ZHANG Enli sk BEH]

The Information from Publications (1999-2008)

Bucket | ki##

oil on canvas | Aii L jiiimi ShanghART ?ﬁﬁ?@/ﬁﬁ

50 Moganshan Rd., Bldg 16 & 18
Shanghai 200060, China

T: +86 21-6359 3923

T: +86 21-6276 2818

F: +86 21-6359 4570
http://www.shanghartgallery.com

100.0 * 100.0 cm (39" * 39")
2007

info@shanghartgallery.com




99' Shanghai Young Arts Exhibition | FBEE£EARAXR
Liu Haisu Art Gallery | XIJFSESEARME 1999

SEF  (IREED
SHE 190 = 110cm




Shanghai Bai Hua | E¥#EH{E
FWESCI AR 200245 H 25 H

% T REFHAD "ZRRECE"

ammxammﬁ .
545_b HIE PR 2 S R B b3
2 REMLEZ) BREFLASTHATREE
| EOSEEAAGES, AT, EARORBENEHNEEE
FHER M RTHEEN BN TEE, ;
. BROELMGEE PR TEOEE BAREOAR, 61
| EE UGS RDEROIN. BHERN HE )
WEABMERES, NEs. BB, OF
BOBRE, MEETHS, uﬁﬁaﬁwﬂmﬁﬁ_h
S ARG, R, ﬁlﬂﬁﬁ'ﬂ tEEy %?11
SRR R BT
TRRAE, 78T 0 (38 R AR LU R
LESREAT R &':.IMH —+Hﬂﬁ;‘= AT
kTR THOB. MFOHERS, BT
m Hﬂﬁ%%"%ﬁﬂﬁﬁ?ﬁﬁ#i




Take a Seat
Artsea Studio & Gallery 2003

-
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Chinese ancient furniture had been spread to Weslern countries before the Silk Road was started; they are famous
unique style and exquisile techniques. There were hundreds of different sorts of furniture in Chinese people's daily
life combining useful purpose and nice design.

One of that fine furniture, mostly used in all families, is the small chairs or "xiaodengzi". Easy to carry, simple and
austere, normal people could not live without it in the old times. The small wooden chairs symbolize a fundamental
part of the Chinese culture: the invitation to sit together. It had important roll in the famous Chinese hospitality.
Bul now in the rapid developing of China many xiacdengzi had been disappeared from peoples lives and from the
streel of the madern cily. Some modern chairs look place and the small wooden chair is being slowly abandon.
ARTSEA Sludio&Gallery invited some 32 renowned contempaorary artists from Shanghai to recreate some normal, and
abandoned xiaodangzi, among which are painters, photographers, sculptors and other experimental artists. They will
interpreter their own understanding of xiaodengzi and give a brand-new look of those small chairs. Take A Seal follows
ARTSEA's philosophy lo preserve China's & Shanghai's cultural value, We are trying lo suggest these old objects can
remain aesthetic part of our futura as art- work instoad of disappoaring from our lives, Take A Seal is a mixture of

nostalgic and modernity. By breaking and daforming this traditional objoct wo hope o give the xiaodengzi a new life.
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Zhang Enli is a painter born in Manchuria,who now teaches in Shanghai.l was actually
thinking of him when | chose to quoto the aphorism by pessoa,which opens this writing.After
having painted mainly human figures,lately Zhang has widened his subjects to every possible
aspect of reality.In a few conversationgs | have had with him, he has stressed his need to free
himself from a repetitive approach to painting, and has stated his recognition of the multiplicity of
one’s personality. To him, the back of his head,a tree, a paperbox or a glass bottle equally represents
the many aspects of the self, of its moods and life. In order to prevent the viewer from focusing on
the face,which would otherwise catch the eye to the detriment of othert parts,he has taken
head-less photo of himself holding his pictures.Actually the mind, virually residing in the head, is
there represented by its creations, namely the paintings.The reality has here been replaced(although
not ignored: the aritist’s body emerges in the back) by the aritist’s creativity: while the macrocosm
is beyond the human’s chice, the painter can give life to a microcosm shaped to his image and
resemblance.



Dreaming of the Dragon's Nation: Contemporary Art Exhibition from China | &2
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{Artists in their 40’s)

it had become.

completely dark
when  Zhang
Enli was
i interviewed, yet
his art siill
radiated from
E the painted
"patterns
outside his studio. He is distinguishe
him from the other three by his native
place: North Eastern China. Zhang's
art development can be separated
into two periods: his early gloomy
series and the present nonchalant
ones. Some critics analyzed that his
melancholy stage was due to his
difficulties in assimilating into the
competitive life of the metropolis.
"My motivation is not confined in a
single pair of controversies, in fact |
have been trying fo explore the
understanding of existence from its
most essential part, which could be
seen in human being's basic needs,
eating, for example."

“The painting of Eal only describes
one of a most universal scenes. And
tenet of my drawing is io delete all
unnecessary elements in order to
simplify and the main subject and
make it stand oul. You might not
probably sense the time, place and

o

background of the happening, but it
doesn't need to be, cause no maiter
in North Eastern China or Shanghai,
eating is just the same. Those are
the things | am initerested in:
neglecting time and space and all
possible differences, they are just
there."

Among the uncounied common
stuff of life, Zhang prefers the
suibjects of bricks, containers or
trees which are seen everywhere in
daiiy lives. "There is no best or most
suitable annoctation for my works,
every individual has their own
packground and for this reason they
will have different understanding.
[....] Life is out of your expectation or
controi, all you can be sure of is the
past, and you won't find cut how
tomorrow will be. Time has trained
me to be less and less extreme and
brought me a simpler attitude.”

Zhang held the same detached
attitude towards the past as Ding Vi
and mentioned almost nothing
about the Culiural Revolution, but |
is unbelievable that the period they
lived through had no influence, and
there are the footprints of thre

generations of Chinese to be found
throughout their works.
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HangART-7: Young Chinese Contemporary Art
Red Bull Hungar-7 2005

Zhang Enli

1965 Born in Jilin, China
1889  Graduates from the Arts & Design Institule of Wuxi Technical University

He currently lives and works in Shanghai / Er lebt und arbeitet in Shanghai

[...] The experience, to switch from the economically underdeveloped reality of
the countryside and of the small towns, to the cities, is actually familiar to mil-
lions of people in China. Such a widespread exporience and memory has
become Zhang Enli's main fountainhead and the favourite inspiration source for
his work. In his paintings we are able to identify two main subjects, or — so to
say - two faces of the same medal: the ‘cily in the countryside’, and the ‘coun-
tryside in the city'. [...] The tiny realities, which are the most relevant part ol an

ordinary, simple life, and therefore are not considered to be noticeable, are

revealed to the attention of the public by Zhang Enli's brushstrokes, as if sud-
denly shown under a strong light. He uses brushstrokes which seem to BNErave s e s R R i i
the canvas, leaving an apen wound and giving us the impression to see the
reflex of the blade of a knife. [...] (Source: “Loudness of cities or towns” by Ieng

Boyi, Beijing, March 2004)

[...d Die Erfahrung des Sprungs von wirlschaftlich unterentwickelten lindlichen
ader kleinstddtischen Verhdlinissen in die Stadt ist etwas, was Millionen von
Menschen in China kennen. Diese weit verbreilete Erfulrung baw. die damit ver-
bundenen Erinnerungen sind Zhang Enli zur wesentlichen Grundlage und
hevorzugten Inspirationsquelle fitr seine Arbeit geworden. Bei seinen Bildern
lassen sich zwei Hauptthemen unterscheiden, die gewissermafien zwei Seilen
eine und derselben Sache sind: die Stadl auf dem Land und das Land in der
Stadt. [...] Die winzigen Details. die ein gewohnliches, einfuches Leben aus-
machen und daher nicht als beachlenswert gelten, werden dem Betrachter
dhurch die Pinselstriche des Kiinstlers in einer Weise nahegebracht, dass sich das
Ceftill einstellt, sie platzlich in grellem Licht gezeigt zu bekommen. Zhang Enli
unddt, als ol er die Leinwand wie eine Kupferplatte ritzen wiirde. Die Wirkung

ik dic einer offenen Wonde, und man meint die Klinge eines Messers aufblitzen
i sehon, [ (Quelle: Loudness of cities or towns" von Feng Bayi, Peking,
M 2004 )

1, ol on canves. 2005

nin X Q

Zhang Enll, Garden No, 5, 1B0 x 180 cm, oll on carvas, 208

Zhang Enli, Dusthin, 180 x 180 cm. ol on canvas, 2005
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La contemplazione quotidiana di oggetti
e individui ordinari, situati ai margini
dell'inarrestabile modernizzazione di
Shangai, caratterizza la pittura di Zhang
Enli. Rappresentando insoliti punti

di vista, elementi o dettagli
apparentemente insignificanti, I'artista
offre all'osservatore una visione inedita
della realta, che svela come I'essenza
stessa del mondo contemporaneo

si trovi fra le pieghe piltl nascoste della
quotidianita. In Hair (1-4), l'artista ritrae
una serie di nuche con rapide pennellate
di colore a olio estremamente diluito che
ricordano l'inchiostro utilizzato nella
tradizione artistica cinese. Una accanto
all’altra, le diverse capigliature rivelano
caratteri e attitudini dei soggetti
rappresentati, evidenziando come la
scelta del taglio di capelli testimoni la
necessita e la volonta di affermazione
della propria individualita. Con la loro
inedita prospettiva, i ritratti di Zhang
Enli colgono cosi le tensioni latenti nella
societa cinese contemporanea.

Hair (1-4), 2004
Perticolzre / Detail

ferilico su carta / Aorylic on paper !
Ciascung / Each 26 x 110 cm !
Courtesy Lhe artist and Shanghart Gallery,

Shanghal
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Infinite Painting: Contemporary Painting and Global Realism
Azienda Speciale Villa Manin

Zhang Enli's work is characterized by the
daily contemplation of ordinary things
and people situated on the margins

of the unstoppable modernization of
Shanghai. By depicting unusual
viewpoints, elements or seemingly
insignificant details, the artist offers
the viewer a previously unseen vision
of reality which reveals how the very
essence of the contemporary world

is found amongst the most hidden folds
of everyday life. In Hair (1-4), the artist
portrays a series of napes with quick
brushstrokes of extremely diluted oil
paint that recall the ink used in the
Chinese artistic tradition. Placed one
beside the other, the various hair styles
disclose personalities and attitudes of
the subjects represented, highlighting
how the choice of haircut testifies

the necessity and desire to assert
individuality. With their unique
perspective, the portraits of Zhang Enli
capture the latent tensions present

in contemporary Chinese society.




Hair (1-4). 2004

Agrilico su carta / Acrylic on paper
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iascuno / Each 26 x 110 cm
Courtesy the artist and Shangharl Gallery,

Shanghai



China's Neo Painting, A Triumph Over Images: 2007 Art China Painting Nomination
Exhibition | #BBE &P EHLE: 2007 (ZRUMR) L EZRZRELE

MODERN ART/Shanghai Art Gallery/Nanjing Qing He Modern Art Museum | (2448 ZAR) [ i
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Zhang Enli's recent idiosyncratic series of paintings signify
a mild but crucial resistance to the cult of innovation,
transience and contingency. The positioning and depiction
of modest everyday objects in his work extend to an
extremely perceptive take on presence: Zhang Enli points
out and emphasizes the ubiquitous and immediate
surroundings. There seems to be a plaintive urge to simply
look around at what is already there and give it more
consideration. What his art does, is quietly create the
necessary conditions that will cause us to stop and think
differently about the things we encounter every day.
Offering little in the way of narrative and solace, the works
White Chair (2007) and Working Light (2006) — on display
at Shanghai Art Museum - are fascinating but can be
difficult to approach. These simple portraits of
commonplace interiors refuse easy engagement. The works
have intentionally been stripped off all explanatory contexts.
What Zhang Enli shows us is the humble acknowledgment
of 'things in themselves' as the ultimate constituent of
reality. However, following Kant's famous doctrine, we can
never perceive 'things in themselves' directly. We can only
perceive their appearance. The strength of his paintings is
cumulative in effect, viewed together their meaning grows
in comprehensibility. The artist focuses on singular objects
that almost always seem to develop into entire series of
closely observed common things like cardboard boxes,
furniture pieces, lighting devices, lavatories, and buckets.
The works are clearly analytical, as much in the way they
are executed, as in the way they are perceived. Zhang Enli's
subtle depictions of ordinary objects differ significantly
from the imagery and iconography otherwise elaborated on
by artists emerging from the same generation. Art, to Zhang
Enli, is a way of looking at the world through aesthetic
senses, rather than a discrete methodology for the
production of high value objects. The artwork thus is subject
rather than object; the aesthetic moment is something that is
investigated and given consciousness rather than being
enacted.




Zhang Enli portraits every detail and gesture of everyday
objects that often seem down played or neglected in
conventional painting. His brushstrokes almost comes close
to traditional Chinese ink painting where every stroke on
the canvas articulates details that are significant to the
whole. The transparent application of paint, and the
immediacy of his gesture, are contrasted to the
meticulously planning and inquiry that foregrounds every
new series of paintings: Zhang Enli's mode of engagement
entails  photographically = documenting  his  close
environment. He then employs the photo's claim on the real
to develop his examination of his surroundings, though in a
more intuitive and fragmented manner on the canvas. The
circuitous route by which Zhang Enli comes to the image is
typical of a methodology based on the experience of
memory. It is not the repeated image that is central to each
painting, but rather the process of reflection on the events
and objects that led him to it. Accordingly, in his current
paintings of trees and interiors, only fragments are revealed
to the spectator. As in his other work, these paintings come
somehow across as 'un-finished' - the paintings being
semi-transparent with the appearance of the white of the
canvas. This could be understood, as the emergence of
reality into the sphere of the art, or, perhaps, vice versa. In
his paintings we see traces of grid-patterns utilized to
translate the object in the photograph into his paintings. In a
world where everything is represented, it is the processing
of the representations that offer something new. In other
words, the raster is a trace of the process on how the artist
engages and (re)interprets his surroundings. Zhang Enli
translates the slick surface of the photograph into a more
subtle and nuanced image, which we are compelled to slow
down and spend time with.

His early works evolves around the unavoidable transfer of
the way of life, of disturbance and the suffocating pressure
following this, often threatening, displacement. He targets
dislocation as a primary condition of life, using it as a
constructive backbone for a narrative praxis. Tales of
permanent loss and subsequent retrieval are returned to the
social and public realms to be tested for their potential to
define contemporary conditions in the metropolis. Zhang
Enli creates both a comforting and uncomfortable
consciousness of presence.

i
HF AERE
A Pillar ofl on canvas 250x60cm 2007
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Artists in China
Verba Volant Ltd., USA 2007

Zhang Enli

Zhang Enli’s painterly practice starts from tiny details and does not go much
further, managing nonetheless to evoke worlds of meaning. His subject mat-
ter is unequivocally mundane: trees, cardboard boxes, basketballs, hairstyles,
houses, all rendered with what seem to be as few brushstrokes as possible,
often leaving swaths of canvas a raw white and still bearing traces of the pen-
ciled grid used to structure them. His technique seems to translate conventions
of traditional ink painting, whereby every stroke functions in relation to the over-
all composition. And as hard as his subjects try not to signify, meaning finds
its way onto the canvas nonetheless—the series of trees, for example, actually
highlights the proliferation of foreign species in Shanghai's French Concession.
These sorts of subtle resonances point to an artistic mind for whom the whole
world can speak through a most ordinary and unremarkable object.

Zhang Enli works from snapshot photographs that he takes himself, dis-
secting and enlarging their structure and transferring it onto the canvas. It is a
working method that highlights process over product, and allows him to occupy
himself with as many as eight or ten canvases at once, shuttling among them
as inspiration comes and goes. Many works never attain “completion,” in this
simple and direct form of conceptual painting. Zhang Enli has said of his work
that "Its starting point is the simple recognition that the body can be a container.
The associations the image brings to mind may be a box, a sink, a tree, an empty
room or something as small as an ashtray or a pack of cigarettes. In details we

can see the essence of an object. We symbolically become ‘containers’ and
empathize with the psychological implications in Kafka's books.”




% Artist Reviews

A Solitary Voyeur
of the

In Zhang Enli's recent works, objects of
daily life that are seemingly neglected -
ashtrays, bottles, rubbish bins,
wastepaper baskets - often appear in his
paintings, creating his own form of
container culture.

In his eyes these objects are expressive,
like individual entities with souls. These
common objects seem to have a human
existence, and humans exist first and
foremost in time. Time is linear, and
between each point on this line are
contained particular moments of our lives;
perhaps the artist wishes to connect the
time period of human life, mend and
modify it, and endow it with the
particular form of a container. The time a
man uses in his entire life is like filling a
container: sleeping, eating and drinking,
getting married... these acts of 'filling' are
sometimes unconscious, but more often
conscious acts; sometimes passive, but
more often active. The time when a
person's basket is full is the time when his
life comes to an end. All these containers
are perhaps symbols of the different
facets of our daily lives.

If Zhang Enli's studio has a soul, then all

152

the providers of this soul. These objects
could be old, or simple, but as Zhang Enli
spends times with them, he gradually
senses the dignity in their peaceful
solemnity, and the quiet beauty evoked
by their structural simplicity. The
unintentional exaggeration and
glorification of these small and
vulnerable objects extend into the artist's
eontemplation and subversion of the
value of life itself. Perhaps we cannot
exactly say that the artist exaggerates
these seemingly 'vulnerable' objects,
because with all things there is a certain
scale of judgment, and when we choose
different points of references, the results
are naturally contrasted and different;
whether an object is big or small is simply
the relative outcome of a particular
chosen scale.

In an earlier series Eating, the artist
places himself in the paintings, as a
voyeur among the group of eaters. The
maore you are unable to eat, the more you
want to eat, and the more hungry and
greedy vou get-this is a very natural

ition is the
f the Chinese

mentality
fact thatt
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is to do 'real business' over meals -
business deals, courting, confessions-are

all conducted during the process of eating.

Thus a Chinese person’s first greeting is
naturally "have you eaten yet?' This has
become a kind of figurative expression in
our culture. The Chinese are willing to
spend fortunes on food, without worrying
about wastage - ample quantities of food
and wine, expensive and rare delicacies -
at the root of this emphasis on eating is
still a mutation of greed, a result of our
ancestors' fear of hunger. With this table
of eaters Zhang Enli vividly portrays a
picture not only of the diverse flavours of
life, yet even the innermaost desires of
these peaple.

Inthe Hair series from approximately the
same period, the series of napes that the

artist portrays marks the distinet

personalities of individuals and conveys
different expressions transformed at the
back of the head. They are revelations of
professions and habits, status symbols,
expressions of a life's existence. His
perception and depiction of this often
neglected 'back side’ invite us to take
notice of the uncommon aspects of these
ordinary objects, seen in particular times,

Left

Zhang Enli
Hair

Oilen Canvas

2006
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Qi on Canvas

20086
200X 2100m



Tree
Ol on Canvas

2006
180X 150cm !

angles and situations. His obervations
later extend to objects including toilets,
ditches, ashtrays, wastepaper baskets,
chairs, trees, public toilets, walls, and
columns. Among these the one that
creates the deepest impression for me is
Public Toilet-the kind of white ceramic
publie toilets that could be seen
everywhere in the early stages of city
reconstruction in China, which, with time,
have left on the ceramic tiles and deep
stains and marks of dirt, reviving the
memory of the stench that you used to
smell every time you passed. Today most
of these public toilets have been taken
apart, with very few of them still left
standing. With the increasing speed of

§j’_ﬁi|l globalization, even the development of
?"r: Ef:l ?  these toilets has followed the

phenomenon of 'out with the old, in with depicting water troughs, his focus is on a
A henewilispeottollel seamingly unique kind of square-shaped water
Hox buried in the waste of history, are trough construeted from green and blue
OilanCanvas - captured and documented by Zhang Enli,  ceramic tiles; the gradation and crossover
2006 complete with their marks of dirt and of colours make you feel as though vou

woxzysem  filth, standing quietly yet at same time

In these works

were seeing them with your own eyes, the
brushstrokes are liberated yet solid. The
image of the trough is vivid, quiet, yet
leaves room for imagination, ereating the

restlessly on his eanva
the forms of the ceramic tiles recall the
: quick and natural brushstrokes in

»

(i) traditional Chinese paintings; this feeling of familiarity. The outspreading
st transported method of expression square tiles, just like mosaics, invite you,
Right: ~ conveys the artist's exploration in the followed by your heart, to enter into and
2‘:{';::1; aspects of painting and presentation. be captivated by this three-dimensional

il an Canvas sphere. The thoughts of the artist
trangress the limitations of the earthly

world, abandon traditional ideaclogies,

Zhang Enli seems to be increasingly
interested in this particular kind of
ceramics. In several recent works

2006
0¥ 50em

break through ideas within the everyday
sensory confinement, and give a unique
aesthetic to seemingly ugly and ordinary
objects.

If an artist could find a soul that is closest
to him, then his works could become part
of his life. T believe in Sainte-Beuve's
concept of 'soulmates’, of mutual
understanding regardless of difference in
time and space. Zhang Enli's persistence
is a proof of this: the soul of an artist's
work is preordained, and it is for the
artist to continuously seek it through
exploration.
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