that had been used
for many decades reacting against the similar artistic tech-
niques. The reaction pointed to rebellion, but it was not rebel-
lion itself,and thus could hardly meet the new sensual need.
What it lacked was just the profundity of perception. Just like
a link in a cycling wheel ,it remained in the same place of con-
ception.

It should be pointed out that New Wave art was called so
by adopting a modern conception. It was essentially a con-
frontation with dated views on art. The narrowness of the
confrontation was its want of a conscious spiritual rebellion.
We could hardly see any reflection of theoretical conflict and
dilemma, nor any mental clashes between despair and strug-
gle. We could hardly feel the truthfulness of reality. In the

critical essays of the New Wave art the explanations of its



concept occupied a prominent place. The fact could only make
us feel that art critics began and ended in abstract discus-
sions. In spite of all this,we were experiencing a new awaken-
ing,and began to loathe the poverty of the old artistic tech-
niques in presentation. We realized , nevertheless, there was
still an invisible chain binding us. The harm it had done was
1o less than the dullness of our sensibility and lack of artistic
expression. It prevented us from reaching the depth of our
soul. It was a period of time when there were difficulties to
surmount and the need to cultivate new sensibility. The omni-
present fetter ,the cycling chain ,could have hindered the birth
of new sensibility. But in the final analysis what bound our
hands was none other than ourselves.
The Wall

In 1985, we often felt puzzled:we were confronted by a
wall. We shouted at the top of our voice ,but there was noth-
ing but the echoes of our own shouting. How we longed to
have an atmosphere wherein we could relax and exchange our
ideas about art and an environment wherein we could commu-
nicate with world cultrue. But--

“Promote cultural exchange” was a timely raised slogan.
1t was a topic of conversation in 1985. yet it was overshad-
owed by a great complexity of ideas. Apparently it reflected in
a concentrated way the longing for cultural exchange,a wish
to join in the mainstream of world culture ,hence the question
of what was high and what was low and which was dominant
and which was subordinate. Under such circumstances, the
“exchange” was not bilateral and equal,and world culture
was not taken as a frame of reference but as an example to
follow. The spreading of such ideas resulted in a heavy burden
on our backs. We must get rid of it and get rid of it under
guidance. For such ideas meant we did not have to to express
ourselves independently, but we should imitate others in
terms of artistic creation. At that time the slogan took on a
colour of utilitarianism. And the colour was too fast to fade.
One felt it difficult to communicate with others as if there
were an invisible wall which prevented him from seeing far.
We might not be aware of the fact that it was we who were
squatting on the non-existent steps of the wall. But the wall
was actually something built up by ourselves.

Long Distance,Short Distance

The New Wave art of 1985 has been described in numer-

ous times. These overlapping lines have obscured its features.

Nevertheless , the examination of this specific cultural period

has enabled us to feel its existence by adjusting the distance
of time. On the basis of this,we can locate its place and can
make our recognition of it more concrete.

The New Wave art of 1985 is a sign post in time and
space. As a terminal of artistic creation, its existence leaves
an obvious sign. What we are to take up and what our succes-
sors are to take up is still something that will go on continu-
ously, that is,the task of criticising , reconstructing ,question-
ing and abandoning. The New Wave art of 1985 has con-
tributed much in enlivening the atmosphere. But it would be
more accurate to say that it has occupied a vast space. It can
be compared to a mass of vapour,thin but expanding. We are
surrounded by it and can hardly resist its influence. We are
going to take up the task of creating and criticising and at the
same time we are going to shoulder the task of destroying.
Since the appearance of the New Wave art in 1985, we have
become more conscientious in doing so.

Works of the New Wave art are not something to be
placed in a glass case. Art is life , something constantly mov-
ing. Although with the passage of time it will lose some of its
brightness ,yet in examining and reexamining the New Wave
art ,something will come out after fits of heat and cold to re-
mind us that we must remember ,not forget the inevitable fate
of art.

It Will Remain Forever?

When we entertain great hope,we at the same time feel
that it is accompanied by doubt,so we often have capacity for
silence. After the sweeping of the New Wave art of 1985,o0ur
realization of doubt is our key to a new awakening. Our desire
for artistic creation and our rebellious spirit are fraught with
doubt. Our best works of art will be created at the height of
doubt. If it was difficult to open the page of 1985, it will be
even more difficult to open other pages. Without skepticism,
we can never hope to see the image of future.

We have to admit that in reviewing things of the past
few years in retrospect we have realized that everything is
changing. What we find difficult to handle is nothing but the
real existence of ourselves. Fortunately we are skeptical about
everything.

We might have misunderstood history but history has
not misunderstood us.

Translated by Zhang Xilin
Edited by Zhang Ziging
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Post-’ 89 Period. Is It Made In China?

Nan Sha

The year 1989 witnessed the course of the development
of Chinese modern art making a sudden turn. This is not only
because the holding of Chinese Modern Art Exhibition be-
came the symbol of conclusion,causing the “85 New Wave
Art ”to enter into a boisterous “Last Supper”after a certain
period of development;but also because the fluctuations and
changes in the situation of that year greatly affected the value
judgement of the artists. The objective reality after 1989 also
helped to suppress the “avant garde consciousness” which
had been inflating uncontrollably, or rather, which had been
becoming more and more artificial. Coincidentally ,simultane-
ous with the loss of its stage,modern Chinese art was faced
with the time for self-reorientation. If one listened to the
artists talking among themselves,one could easily find out
that many of them were already sick and tired of the oft- seen
dull theorizing and playing of tricks characteristic of New
Wave Art. It is high time to bid farewell to this era of pas-
sions.

Some avant garde artists who had been much in the lime-
light left the country and joined the artists in the West and
their “silent language”. Instead of following and benefiting a-
cademically from the movements of their colleagues, the
artists who stayed at home were more practical, concerning
themselves with what they themselves were doing. Working
at their respective posts,they were quietly readjusting their
viewpoints. But those who were called “Cainozoic Painters”
confidently stepped onto the position of artistic dominance.
Modern Chinese art and artists,still submerged and panting
hard ,did not find a definite direction,but after a short period
of blank, they have finally succeeded in showing a sort of
clue, foretelling the possible trend of development in the fu-
ture. Such art exhibitions as the itinerant Exhibition of Xisan-
huan Art Literature And Reference Materials , Exhibition of
Cainozoic Art in Beijing,and Garage 91 Exhibition in Shang-
hai represent a new look that appears under the guidance of
synthesized abilities. Post-"89 art ,a topic which art historians
like to study,seems to have acquired a sort of a “cultural as-
pect”.

Interesting to say,in the initial couple of years when
modern art was at the lowest ebb,New Scholars Drawing was
pushed to the peak.In a very big way,it spread both to the
north and the south,aptly corroborating the attitude of resig-
nation and detachment prevalent during those days. It seems
that this stance which is contrary to the general spirit of mod-
ern art can not simplistically be attributed to the law of sub-
stitution sone declining and the other growing. Judging by the
feelings and sentiments of the society as a whole,an upsurge

unprecedented since the beginning of the New Period has ap-

peared after 1989 in the ideological trend,which is almost na-
tionalistic in character. The seeking of cultural identity, in
particular,is reflected both in the revival of traditional ideas
and the search for the footprints of Mao Zedong Age. Such
complicated feelings on the part of the art world as a whole
have their deep-going origins. At least one might come to this
conclusion ;when the whole-sale westernization theory for the
choice of ideology collapsed of itself in the face of reality,peo-
ple eagerly pin their hopes elsewhere for spiritual support.

As an indication of solidarity,all artists without excep-
tion ask themselves:Can the source of China’s culture and re-
ality be taken as the basis of the system of China’s “modern
art”? The past practice of merely demonstrating the style of
the visual arts of the West,though an inevitable step,seems
to be trivial against the present background. And,big empty
idealistic talk can not replace the laws inherent in art. At the
same time,it is at variance with the actual feelings one gets
from real life. On the other hand, the chauvinistic supercil-
iousness of Western culture has left the artists quite at a loss
as to what is the real “home” of art itself? Does what is called
internationalized language exist? If it does,does it exact the
price of the sacrifice of one’s freedom to express himself and
his native cultural experiences?

The establishment of their own criteria has justifiably
become their theoretical outcry. In fact,while engaged in cre-
ation ,they have infused into their artistic speculations an al-
ready clearly-defined “culture of homeland”complex. What is
important is the situation of the times one lives in,no matter
whether it relates to the individual or the community. One
artist puts it well when he says in his notes,“The problem of
‘mother tongue’ and ‘motherland’ affects the integratedness
of our individuality and national character as a whole and the
close ties between individual work and the national character
as a whole. Such ties determine the basic realistic spirit gov-
erning our present experiences. How can we think in 2 more
lively way? How can we base our survival on more powerful
sources?”(Soon Haidong : Notes For Discussion)

“Made In China?” A new hope?

The easiest and most practicable way of doing is to give
modern art a little bit of native or national coloring. This re-
minds us of the fairly prevalent practice:make use of those
signs still fresh in the people’s memory of the social or politi-
cal scenes in the past historical periods,including the Cultural
Revolution, to realize the peculiar imprints in culture--the
protraying of leaders,the characterization in model plays,the
editing of slogans and mastheads,etc. They have been fitted
into scenes of a great variety. Such pop practices, which are

purely Chinese in character,pn the surface might easily be-



come the tie between China and other countries,and between
laymen and artists. Westerners can see “modern” images full
of Chinese flavor which they are glad to see while the public
will be restored their nostalgic feelings,if they do have the
opportunity to see them. This might be called “looking for
roots” in a different sense,or “gradually falling in step”with
the attitude of tolerance to accept all traditional forms of con-
temporary culture. Even those who experimented with
schematic rationalism during the 1985 New Wave stepped
over to the side of “political pop”. They started to cautiously
and even impatiently prove the “ Chinese-style con-
sciousness. ”

What is narrated here is not at all meant for eulogizing,
nor for bantering. For most artists, it is meant to most seri-
ously present what has long been shelved for contemporary e-
valuation. However, judging from a certain perspective these
signs and im;iges which acquired or are acquiring wide-spread
popularity are merely a kind of pretext,and a means to an
end ,because most artists have not yet got the time to think it
out clearly: what on earth are we trying to get from them?
They would rather adopt an ambiguous attitude than make
too detailed theoretical expositidns. This forms a sharp con-
trast to the situation before 1989 in which one theory cropped
up after another. The problem is :art becoming “pop”in con-
tent does reflect the cultural needs and “native colorfng” of
the times. But should we stop at that?If the achieving of indi-
viduality is the “impression”with its corresponding artistic
form as its inseparable factor,then,this individuality,or this
peculiar impression,should avoid drowning itself in smug talk
about content. If an‘z}.l;t\i.swt depends on theme as the only sup-
port and refuses to devote his gﬁfgfts to the use of specific
language, he can hardly elevate art itself to a new level. To
put it more simply, what to draw is one thing and how to
draw it is another. We may have every reason to take secret
pride in our keen awareness of cultural infiltration, but this
should not become a pretext for the poverty of vision and the
ambiguity in expression. In fact,not all artists are in the state
of darkness. Some of them have step by step and in the course
of their work cultivated effective ways of their own. If they
keep up,when a language of their own is distilled from pop,
there may appear the most fantastic art.

In early ’90s,there has appeared in the field of paintings
a more striking artistic phenomenon, which threatens to turn
into an open retrogressive force,retrogressive as opposed also
to the ’85 New Wave Art. This is the New Realistic painting
style, over which opinions differ widely. The difference of
opinions lies merely in how to define such a label. But as to

the discovering and understanding of its implications,there is

soon a consensus of opinions. People had been waiting to see
what new things Post-"89 Art could produce. The works of
art presented by New Realists could undoubtedly be called
the most distinctive one during this period of time. People had
got used to regarding pre-89 years as yesterday ; the appear-
ance of New Realism in the course of retrogression gave these
realists the basic conditions for the creation of a new situa-
tion,although the major proponents of this school also took
part in Modern Art Exhibition. But judging by the situation
then,what they did then proved that they moved outside the
inner circles.

Striking differences exist in the following fields. First of
all,New Realists do not use the usual media generally regard-
ed as characterising avant garde:installations, physical mate-
rials and even action performance. They pick up again those
traditionally used painting methods and materials: oil paint,
canvas ,burin ,drawing board ,etc. They return to the studio,a
most “conservative” way of working. Besides, they are good
at drawing concrete things. This is not the result of pre-ar-
ranged discussions. In fact,they are not interested in cultivat-
ing the collective spirit or consciousness. Although their
methods of portraying reality differ: free, photographic, ex-
pressive, yet undeniably what the fine arts institutes taught
their students were equally brought to full play. As a result,
the natural continuation of the techniques of creating can be
seen. Therefore,as compared with avant garde artists, New
Realists are more confident,and enjoy more advantages. “We
must turn out real stuff,”they like to say. For in a clearly-de-
fined field, there are definite criteria for good or bad tech-
niques. The New Wave artists in the late eighties advocated
“a purified language”,a slogan which,unexpectedly, happens
to be the revival of the basic point of the orthodox principles
governing Chinese art. This refers to form and style only,and
in other fields,it is definitely not orthodox and is entirely dif-
ferent from the realistic tradition in the past.

This has to do witH the problem of what we call
“concept”. Although also possessed of the consciousness of
the “native culture”,New Realist painters are willing to ad-
mit their mediocrity in their methods of expression. Never
boasting that they are the spokespersons of the public and
their experiences,they willingly admit they paint what they
can see. Rather than regard the use of fantastic language as
their aim, they choose to quietly display their potentialities
and adopt a low profile. Maybe these young “cenozaic” artists
have openly discarded the idealistic sense of mission and du-
ty.-To be more precise,they are perhaps trying to illustrate in
a different way their experiences, knowledge and moral val-

ues. In their opinion.“the so-called ‘sense of the era’ exists
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only in now and in practical life,i.e. ,in what surrounds us.”
“The arrogance and sense of inferiority” in New Wave art
“should be eliminated”,because “the former is a vain attempt
to shut one’s eyes to the historical and economical realities
and march to the so-called future,while the latter is the fail-
ure to see the hopes buried in real life. ”In art ,“there does not
exist a2 ‘modern’ which rises above reality, because ‘now’
means ‘modern’. ”(Wang Huaxiang)

In fact,such a statement is an obvious pretext for the
state of backwardness in the idiom used by New Realists.
From the angle of the historical development of art,the justi-
fiableness of the existence of something sometimes does not
mean the existence is justifiable from the point of view of cul-
tural progress,and cultural situation should not be confused
with social development. When we are defining the term
“modern” used by New Realists in the field of art itself,the
compromise over the use of language is obvious. But from the
point of view of reviewing the past,to take a step forward is
only expected. As a possible breakthrough point of China’s
“pative” modern art,the return to the practice already adopt-
ed might very well be a practical way out.

In harmony with the method of objective portraying,
New Realists also provide an equally direct visual angle in the
infusion of ideas. Most painters use their experiences in their
own life as the basis for the revelation of secrets,and their
objects of portrayal are no more than the persons and the sur-
roundings they are familiar with. The situation of their sur-
vival (of course it might be extended to mean survival in a
broad sense)is fully respected and perfected by art itself that
it might seem to be the combination of narcissism and self-
imprisonment. Here is hidden a very important purpose,i. e. »
by so doing, artists may comment on life in any way they
choose to, because everybody is entitled to freely enjoying
self-evaluation ,so long as they have enough experience and e-
nough courage. They can do as Liu Xiaodong has done: “I
have planted the ‘content’ in my heart directly into their
midst. Reality looks like one thing;after our regrouping of it,
it becomes another. There arises its difference from tradition-
al realism. ” (Liu Xiaodong: Respect Reality) Therefore, the
so-called “close-range observation” includes such subjective
aims. They are even willing to throw aside their dignity to be
used as a target of bantering. Whether they are portraying
themselves from the mirror or drawing a picture of their
friends and relatives ,they not only show no interest in beauti-
fying ; sometimes they even engage in ill-intentioned exaggera-
tion. Their works seem to be full of black humor. Evidently it
represents the reality and life refracted through their soul.

Maybe they are really the most unorthodox persons in the

camp of realistic art.

New Realists might be counted as a group of decent peo-
ple. At the same time,they are all a bit crafty. In no respect
do they give anyone a handle,because New Realism includes
the two poles of things ;there are ideas ,but they are concealed
or semi-concealed in the images; the artists are for cultural
criticism, but they adopt an evasive attitude; the language
they use is orthodox,and yet evidently very much revised;
they respect personal experiences ,but they don’t give up their
own identification with society ;even their purely artistic ex-
plorations turn out to be quick commercial successes. The im-
partial synthesization of all these represent a middle-of-the-
road force. It goes without saying that such prudent tactics
for change are extensively welcomed by the post-’89 art field.
Therefore,if New Realism could be said to be a widely-ac-
knowledged phenomenon,it would be more convincing if one
attributes it to the choice of the art world ,rather than that of
the painters. A group of artists with the right qualifications
and even with peculiar temperament appeared and undoubted-
ly spread their influence far and wide for a certain period of
time. But with the negative factor posed by their language of
expression they can never meet the needs of modern art,nor
from a long term point of view can they avoid being overtaken
by new trends.

Another phenomenon has been quietly growing in the
painting world since 1989. Not so eye-catching as New Real-
ism, it evidently is “abstract art” keeping abreast with the
former though different in its views on art. This phenomenon
prevails throughout the country. In fact, since the develop-
ment of New Wave fine arts and even earlier ,scattered groups
of abstract art in the painting world have never stopped
speaking out. Theirs are low whisperings , peculiar in content
and function ,which are apt to be drowned by the loud shouts
of the New Wave art. However ,starting from the ’90s,it has
become the conscious behavior of painters to re-examine ab-
stract art. The re-creation of signs and styles,the use of tan-
gible materials and the slight adaptation of visible im-
ages. . . ---these form mono- or poly-abstract art.

In fact, abstract art also embodies the elasticity of the
middle road,even in a broader sense. First of all,the study of
the form only weakens the attitude of humanism. If the orien-
tation requirement of culture still exists,it does in a relatively
hidden state. Such being the case ,if the artist wants t0,he can
easily resist the pressure exerted on him by ideology;but at
the same time he runs the risks of giving up the practice of di-
rect interpretation on the periphery of art--the use of ambigu-
ous forms,and even the use of ideographic signs for the pur-

pose of decoration. Secondly,abstract art itself is an eternal



