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Preface
by Leng Lin

In recent years Chinese art has begun to establish a style of its own and is now able to express itself with confidence . This can been seen from
two aspects: First, the zeal to imitate and follow Western modernism in the 1980s has become an impulse to find its own values in the 1990s;
second, the concept of West no longer possesses a coloring of Utopia in China — — it has become a partner for competition and cooperation in a
commanity . Although many centers are not in China, the present China is more practically aware in understanding her need and how to meet the
need. The promotion of a market economy in China beginning in the early 1990s has made the issue of need and to be needed realistic for Chinese
art. At the same time, because of the reasons mentioned above, Chinese art has become more pluralistic. That all should take the basic situation
of reality as the starting point is the fundamental prerequisite of Chinese artistic creation in the 1990s. This prerequisite has provided Chinese art a
broad space unknown over one hundred years. Before that Chinese art had been struggling for this space, unable to refrain from imitation in order
to achieve this goal.

After the end of the cold war between the West and East capital has been globalized with economy as the lever. A new global space has
opened up to us without any obstruction. We were at a loss in front of such a space as if we were suddenly offered with an extravagant banquet
when we were hungry and we did not know what to do with so much food. This open space produced a high pressure on us. There were no
mysteries or excitement for us in the selection and exploration because we were already in it. The globalization has converted the vertical movement
of the history of regional culture into a horizontal communication in space. The desire for the alien idelogy of more advanced culture in the past has
changed into a self — consciousness. To discover the values of our own and to confirm our identity has become the foundation of self — indepen-
dence and the most fundamental task to push our culture forward. The history of regional culture is no longer the logical advancing point of the
regional culture itself, but has become an area for regional culture to select. The vertical, upward development has become horizontal, downward
utilization. We have stepped in — — we may also say that we have been drawn ruthless into or we have luckily forced our way into a period of post —
modernist era. This is an inexplicable era in which **What' ' is creating us rather than we are creating ' *What ' . What we can do is to adapt
ourselves to it, to change or not to change for the sake of our need. We consciously live in the globalizing era and have realized that we are an
integral part of this era accelerating in speed. This post - modernist era has enabled us to understand the importance of the diversity of our culture
in the world. Therefore we must understand better the diversity of other cultures.

Chinese art has met another opportunity to become the art of **China” " in the 1990s. Chinese artists have stopped unconsciously paying
homage to Western art which they had admired for too long and begun to treat Western art as a historical and modern cultural source. Imitation has
become borrowing. They clearly understand who is the main body during such borrowing. Chinese art began a movement of self — realization in the
1990s . In the early 1990s the movement was mainly displayed in the realistic description of artists” s personal life, such as those of the **New
Generation' * and * ' Cynicism' ' schools. The relationship between artists themselves and society was the theme of expression, reflecting a strong
will of individualization. As regard the forms of expression, these two schools belong to realism. They depict personal experiences with an indifferent
and ironical — mocking attitude, expressing a kind of self — confidence in a style regarded as outmoded by the present mind. Chinese artists are
trying to establish a starting point of their own and have gradually realized that only with such a starting point can they hold the initiative in their own
hands. At the same time, they want to find a realistic base for this starting point.

Since the mid — 1990s Chinese art has diversified into various types to keep abreast of the ever — changing reality . Except oil painting. other
artistic forms such as mixed media art, action art and photography began to appear formally and extend their influence more and more. Before that
these artistic forms had been exploring and experimenting in the material aspects on a fragmentary basis and had not established organic relations
with the time. What has happened today is beyond people” s imagination. The outstanding feeling of Chinese artists is that their art will no longer
create history but feel with a perceptual sense to be created by history . They constantly adjust themselves in a flexible way in order to deal with
various new problems. The problems include the one concerning the first world and the third world: the one about the difference between civiliza-
tions, the one about dentity, the one about socialism and capitalism, the one about artistic expression and personal as well as national existence,
and the one about whether information and culture have boundary or not. All these problems appeared explicitly in the 1990s and all are closely
related to individuals in China. We can clearly see that the art of this period is filled with large quantities of personal images of artists. They long for
the period they have personally experienced and want to avoid making judgement of social values by direct participation: they want to replace
thinking with action, striving to present fresh and active things to the public. Chinese art in this period declared loudly its existence with enthusiasm.

The development and flow of global capital has constantly reinforced utilitarianism in the relationship between various countries and civilization
regions. Under such circumstances self — need and self - realization of various countries and regions have been reflected with instinct. The single
goal China had pursued in the 1980s was abandoned in the 1990s because of the need for self — realization . But at the same time we have obtained
a main — body consciousness for self need, which enabled us to link up all the external things. It is because the main — body consciousness has
been established on the basis of utilitarianism — — need and to be needed — — the art of this period is of a strategic nature and easy to change.
However the changes are not losing expressions of oneself; they will be the best proof of the self — establishment. These changes will be like a
mirror of dream to organize and serialize history (ours/ theirs) , reality (ours’ theirs). and future (without a confirmed direction) according to
practical need.

The 1990s has been a period without unified styles but a period to shape the need of Chinese art for itself and the maturing period of Chinese
art. If we want to epitomize this period the best phrase will be* *Dream of China’ '



MERFHXHXRE

Big—

BEREEA, AT ERERERRBEXNAENE. F—MERFEEDER, TABINSE SRS R Ba e
HEENEATE. EEANZTAHU. S TARMAHET, PEYREACERY SHEE LN T EAEE0ER, T
BEMEZTEAZNRFA AR PELUNREHRE—RY, E—AEESSFEEATE T4 S AEE— B IIRAS
HHERFE, LA S P ERBRIIM NME", EMABEL T FELRERIE AR ES A R E e m A
B, A—HE, PEXHARThEE T EARME AR ZTIBE R HE K £S5,

PESKRZRAERE—TRIACR BN RS S THEE o, EEMRS TS EZSEE, MEth SR 2, LS
IR E X IERMRAMAREEARMEENESR, RAEAEMHSERHBONES TR, £EST RS
AR T AL EAR MR EME R EREEIBFERTE AN —FRAGEARAIRIERTS , BT TS aHE, B
BHEBIFUANAORH SR MAKOTUERBL T 18 EMIER , EHIMIEAEL T AT, 1F 7RIS
h3RTAMNEBHITE. EFATFERNRERNEE . THER, AL hBESER MBS ERR AT, AR T
ERERIBAELS, TR, MRBHRF I EEMINEI TS OAE, hiRBEET AT SURFE 1S
HIRUEERIFIER

ER—EZARNDETERERNEROIEN M, EFEABRIENLBES MRS, EPEASZ A I
BRI RETR T T HESRABIERE DTS BN, fIASBE AN RENEEHE, Bl ERiAL FHN2RiE AR+
HIZEARTARR 29, KB T Z AR AMETAE ERH AR, X EMIT R TN L Ra4E, HEE— S5 E
BB LA CTREAYAE S ARG RN TABNEM, it F2NTIEE AR, TS EBEM T EEN T R, 2k
THEAPRBAR S WE FEHES IR FIESENNER, tiTREERFOEE LR ANAETE, WNSFE.Li3,
EAIRERES EER N EMIIEE X —BRENRR. HE TR BRT2EEH. EBE 501, TN H &R —
V), ETRAMETE EABEMA NN, B HIETEH S AL EAANENE, A RENEAE L —IEIEL A TS,
ERMEE, XERERNERSCTEEFERNIHEEBRANENEES NS, TERATEARTERE
FRIRAIRSAR, RZAREG I S H S E—BRENFE SBRAENN AR ENE LS B S0 ARG, 8
B FEAEFIER 1,

ARSI T SN R EN S A ANEYREE. E 45 TRET SRR ERH RIS ITE , BHT
LEZIFRNLUEAMZNIE; 2R, AN EERBREERR I EANABERLTRERE, BANTEB 2L AR
TRl PR ERRRARIRR. X2, ZATNIMEH B RMEBASHERNER, BRBE THEERMIEDT, SR
TREEREEXFHADESNEE, MNETEECAYBENIERSHEECR, SRE2BETIERBERA
FASE BRI ERERNREL— K, RRFERNEMEINES 20U R LIY, B FE oS 2w
&, RMAMIEEREFEENENER SEZAHR. WREFEATEZBIBEARRITHIESEFH, BBLEMENES H
FRTEARNOMENEEMESN NN FEREABAXMERNEEEE, BARTEEE Y, ECESBEES 0L
FRBRANEARNEZAFRIEN, R TR TERE R R AR EROENAEHER. Bt SRR ESE
AAEBOA, ERDERM T —EAKABRBAET . Mb(IEFREMBIAT ERAR TSR LHENEE, Z4%
EAD R E AL A ENARIRSERBR, Wit 2T SRR SHAT R AN EH R B , X A S 1S Sk LB

R R TRMAI R ERNATERFEHOER, ERLEATERRERS SR ETFSHY A SHER
METRS, ERZSFETFIERBEFRE, BT WY THSRENY, ERIA—ME RTINS, 5T+
s, 108 T EHMRANBEER, EEEF—MENOIFH G, BETHDEANEDEE, S USRS, e T
ERFAURPPTSHISUE, F R FRT T AE 14

E- TN ZTHRIEEHRE, YREACTHTH, © LA EB T AR S R LA FHRS TS H 1518
BTECHIZEAREIN .



Focus on the Present Culture
by Feng Boyi

The 1990s has been a period of special status: unified discourse of art has been dissolving and the absolute power of the main — stream
ideological discourse has been totally eliminated . As art is diversifying and developing on a basis of pluralism. the modern discourse of art in China
has undergone through a transformation in a very broad sense. This phenomenon of pluralistic forms is closely related to the fission of the Chinese
culture. On one hand. under such a situation, art in China cannot exist by depending merely on one form of ideology : reality itself refuses to carry
on this kind of * “values' . Therefore segregation has become the basic stand of modern art and as well as artists in China for self - exile. On the
other hand. the fission of Chinese culture has stimulated art and artists to look for new ways of existence during cultural crises.

The modern art in China today is experiencing an unprecedented period oftransformation of cultural and multiple choices. The old situation will
not go away immediately while a new situation has taken shape . The so — called principle of realistic creation is still looked up to as the standard by
some artists it has remained an append age and tool of certain group forces. Lashed and tempted by the waves of money worship some artists
have given up their inflexible pursuit and returned to the studio and history . trapped in purely technical operation. They want to escape from reality
and keep away from present time, indulging themselves in fantasy and meditation trying to find the Utopia for their souls. But the changes of the
real world have long overpassed their fabrication and imagination. Confronted with the estranged reality these artists ~ seemingly omnipotent skills of
expression have aroused universal doubt. The installation and action painting styles that sprang up in the 1990s were also an attempt to look for a
solution with Western standards. The avant — garde art. though flaunting rebellious traditions and taking an attitude of suspecting all. did not cast
away utilitarianist elements and had no doubt in the Western standards . They did not take a stand of criticism or keep a distance from power dis-
course prevailing in modern Western society . There are some artists whose overall leaning is to devote themselves to artistic creation. They adhere
to the belief of synchronous advance of artistic spirit and painting language, and have displayed their power of understanding and creativity . Most of
them, with a higher education. are more concerned with the questions of **What is art’ "and * ‘What is life’ . This enables them to be free from
the confinement of reality and tomake up a possible life based on more intrinsic quality. They can thus depict and explain the present life and present
life closer to its essence. They do not exert themselves to pursue details and realness. It is because they take an attitude of equality with the be-
holder their works are more entertaining and lovely. What these artists strive to is to master the internal changes of art at a higher plane. As far the
makings are concerned , their works are in the direct line of descent like the realist art in its true sense. Their satirization and flirting are not frivolous
or of the hippie type , nor cynicism without principle or complaints of those whose political ambitions have been thwarted . They expose ruthlessly the
worthlessness of the actual social history . drawing a picture with sad or happy strokes that make people feel awkward and depressed. The posture
of creation presented here is no more a objective description with frigid feelings in the New Generation Era; it is a narration of the artist of hisex-
perience for self salvation. a piece of art combining truth and fabrication of the artist's personal life with subjective imagination. It is of a realistic,
subjective and personal nature.

The realistic nature means that the contents and subjects described are things or events that are real. First of all it shows the suspicion of the
artist about the traditional suppositional mould. The present reality is far from the reality we had epitomized. Secondly, the realistic nature reflects
the artist s attention or deviated leaning to the traditional mould of experience. because experience from real life is the most direct and timely source
of artists' creation. The conscious and effective observation and practice of the artist on real life transcend the established creative patterns of the
artist and dissolve the formulation of model images carved out of traditional realistic concepts. They lay particular emphasis on the mastery of human
groups as a whole in real life at different levels. The personal nature is (o stress on the depiction of the growing process of the artist. But it does not
mean to focus on this single point. This is to say the form and the language of expression are presented through **1"". **1" " is the artist himself
as well as the subject being described. Doubtless to say this open nature will enrich the personal nature and enforce the effect of art and reality . If
we say the personal nature is to stress on experience of the artist. the subjective nature is to show the subjective feelings and initiative interference
of the artist. The pursuit to the retumn to real life by the New Generation Era artists is of great importance. But their expression principle to reduce
existence to a state of rigidity and to make light of the values of artists cannot butweaken the dynamic role ofthe artist as the main body of ex-
pression. As a resultmany of their works are only icy mirrors of high qualityreflecting a mood of helplessness and silent submission toward the
depressing and trifling life They have not re — established and made a pointto fulfill the promise ofartists toward social andhistoric values, nor
they have reconfirmed the point that artists should observeand reexamine social changes with a positive attitude. This may be the final goalof their
pursuit

This stand toward culture is what the art of the middle and late 1990s has taken Art displays the situation of existence and sentiments brought
about by the economic and cultural changes in Chinese society. Events that have passed or to take place are shown through present situation.
Artistic display features a natural flow in defiance of careful designing and construction, breaking the fable mould of theme description. It also is a
fairy tale of exploration that ignores the intention to create something new and transcends the avant guarde art. It has stepped out the predicament
of form imitation . assimilates in the artist s understanding of the present situation and provides new possibilities for creation.  In an open world of
pluralistic information, modern art has no tides to chase. Its only chance is to tap its artistic strength of expression in a situation where intrinsic

traditions prevail and outside culture and reality co — exist.
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R XHBAE Sun Liang The Tattooed Moon
1997 = 1997
= b E

1 EiHE oil on canvas
80 »x 100crm 314 x 39" /4in

PROGEEFREZRR , hBLRA, AER, — 7 BT BT, BATI AR LR,
A—HE, EEE, HEERENERFERAENR, §UT T ABMFIR, AHEE R DS EmmA LD, & T
BRBEEAHN, T A ARZNB I hZE , UV SH B R BEF TR RN GH, ETREAY S
BIEMABAIEENSTE, BESER—EMZ  AABOZ B,

Sun Liang" s paintings become more and more attractive and profound. He has also distanced himself farther from
the flashy material world and gone deeper into the depth of his soul. He imbues in his works with a lot of knowledge and
refined interest which even embrace such topics as fairy tales and entomology. The contents of his works are multi — di-
mensional and complex. They may not contain great significance — — merely a reflection in drawings the artist's changing
sentiments. Beauty and abstruseness are combined to arouse in the beholder wild fantasy .
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X = ERAERREH Ai An  Salute Franzisca
1997 &£ 1997

KRIREF yolk . mixed color on board
50 x 60cm 192/, x 23° 4in

NRRVBINERFERLESTEFIN, X B G LREBRAZ AR — EL AL BLR
UEFRAFS RN EERE, IMERABRENRALASEE AR ETER, hEAY
Bo (EFHABMRET) TR FSEXRELTRENN— MELRIN MR B, XHEREELER
BITERISREE SRR, BRI FAR MBI E @ BRI RIT A R ZBEERAISEREF I
RERZ A EmRESHREE), BRAESS THRNEE A REREERNENRA,

Ai An is one of a few who have remained to practice traditional techniquesls and rules of painting and
is one of the artists of humour.He uses the old skills to mix colors with egg yolk to paint on board. The
tempera has a longer history than oil painting. The painting Salute Franzisca. done after a successful ex-
hibition Ai' An held in Beijing, shows some new changes in the artist' s creation. That is the artist has
shifted his attention to personal experience to the cultural significance of personal experience. His works of
today contain a deeper meaning in the simple, tranquil picture .
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winE BFRABIR Shen Xiaotong  Diary of Temptation
1997 & 1997

B LBE oil on canvas

80 x 100cm 31"/ x 39° /gin

E—HH BB AEENTASRNEE I EETENEEERT, WIPAERE—MERE IR
HAEETEY ESIIEE. XHERRARSDRRIBERE—E, KANRE FROE KRN,
— R AT, TRLNAMNELSED S LHENENN, REBRZE—LNBALEREITRN
T4 B E X B—FA ERORE, FR " 4B ESIL " MARIERAMIEE T X,

Shen Xiaotong is one of the young painters who depict scenes and sentiments of ordinary life. His works
seem to be asking, “How can one continue to live an ordinary life?" This painting of his is a casual glimpse of
a scene very common around all of us. The pale coloring, soft eye sight and silent people present a peaceful
and insipid scene. But when the beholder meets the eyes of the young girl in the picture he will feel help-
lessness but at the same time a yearning for another kind of life. It is the hope to live in another place that
lures people to go on living.
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® & RHEE Zhao Qin Tourist Map
1996 & 1996

n mE oil on canvas

133 % 114em 523 % x 447 4in

FIFBN 2R (SHEE) BIE—MRNIBAATTA T X TERAMARNEXER, EFHER
XEELZHLE, RNEHAIARBREENEE , 46 HE, BREX.

We may say the painting Touist Map is an ironic mockery or expression of the relationship between
tradition and modern time . Such comments may be not necessary at all. What we should do is to look at

the painting, to think and to smile occasionally .



