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We are living in parallel with our memories. The cityscape around us is nothing but memento
that accompanies us through our lives. A world-view, then, is more than just a simple idea, as
it functions like an anchor that keeps us in place in the world. But only when it breaks loose,
when all the things we’ve been taking for granted begin to sway, we recognize how important
that anchor is. Such are the circumstances into which artists deliberately drop their own

anchors.

Zhang Xiaogang possesses an anchor that helps him overcome his family’s and his own mental
collapse due to the radical transformations of the Chinese political community. His anchor is
“family reminiscences”, and expressed in the form of painted portraits of seemingly greater
transparency compared to photographs. The thin red threads Zhang inserts in his pictures
symbolize blood and the relationships through it, and hint at the transparent backgrounds’
profound darkness. The anchor Zhang Xiaogang acquired himself enables him to grasp at once
a clear line of vision and the deep darkness that lurks in the back. In opposition to his previous
paintings that looked as if he’d been focusing with a precise lens, Zhang’s recent works show
blurred, painted landscapes, and texts written on top of blurry photographs of what looks
like TV news programs. But nonetheless, even though the form of presentation has changed,
Zhang’s observing eye seems again to be desperately focusing on the world underneath. The
inscriptions on the photographs seems struggle to anchor the images and the stories behind

them through his own act of writing.

Life in this present world certainly requires, as Zhang Xiaogang indicates in his works,
continuous and unremitting “anchoring, focusing, and écriture’”. Here is another important
paradox: As soon as the anchor is dropped, it turns into a bond. But it has to be dropped, in

order to stay alive.

Yusaku Imamura
Director, Tokyo Wonder Site

Counselor on Special Issues to the Governor, Tokyo Metropolitan Government
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Zhang Xiaogang

Generally speaking, T am used to observing
and experiencing the realities of our place
and our history with some “distance”. In
this space formed of distance, I feel that
the imagination of art has come to have
its own places of sojourn. To say this is not
to say I try to be a cynical globetrotter.
Perhaps this is entirely the construction of
my own personality and temperament. I
often subconsciously want to stand behind
reality, to experience that which is hidden
below this reality, those things we call
“mysterious”. For example, when people
are engaged in deep thought, this is to me
a most charming moment. Perhaps this
means that I cannot become a “cultural”
artist attuned to serious social questions,
nor a “'scientific’” formalist. I can never talk
of art as an object without connection to
life or existence. I believe in intuition over
conceptual explanation; I depend on raw
lived experience over borrowed insight; I

emphasize emotion and admire the light of

rationality. These things are always useful
in their individual creative states, pushing
forth their own centers of interest and
aesthetic consciousness. In this way, my
artistic sensibility seems always to flow out

of a kind of “reading of the inner heart”.

A Chinese artist often feels that he needs to
“talk” too much. Too many contradictions
and doubts have formed our current complex
psyche of that which is “hard to express
in words”. For example, the concept of
“collectivism” has ingrained itself deeply
into our consciousness, forming emotions
that are impossible to shake off. These
numerous things given to us by history and
reality might become an artist’s riches,
or they might become a spiritual burden,
turning our works into tedious chatter in
which words don’t express the meaning, or
often “wishing to speak and then stopping”’.
giving people a certain kind of inexplicable
ambiguity. One chance encounter: I read
in a book once a few words by British
experimental artist Eduardo Paul Klee,
which were very influential for me: “a
person can very easily have the right idea,
but choose the wrong means to express it.
Or he can have the right means, but lack a
clear idea.” It sounds strange, this is a very
ordinary train of thought, but it made me

reconsider the rich resources of my own past.

Facing the situation today whereby all

sorts of style have already been done to
saturation, “‘choice” becomes even more
important, as choice in itself comes to
manifest a certain personal feeling about art.
After China’s rapid initiation into Western
modernism, where is the true meaning of
art today? The standardization of public
trends and private personal experience
balance each other out, and depend on each
other. This ambiguous relationship often
makes an artist unknowingly fall into a sort
of awkwardness. Should he participate?
Should he close himself off? Or should he
use a praxis of fusion, trying to reach some
mysterious standard? None of these options
will allow him to relax. In my opinion, if art
is still to have meaning today, it should be
built on a foundation of “‘close connection”
to our current reality. In the long term,
art can only be enchanting to people in
the manner of a vintage wine, and cannot
give people stimulus and satisfaction in the
short term like a catalyst. A work, or rather
an artist’s sensibility about art, cannot
bear too much philosophical substance or
sociological meaning. A work can only help
people to think about the “deep questions”
of history, culture, reality that they are
facing in their own individual way. A work
can provide information that resonates
with the viewer, and only this. What 1
can do, besides having to make clear my
own role, is to continue to exhibit my own

“introverted imaginary” artistic keynotes.

I can cut from this extremely individual
perspective into society and culture,
concretely expressing the corners of life
that I feel and know, and I cannot sway
back and forth among the “transcendent
themes” of the vague artistic forms and
cultural concepts of “abstraction”, far

removed from any sense of time and space.

The major elements in my recent works,
besides the complex thoughts given to us
by history and reality, came directly from
private collections of old family photos,
and from the charcoal drawings one sees
on the street throughout China. I have no
way of saying whether these old photos
that have undergone spiritual polishing
open a road into the deep recesses of the
soul, but they seem to throng my mind with
thoughts, and 1 become unwilling to let them
go. Perhaps precisely because in these times
such old photos do more than fulfill people’s
nostalgic yearnings, or perhaps in their visual
language that is pure and direct, yet full of
illusion, they justify my loathing for enigmatic
formalism and exaggerative romanticism.
At the same time, old photos and charcoal
are a pictorial language, embodying things
with which T am very familiar and for which
I can no longer even spare a glance, among
them the traditional and particular aesthetic
preferences of the normal Chinese, such as

obfuscation of individuality and emphasis

on collectivity, and an implicitness that
is nonetheless full of poetic and aesthetic
particularity. Of course, as an artist living
in this age, I cannot shake off my art
historical education, nor the influence
philosophy, psychology, or many other
aspects of modern civilization. So from
one point of view, I am actually creating an
effect of “fake photographs’” —taking things
which are already “ornamental” and “‘re-
ornamenting’ them. In this process of “re-
ornamentation”, I consciously implement
the “painterly effects’” that everyone sees
in my works—such as my attention to
color and brushstrokes—with the greatest
meticulousness, leaving only a piece of
history and life that has been rendered vague
and confused, souls struggling one by one
under the forces of public standardization,
faces bearing emotions smooth as water but
full of internal tension, the ambiguous fates
of life lived amidst contradictions passed

back and forth among the generations.

I still expect my own works to have a
kind of psychological resonance. This is
the sensitivity of art, and I believe this is
very important to an artist. At the same
time, living in an age that we could call
complicated, I still respect an ancient
principle: art should manifest a person’s

unique disposition.
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“These lithographs have been printed on the printing press of the Studio Idem in Paris, who formerly printed the works of Matisse, Picasso, Braque, Miro, Chagall and most of the great masters of the 20th century. The edition was realized on a paper BFK Rives 300 g and limited to 99 copies : 99 numbered from 1 to 99 and 15 artist's proofs.””
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“Narration”

Inscribed photographic images by Zhang Xiaogang

“Narration” is a series of photographs inscribed with
handwritten texts. They are moody and introspective,
suggesting dreamy soliloquy or private confession, when in fact
the texts are excerpts picked from Zhang’s general readings.
The pictorial images give the aura of a bygone era, and they
have been selected to echo poignant moments in the artist’s
life. Zhang started the “‘Narration” series in 2005, at a point
in his career when he was tired of portraiture and wanted to
depart from his renowned oil paintings.

Consistent with the artistic purpose of “Bloodline” and
“Memory and Amnesia”, for the “Narration” series Zhang has
excavated from his wealth of personal experience during Mao
Zedong’s era to give a special touch to photographic imagery.
The photographs selected are either newly taken or fuzzy re-
take of old images; they bring alive a mood, or a semblance
of personal memory from a bygone time. As photographs
they suggest a historical presence that is real and stubbornly
refuses to fade away. While the images are of an impersonal
nature they come across as intensely personal, appearing
almost as though they have surfaced directly out of Zhang’s
memory screen. For the texts inscribed on the photographic
images, the artist intentionally selects unrelated: they are
writings he happens to remember or accidentally notice; the
purpose is to create a distance, and a tension, between the
intimacy of handwriting, personal visual memory and the
public nature of published texts.

In real life Zhang does keep a routine of writing; he writes
copiously on art and life, and weekly he writes to his mother
in Yun’nan repeating the contents of pervious letters in order
to reassure her of his welfare. In his paintings the figure of a
writing hand scribbling on a sheet has been used time and again
since the late 1980s, and most recently since the “Memory and
Amnesia” series from 2001 onwards. The paintings describe a
state of reflection and isolation that is literary, old fashioned
and personal. Zhang manages to achieve the same sensation
with the mechanical prints of the photograph; his handwriting
still comes across as personal and true, even though the text
is not his own. With the “Narration” series Zhang anoints
the historical memory of our past with the magic of private
memory and emotion, bringing alive an era that for many of us

is still laden with hidden passions.

Hanart T Z Gallery Director: Chang Tsong Zung
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ZHANG XIAOGANG 2003
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1958 Born in Kunming, Yunnan Province, China
1982 Graduated from the Sichuan Academy of Fine Arts, Sichuan, China
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2005 Zhang Xiaogang 2005, Max Protetch, New York
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Kong
2003 Forget and Remember, Gallery of France, Paris
2000 Zhang Xiaogang 2000, Gallery of Max Protetch, New York
1999 Les Camarades, Gallery of France, Paris
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1997 Bloodline: The Big Family-1997, Gallery of the Central Academy of Fine Arts, Beijing
1989 Lost in the Dreams, Gallery of the Sichuan Academy of Fine Arts, Hongging, China 2000
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2004 Shanghai Biennial, Shanghai Art Museum, Shanghai, China
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Beyond Boundaries, Shanghai Gallery of Art, Shanghai, China

China Now, Tang Gallery, Bangkok, Thailand 1999

China, the body everywhere?, Museum of contemporary Art Marseilles, Marseilles,
France

First Wuhan Fine Arts Literature Nomination Exhibition, Art Gallery Hu Bei Fine Art
Academy, Wuhan, China

Three Worlds, Shanghai Gallery of Art Three on the Bund, Shanghai

From China with Art, Indonesian National Gallery, Jakarta, Indonesia

China 3 Face 3 Colors, Artside gallery, Seoul, Korea

Open Sky Contemporary Art Exhibition, Shanghai Duolun Museum of Modern Art,
Shanghai, China

The East Daybreak -Chinese Painting One Hundred Years, Africa Museum, Paris

A Point in time-ChangSha, MeiLun Museum, ChangSha, Hunan, China
14 Chinese artist / Made by Chinese, Enrico Navarra Gallery, Paris
BABEL 2002, National Museum of Contemporary Art, Seoul, Korea
Review “'77 - 78" Today’s words, Art Museum of Sichuan Academy of Fine Arts, Sichuan,
China

Longmarch, Upriver loft, Kunming, China

Paris-Beijing, Espace Cardin, Paris

The first Triennal of Chinese Arts, Guangzhou Museum, China

Triennal of Guangzhou, Guangdong Art Museum, China

Image is Power, He Xiangnin Art Museum, Guangdong, China

The Concept of Image, ShenZhen Art Museum, Guangdong, China

In Memory: the art of afterward, The Sidney Mishkin Gallery, NewYork

Ost+West Contemporary Art of China, Artist-house Vienna, Austria

The First Chengdu Biennale, Chengdu Contemporary Art Museum, China

Dream 2001 Contemporary Chinese Exhibition, The red mansion Gallery, London
Towards a new Image: Twenty years of Contemporary Chinese Painting, National Art
Museum, Beijing; Shanghai Art museum, Shanghai; Sichuan Art Museum; Guangdong
Art Museum, Guangzhou, China

Is me, Is us, France Gallery, Paris

Hot Pot, Artist Center of Oslo, Norway

Academic and Unacademic, Yibo Gallery of Shanghai, China

The III Mercosul Bienal, Porto Alegre, Brazil

Man+SPACE, Kwangju Biennale 2000, Kwangju, Korea

At the New Century, Chengdu Contemporary Art Museum, China

Messengers of the Heart, Center of Contemporary Art of the Lycee Xavier Bernard in
Rouille, France

Transcending Boundaries, Montclair State University, U.S.A

Espace Culturel Francois Mitterand, Perigueux, France

Contemporary Art of China, Picardie Museum Amiens, France

The First Collection Exhibition of China Contemporary Art, Shanghai Art Museum, China
Hundred years of Chinese 0il Painting, China National Art Gallery, Beijing

Asia Contemporary Art Exhibition, Gallery Q, Tokyo, Japan

1999 Art China, LIMN Gallery, San Francisco, U.S.A

Faces, Maison de la Culture de la Province de Namur, (With Georg Baselitz, David
Hockney, Camille de Taeye and Ruth Francken), Belgium

New Modernism for a New Millenium: Works by Contemporary Asia Artists from
the Logan Collection, San Francisco Museum of Modern Art and LIMN Gallery, San
Francisco, U.S.A

The First Collection Exhibition of Dongyu Museum of Fine Arts, Shenyang, China
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1996-97

1995
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1992
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Inside Out: New Chinese Art, Asia Society and P.S.1. Contemporary Art Center, New
York; San Francisco Museum of Modern Art; Asian Art Museum of San Francisco, San

Francisco, U.S.A; Museo de Arte Contemporaneo de Monterrey, Mexico

China New Art, Helsinki Art Museum, Helsinki, Finland
Magritte and Contemporary Art, Dostende Contemporary Art Museum, Belgium
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The First Collection Exhibition of Upriver Gallery, Chengdu, China

China Neo Art, Lisbon Museum of Art, Lisbon, Portugal

The Face and Bodies from Middle Kingdom, Prague Art Museum, Prague, Czech Republic
8+8-1, Schoeni gallery, Hong Kong

“Quotation Marks” Chinese Contemporary Paintings, Modern Art Museum, Singapore
Red and Grey: Eight Avant-Garde Chinese Artists, Soobin Art Gallery, Singapore
International Art Exposition, Chicago

International Art Exposition, Berlin

100 years of Chinese Portraiture Art, China National Art Gallery, Beijing

China! Zeitgenossische Malerei, Kunstmuseum, Bonn, Germany; Kuenstlerhaus, Vienna,
Austria; Haus der Kulturen der Welt, Berlin

Reckoning With the Past: Contemporary Chinese Paintings, Fruitmarket Gallery,
Edinburgh, Great Britain

2nd Asia Pacific Triennial of Contemporary Art, Queensland Art Museum, Australia
4Points de Rencotre, China, 1996, Gallery of France, Paris

Reality: Present and Future, China National Art Gallery, Beijing

The First Academic Exhibition of Chinese Contemporary Art, China National Art Gallery,

Beijing and Hong Kong Arts Center, Hong Kong

46th Venice Biennial, Venice

Des del Pais del cemter :Aantguarde Artisiques Xineses, Santa Monica Art Center,
Barcelona, Spain

China New Arts, Vancouver Art Museum, Vancouver

Contemporary Chinese Art Exhibition, In the Absence of Ideology, Kampnagel Halle-K3,

Hamburg, Germany

Chinese Contemporary Art at Sao Paulo, 22nd International Biennial of Sao Paulo, Brazil

China’s New Art Post-1989, Hong Kong Art Center, Hong Kong; Museum of Contemporary
Art, Sydney, Australia; Marlborough Fine Art, London
Mao Goes pop, Museum of Contemporary Art, Sydney, Australia

China’s Experience Exhibition, Sichuan Art Galley, Chengdu, China

The Guangzhou Biennial: Qil Paintings from the 90s, Guangzhou, China
Documents of China Contemporary Art Show, Traveling exhibition in Beijing, Gusngzhou,

Chongging, Shenyang, Shanghai, Nanjiang, China

“I Don’t Want to Play Cards with Cézanne” and Other Works:

Selections from the Chinese “New wave” and “Avant-Garde” Art of the Eighties, Pacific

Asia Museum, Pasadena, California

1989 China Avant-Garde, National Art Galley, Beijing

Collections

Upriver Gallery, Chengdu, China

Dongyu Museum of Fine Arts, Shenyang, China
Shanghai Art Museum, China

Shenzhen Art Museum, China

Shenzhen He Xiangning Art Museum, China

Shenzhen OCT Contemporary Art Terminal, China
Hong Kong International Conference & Exhibition, Hong Kong
Fukuoka Museum of Art, Japan

Okinawa Museum of Art, Japan

National Museum of contemporary Art, Korea
Guggenheim Museum of Art, U.S.A

Asia &Pacific Art museum, U.S.A

Logan Colllecition-San Francisco Museum of Modern Art, U.S.A
National Museum of Modern Art, Luxemburg

Coutt’s Art Foundation, Great Britain

Gasworks Art Foundation, Great Britain

Peter Stuyvesant Art Foundation, Amsterdam
Queensland Art Museum, Australia

National Gallery of Australia

The Art Gallery of New South Wales, Sydney, Australia
Picardie National Museum, Amiens, France
Saint-Denis Art Museum, Paris

Saint-Denis Are Museum, Paris

Mr. Ken Logan, U.S.A
Mr. Uli Sig, Switzerland
Director Oliver Stone, U.S.A

Zhang Xiaogang
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