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99' Shanghai Young Arts Exhibition | 上海青年美术大展 
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Shanghai Bai Hua | 上海百花 
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张恩利是出生在东北的画家，

现在上海居住并执教，当我选择佩

索阿的格言作为这篇文章的开场

白时，我确实想到了他。在画了十

几年人物画后，最近他的主题扩大

到所有可能的现实生活的方方面

面。我和他进行过几次谈话，他强

调想要摆脱老生常谈的绘画手法

的愿望，他说他坚信人格的多重

性。对他来说，他的后脑勺、一棵

树、一个纸盒或一只玻璃杯同样表

达自己、情绪和生活的很多面。为

了避免观众把注意力集中在面部

上，而把目光转到其他部分，他拍

摄了自己的无头像，手里拿着他的

绘画。这样实际上还在他的脑袋里

的大脑没有出现在画面上，却被其

绘画作品表现出来。现实在这里被

艺术家的创作易位（尽管没有被忽

视：艺术家的身体出现在背景上）：

宏观世界远在人类选择之外，画家

可以把生活带入一个微观世界，压

缩在“他的肖像和相似物”里。 

Zhang Enli is a painter born in Manchuria,who now teaches in Shanghai.I was actually 
thinking of him when I 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 I 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. 
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Scene  
《Artists in their 40’s》 

 



HangART-7: Young Chinese Contemporary Art 
Red Bull Hungar-7   2005 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Infinite Painting: Contemporary Painting and Global Realism 
Azienda Speciale Villa Manin   2006 
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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. 



 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

于上海美术馆展示的《白色椅子》

（2007）和《工作灯》（2006）以叙事

的方式抚慰人心，令人迷恋却又难以接

近。平凡之物的简单画像散发着请勿靠

近的信号。这些作品被故意剥离了其所

有解释性的语境。张恩利试图向我们展

现的是，其对于 “事物本身”——作为现

实最根本要素——的卑微认可。然而，

若根据康德的著名理论，我们永远无法

直接感知“事物本身”。我们所能感知的仅

限于事物的外表。其画作的力量来自于

累积效应，作品看得越多似乎就越容易

理解。艺术家侧重于单个物体的描绘，

渐渐地发展成为关于近距离观察普通事

物的组画系列，例如硬纸板箱、单件家

具、照明设备、浴室设备以及水桶。这

些画作显然都各自独立，它们正是这样

被完成的，亦令观者清晰地感知到这一

点。张恩利对普通物体的细微描绘与同

时代的艺术家热衷于阐述图像和影像的

符号意义完全不同。艺术对于张恩利来

说，是以审美意识来关照世界的一种方

式。其作品，因而是主观的而不是客观

的；这样的审美瞬间更像是研究式的并

带有个人思想，而不是自然生成的。 

张恩利的新画系列意示着一种温和

的，却坚决反对盲目崇拜创新、短暂和

偶然的态度。其作品中对日常物体的朴

素安排和描绘，被延展为对“存在”之呈现

的深刻理解：张恩利所指的，并强调的

正是那无所不在、亲密直接的周遭环境。

似乎一种悲悯的冲动令其下意识地环顾

四周，看看什么东西存在，并继以给予

更多的关心。他的艺术即是如此，静静

地创造出必要条件，从而让我们能够停

下来去思量一些不同于我们日常中所遭

遇的东西。 

    



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

张恩利对日常物品的细节与形态的描

绘，通常都是传统油画所轻视或忽略的。

他的笔触更接近中国传统的水墨画，画布

上的每一笔细节独特却又以整体效果为

重。透明的油彩，迅疾的笔法，与他为每

一组新作精心计划、细致调查的前期准备

工作形成鲜明对比：张恩利的方式是先用

照片记录他的周遭环境；然后再利用照片

所反映的真实，以深化其自身对外界的观

察，尽管其在画布上的表现更直观、更率

性。张恩利创作图像的这种间接方式，是

典型的基于记忆经验的方法论。但复制并

非他绘画的主旨，更重要的是对事件和物

体的思考过程引领他做出反应。因此，他

近期关于树和室内物体的绘画，仅仅是以

不完整的局部展示给观众。犹如他的其它

作品，半透明的油彩露出白底画布，似乎

正是以“未完成”而令人印象深刻。这可以

理解为艺术所显现的真实世界，或者反之

亦然。在他的画中，我们依稀能辨识出将

照片图像转到画布时所用的网格痕迹。在

一个万事被再现的世界中，再现的过程即

创造了新的事物。换言之，网格令我们得

以了解艺术家是如何处理并（再）解读这

个周遭世界的。张恩利将光滑表面的照片

转换成一个更微妙和更细致的形象，这让

我们不得不花时间来慢慢品味。 
张恩利早期作品涉及的题材几乎都是关于

生活中无法避免的转变，在不安中随之而

来的是令人窒息的压力，危险而错位。他

锁定混乱为生活的基本情形，并将它作为

现实叙事的主要框架。永久缺失的故事在

不断的检索中，重归于社会公共领域，以

检验它们对定义都市当代状况的潜在可

能。张恩利所创造的存在，舒适与不舒适

感同在。 
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Oriental Art- Master | 东方艺术-大家  2008.6 
 















 


