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This is a brief study on the variety of critical approaches to practiced art
throughout China and abroad, and it reveals an Author’s outlook-"A Scat-
tered Senses Theory”.

It states that the objective of art critique is only a source of inspiration and
not a destination for art critics; art critique is a piece of art by itself in terms
of its language forms and contextual constructions. Five senses should be
applied through art critique. Part | expounds the beauty of language resis-
tance, floating and reversal, and the beauty of word assembly, accumula-
tion and strike. Part Il discusses the relationship between subjective initia-
tive and art critique. Part |1l shows the effects of applying the “hot abstract”
and the “cold abstract” methods in art critique.

Two art reviews by the author are attached as references in the last part of
the chapter.

Theory of Contemporary Art is the first book in China to collect all influential
articles by key art critics in 85" Art Movement.
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« Critical artists and subjective criticism
* Resistance beauty of language

Chinese Confucian ritual doctrine has bound the literary
ideology of China for more than two thousand years.
Today, it keeps on affecting the aesthetic ideology in

art critique to a degree. It requests that people critique
with certain criterion and mode so as to formulizing

the critique procedures. In recent years, such formula-
tion manifests itself as: emphasizing more on rational
convergent critique while despising emotional forms of
critique developing individual differences. Under such
background, it is not surprising that art critique becomes
an accessory to art and review display little subjectivity
of aesthetic ideology of the critics. Those who say art
critique is also art are deemed to be absolutely absurd
and shallow. However, contemporary appreciators have
diverted their attention to critics themselves as well as
the critique objects. Critics should rely on discovery

of themselves to go in depth of being subjective and
individually different. “ Strongly dialectical” and “compre-
hensive logical reasoning” which is the sole aesthetic
criterion has become barrier of modern social ecology,
mentality and the rich spiritual world. Indeed, contem-
porary art critics should present newly perspectives,
newly concepts and newly writing forms in their critique
reviews.

Rise and flourish of the 85’ Art Movement thoughts
brought heat of rational thinking to the artistic ground.
Thousands of art students piously put aside their paint-
brushes and began to study theoretical books, desirous
for entering the rational heaven at an early date, yet

the movement hasn’t reached the peak to lead to return
emotional mode of thinking. However art critique, without
any echo , was still building a principal criterion of be-
ing reasonable, determinable, well linked in contents,
complete and strict as if only seriousness is profound
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and worthwhile, which, however, in contemporary artists’
view, was just like the sober and decent dressing before
1976——being rigid, dry, restrained and boring.

Art critique is subjective creation of aestheticism. Only
those subjective critics can serve as the second pro-
ductivity to produce directly art wealth. Their articles are
not only effective for their comprehension of beauty but
also valuable for the articles’ aestheticism themselves.
Art critics themselves also the art makers. On account of
this, the art critics may be called, more precisely, critical
artists.

Superficially, critical artists are commenting a certain
work, in fact, they are creating another artwork; A good
art critic will reveal more criticized objects and critique
itself to the readers, while a talented critic only reflects
himself; It may be a pity for an art critique without logical
reasoning, but it is lamentable for untalented art critic.
Fine artists are critical artists concise in words, while

critical artists are glib-tongue painters, and their coopera-

tion likes brothers. | won't hope the creative language of
critical artists would be accepted by every reader, but |
expect that it likes a bottle of cleanser that washes down
all the tubes in art critics’ brain.

Under the kind of preset and rigid art critique mode, we
should do our utmost to encourage the principle of multi-
dimensional reflection for critical artists, open to both the
objective entity and the impression touches. In place of
centering on the criticized objects and taking them as the
mainstay, or "reading comprehensively” the works from
the social, historical and moral perspectives. Critique

of artwork from the perspective of morality can only be
moral review rather than art comment. Taine’s critique
always considers objects as the literature for history
discovery; Critics who take up to symbolism always con-
sider that any thing in a work are nothing but symbols;
while my critique is just applied by critical artists--to
express himself through criticized objects.

Modern critical artists have had their senses scattered
and mixed, in order to adapt to the constantly chang-
ing art world, including the sense of smell, taste, touch,
hearing and visual sense as well as feeling of and
spiritual echo with the combination of temperature and
humidity. Integrated with or with support of the other
physiological mechanism, the senses get mixed and
scattered mostly by depending on complementation and
confirmation of visual images.

Scattered senses of modern critical artists can often per-
ceive the concepts and language of parts of the objects,
transfer them into clues and draft them down, and then

with subjective, multi-sensorial and intangible “converse
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perspective” combine the clues together (just as the
cubist approaches). The further the potential force of
such combination is from us, the more appealing it is.
Modern critical artists are justified to turn text writing into
direct presentation of their observation, who no longer
use language to knit concentrated intents and leave
their sensations frozen into an ice board which is to be
cut into pieces of logical reasoning. | despise the kind
of one-way developing and unfelt logical machine, who
tries to seek spiritual truth neglecting the logical dimen-
sions of the linear causality.

As far as formative artists are concerned, the more
reasoning the critique has and the more deeply it
explores the less information it gives. Insignificance of
strongly dialectical and logical writings not only lies in
their obscurity and baldness but also in the unreliability
of the reason they are based on. From the ancient times
on, rational signs have not been insufficient to perfectly
interpret artworks, while the various modern perceptual
critique approaches (including the poetic style) reveal
the implications which cannot be reached by logical and
dialectical criticism.

Among the several modes of literary critique in ancient
China, subject critique can be deemed as the essential
one. From the comments on Li Sao in Han Dynasty to
the Chapter Ti Xing in Liu Xie’s Wen Xin Diao Long and
Arts Overview written by Liu Xizai, subjective critique
has laid its solid aesthetic foundation in China. Lyri-
cism is the main aesthetic feature of Chinese ancient
literature. Emotions in language connect directly to the
spiritual throbs and sentimental billows of the author.
Jin Shengtan, the great critic in late Ming Dynasty and
early Qing Dynasty, already said in Reading Approaches
for The Sixth Masterpiece that Shengtan’ s comments
on Western Chamber are language of Shengtan rather
than language of Western Chamber, which has been
regarded as the declaration of autonomy and subjectiv-
ity of critical art.

Independent critical art has its own beauty and vitality.
Such vitality is connected closely to life of the critic

and can be felt by the readers. | can hardly imagine

that there exists the kind of art critique, which is totally
impassive, but with aesthetic value. What | acknowledge
is the profundity of critical art and whether there exists
areal, original and alive spirit in critiquel rather than
appreciating how much argumentation that has nothing
to do with art vitality and their own spirits wrote by the
critics.

Beauty of critical art includes the sentimental worlds of
both the critical artist and the formative artist and the
art material world. But the more important element in it
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is the two-way construction through mutual interaction
between both sentimental worlds, and the material world
of the artwork is only treated as a medium. Beauty of
critical art is the mingling and joining of two high-level
thinking modes and aestheticisms, which after sedimen-
tation of history, shall has its ration dissolved in emotion
and history in psychology. In depth beauty of critical art
is the integration of the multiple elements of emotions.

Beauty of critical art is a vital aesthetic carrier integrat-
ing various values and ideologies. Exploration from an
aspect that is regarded exclusively applicable will lead to
squeezing subjective spirit into a two-dimension plane.
Beauty of critical art is a kind of spiritual aspires as well
as emotional experiences of spiritual sorrows. The more
blood vessels and fresh and spirit added to critique, the
more profound and superb critical arts will be.

If formal beauty of art lies in the flavor of graceful colors,
lines and surfaces, formal beauty of critical art comes
from the flowing and cadence and regeneration of
language.

| think that one of the modern realizations about the for-
mal beauty of critique should be the beauty of language
resistance. With the existence of modern art we have
the existence of modern critical art. Many constitutional
factors and fascinations in fine art can only be sensed
but is unable to be explained in words, and this is more
cases in today’s art. If modern critical art intend to be as
precise, definite, strict as scientific language, it will surely
lose its extension and connotation. The less precise the
language is, the more resistant it will be, and the more
fascinating it will be. Ambiguity to a certain degree of
language enables appreciators to be closer to objective
reality and make refined conclusions. Along with the
development of modern sciences and technologies, the
artists, art critics and the appreciators become more
subtle and exquisite of their art sensing. The only way to
meet the development is by unpredictable, jumpy, resis-
tant language, which gives more connotations in fewer
words and conveys richness with its resistance, enabling
the appreciators to follow its fascination and generate
high spirits towards it.

Yet the modern linguistics for fuzzy language which gives
circumstantial evidence to beauty of language resistance
hold that: actual thinking of human brains are not as
unidimensional, linear, complete, continuous, sluggish,
clear in syllables as the external language expressed by
us, instead it is multidimensional, incomplete, transient,
discontinunous, jumpy, contracted and vague; as long

as there is wills and motivations which are asyllabic and
not in form of natural language, thinking can be achieved
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naturally. In the heuristic thinking as referred by the aca-

demia of thinking modes, so far as a number of critical
codes come into being in the brain, they will jump into a
string of natural language instantly. Therefore, | explore
the critical artistic language by returning back to my ac-
tual thinking——being transient and jumpy, seeking the
critical codes and making the words become malposed
during the jumping process of the language, which |
called it “ method of malposition”. As soon as the duplex
thinking (for instance, think that | am telling a lie when

| tell a lie) governs me, | turn to the method of double
control, making the two lines of thinking go together
and become overlapped under my pen. Malposition and
Double Control are the major means of me realizing
beauty of language resistance.

Human brain is a large and very complicated sys-

tem, which is able to store a great deal of important
information and use them skillfully, anticipate sufficiently
various changes and then make instant decision. Those
cultivated in aestheticism and with aesthetic ability are
more capable of using artistic theories to make overall
judgment than a complicated electronic computer.

On this account, for a artistic critic, the capability of
making “vague judgment” comprehensively, skillfully
and by apply artistic theories masterfully is what they
needed most. Art belonging to the relationship between
information transfer and feedback is a most complex
spiritual production, for all the factors of each item are

not “equal” and “equivalent” in comprehensive identifica-

tion. All the factors have vague and comprehensive
dialectical relations and sometimes derive many diversi-
fied combination. Since the appreciation and criticism
standards and needs of each person are different, they
will naturally make different choices about the same
work. In the next place, at different times, with different
perspectives, measuring standards and inclination for
criticism, a critic may also make different choices about
the same work.

The pursuit of critical art beauty can be backdated to
the ancient times. Since the Spring and Autumn Period
(771-403 BC.), it had been required that all writings
including literary works and general theories must be lit-
erarily graceful, which had become the most rudimental
standards of writing. Liu Xie has brought the importance
of literary grace to its highest level in his Wen Xin Diao
Long, in which he seemed to declare “literary grace of
language is heart of the universe”.

Critical artists should strive to break the borderline
between critic arts and fine arts, poetry, prose and
all literary. A critical writing can be piercing random
thoughts, pleasant prose, beautiful poems, cute or
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absurd dramas, twisty novels or merely an assembly of
lots of words, (conceptual art has been accepted that
language is something formal bearing the connotation
of art), a specific formation, implication or symbol of a
sort of painting material. In Chinese traditional painting,
there are calligraphy, ode, poem, script, preface, seal
and postscript intergraded, which actually constitutes a
fantabulous art critical or critical art upon itself.

Text, letter and manuscript are the main forms of critical
art, and exploration into style of critical art relies on,
apart from renovation of the research approaches, in

a way the breakthrough of the text-script formal itself.
Humorous and null language denotes that modern art
is the art full of fantasy and vanity. Al artistic behaviors
are shown absurd and fabulous, in which, it seems

that every thing has meaning but loses its meaning
simultaneously. For critical art, it should also be a kind
of emotion and impulse, and when art critique is absurd
and null, its cognition would be able to find way into the
in depth of modern art.

Contemporary critical artists try to ask readers to find
meaning and subtlety behind the words’ contracture
instead of groping the indicating of articles. Homonym

in Nathalie Sarraute’s the Planetarium and the language
with rhythm of high and low scales in her the Golden
Fruits have been the herald for those who stress on
exploring the potential of the language words itself. To be
sure, whether critical artists can exceed the combination
of characterizes in Works No.1, Number, H, novels of
Mark S, completely depends on the exploration courage
of critical artists themselves.

During pursuit of Chinese linguistic aesthetics, there has
been a poetry feature for thousands of years, and the
strong poem system determines a kind of infiltration from
poems into non-poems. Critical art, as a partner sharing
the same language with literature, also steps its foot
forward to poetry. Critical artists in modern times shall
delve into Chinese language, a traditional aesthetics, in
structural form, language poetry and lyricism of contents.

Perceptual and intuitive voices are always absurd;
however, it is just because of its absurdity that makes for
its sublimity.

Creative intuition of critical artists is the grasp of conjunc-
tion of “egos” to themselves and objects. Simultane-
ously same as fine artists, critical artists’ originality of
intuitive creativity requires permeation in imagination

and emotion. The intuition of critical artists recycles in

its own operation, and is in deep emotion of reason and
non-concept while it echoes to the critical objects. The
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intuition of critical artists is just the same as that of fine
artists, which can not be trained, restricted, bound, or
even imitated; it is a spiritual free creativity and the abil-
ity presence of right brain.

Intuition, no matter how insubstantial and unfathomable
its composition is and how incredible for its form, is the
only criterion to judge and criticize the truth. However, a
critical artist can not prove or deduce at all the intuitive
understanding of painting art on the basis of his natural
logic understanding. As Husserl said: Intuition can not
prove or deduce, it is incapable of proof.

In the scientific field, perception and experience is
unreliable; however, what makes us puzzling is that
we always take our perception and experience as the
ultimate reference to test scientific theories. This kind
of recycling, which can only depend on indefensible
perceptions and experiences to support or object to
some other unreliable perceptions and experiences, is
the perception paradox encountered by science.

Critical art of critical artists is not superficial, impov-
erished and fragmented random elaboration, but an
insight instead, which has strong personality and
fascination, immersed with an implicit atmosphere, and
allures readers to realize intuitive insight.

Non-linguistic abstract ability that can lead to highly
emotional manifestation is one of perfect art critique
techniques. The abstracts achieved in word language
of critical art go for nothing to understand emotional life;
they can not transmit our comprehension on life and
emotion, instead, will distort them.

The sense organs of critical artists are sometimes
inborn to sense the reverse surface of art, while the
nature of reverse is crucial in the direct effect of surface
completion.

| am strongly against scientificness and accuracy of
critical art; it can never be the same as scientific works
concluding some formulas, laws and standard answers.
If critical artists could really deduce formulas and laws, it
would be completely anti-art-rules.

Appendix |: Individual Perspective During
Penetration — Technique of “hot abstract” and
“cold abstract” (“pure object” description)

Among lots of contemporary critical art modes in the
UK and the USA, the mode of moral criticism can be
renowned as “noble and solemn”; the mode of psycho-
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logical criticism can stress on individual, racial or cultural
subconscious; the mode of social criticism discusses
literary and social concepts, and the mode of formalism
criticism is influential in the contemporary era, who sees
art in the totem and myth view.

| have ever benefited from the mode of psychological
criticism, in which | was most influenced by Freud’s psy-
choanalysis, then | was gradually attracted by Maslow's
self-actualization, and did my best to exclude Watson’s
behaviorist approach since Watson mainly puts the

key point of motivation into animal behavior, and even
rejects from his scientific dictionary all the subjectively
defined words such as feeling, realization, willing, desire,
purpose, even thought and emotion, etc.. (However,
Watson'’s psychology receives interest in recent times.)
Just owing to this, Watson’s psychology can hardly get
along with Chinese traditional subject criticism, thus it
also cannot produce great influence in China. Maslow’s
psychology always tries to consider a person as a whole
and a system for research. In reality, the effort to grasp
an extremely prejudiced artist as a whole is obviously not
easier and closer to the truth than to analyze from one
side and extreme of the latter.

| often adopt different criticism modes for the same artist.
When criticism with the technique of “hot abstract’, the
method of “cold abstract” will be applied at the same
time simultaneously adopted with. That is to say, formal-
ism criticism is adopted simultaneously with subject
criticism. What bring great influence to me are Tzvetan
Todorov, a structuralism theorist of French, T.S. Eliot's
“New Criticism” in the United States, and Understanding
Poetry of Cleanth Brooks. The starting point of structural-
ism relies on specific works, i.e. starts from works,
explains the works through intrinsic factors such as
language and structure of the works, and objects to any
other factors excluded in the works. The criticism aims
at explaining instead of judging. At the same time, | also
deem that painting language itself is a system, whose
factors needs my comprehension and analysis; works

of art themselves are the specific embodiments of some
abstract structures of artistic language, and the objec-
tive of criticism is also to explore the abstract structure
dominating specific works.

The theoretical motivation of “New Criticism” genre in the
United States tries to separate art criticism from writers
and readers, turn to the form features of the works them-
selves, and regard works of art as a literal structure with
existence mode for research. In my opinion therefore,
fine arts merely refer to the objects on our retinas, and

in order to study and face with this image, critical artists
can eliminate their minds all their knowledge to the
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objects they have seen, and treat them with pure mind.
Critic artists can only become detached after they do not
attach importance to the meaning of matters.

Frankly speaking, the “cold abstract” criticism of mine

is a skill of explanation, a formal criticism and skill criti-
cism. | have focused my attention on works of painting
themselves instead of the great efforts of the artists and
appreciators. | emphasize that painting has a unique
structure and offers a unique knowledge; it is indepen-
dent from scientific knowledge and historical knowledge,
however, they are not opposite.

Among lots of criticism modes, | relatively appreciate
the criticism style of Northrop Frye, although he tries to
leave formalism of “New Criticism”, and likely asserts
himself a mythological critic. In fact, | think that Frye only
adopt “Stand Back” theory to analyze overall form and
structure (comparing with the partial form of “New Criti-
cism’). No matter how far the structural analysis of Frye
differs from the formalism of “New Criticism”, he cares
more about description and argumentation, instead of
reason-retrieving evaluation of emotion expression.

My criticism style of “cold abstract” may also be de-
scribed as description of “pure object”, traditional critical
methods tend to deeply analyze so-called “connotation”
and “subject” of the writer and criticize the descriptions
on objects, and the explanations of skills completely
serve for this topic. In fact, all of them are imposed on
critic objects by critics. Material works are “personal-
ized". “Cold abstract” excludes the subjective intentions
of the writer, does not express any inclination or con-
notation, and also does not express the relationship be-
tween object and the external world, but only objectively
describe material and color of objects instead. Poetic
flavor of style and strokes vigor of emotion fade out, just
as the words in Bomber of Len Deihton.

Appendix Il: Combination of Black and White,
Paramount & Supreme — Yongping Huang,
Huang’s Artwork Black & White & |

Composition No. 1

Westerners regard red, yellow and blue as primary
colors in scientific view; Chinese sages regard black
and white as the origin of colors with god’s eyes. Black
means Yang while white means Yin, Yin and Yang run to
create all manifestations of nature.

Xia serves as black while Shang serves as white — the
origin of clans.
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Male is regarded as black, while female is regarded as
white— the origin of life.

Black and white are extreme colors and the fundamental
tone of Chinese nation shades. In China, pandas and
magpies, calligraphy originally created by Chinese
offspring, and Go chess are endowed with the beauty

of black and white. Religious worship, cultural traditions
as well as honest, kind and frank natures of the Chinese
nation are all without exception related to the black and
white.

As Tao Te Ching (Moral) of Laozi says: “This sameness
is the mystery, mystery within mystery; the door to all
marvels.” Mystery and black mean the same in Chinese,
therefore says: This sameness is black, black within
black; the door to all marvels; it is Tao. Mystery and
black are the color appearance of Tao.

Black

Abstruse, solemn, mysterious, infinite, ghostly, faint,
profound, calm, and prudent.

Mahavairocana Sutra says: “White is Bodhi’s heart.”
White is Bodhi's appearance.

White
Clean, simple, delicate, bright, distant, serene, exten-
sive, brisk, and spaciousness.

Unification of black and white is the wisdom of nature;
combination of black and white is paramount and
supreme; simplicity summarizes complexity with different
colors; they impact, melt, blend and turn to “no extreme”.
Silence vanishes quietness, empty and white; have noth-
ing but everything. Black is the beginning of white, white
is the continuance of black, black and white, with black,
without black, without white, or with white.

White can be regarded as black. Thick ink is black, while
light ink is white, thinness is white, and dense is black;
space with ink is black and space without ink is also
black; space with ink is the picture and the space without
ink is subtle; capability is real and interest is unreal;
black with white, real in unreal, and real is unrealized.

Yanzhenqing’s calligraphy, externally tight and internally
loose, strokes are both begin and end for each other, the
independence of black agrees with its cohesion;

Zhaoji's “Slender Gold” Calligraphy is internally tight and
externally loose, the ink scatters from the black in the
center to the white at all sides, which is unconsciously
combined into the divergence of white.
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The beauty of black and white has been the most
fundamental elements of Chinese culture and art, and
has been the ultimate destination of our national culture
and art.

Westerners hadn't endowed black and white with
mystery ill the recent century. Klein and Pollock are
outstanding examples. One day, in front of Mona Lisa
with Moustache, a masterpiece of Marcel Duchamp.
Appreciator: Why is there moustache on Mona Lisa's
lip?

Critic: flesh white needs deep black.

Narrator: It is added by Dail.

Appreciator: But Mona Lisa is a woman indeed!

Critic: Cause Dail is a man.

Males considered as black, while female considered as
white, strong black and gentle white.

When a man is burnt into white and a woman is rubbed
into black: bitter, ecstatic, tired, struggling, mournful,
pleasant, resentful, meditative, numb, yearning, crazy
and drunk.... Black and white after a rain is oppressive.

Women without black are flowing water and instanta-
neous light; Men without white are cinders and closed
black holes. Men usually make confession, but are in
silent for most of time, black is the best evidence of si-
lence and fortitude; women are sometimes in silent, but
are confessional for most of time, white is the persistent
root of pursuit and comprehension.

Perhaps, men can obtain white in their dreams; maybe,
wakening women can make them blacker.

Everything can turn to black, everything can be dyed
into white; everything is the white paper splashed with
ink, everything is just like a practical black table; there
is instant flash in all the dark nights, and all white lights
can be condensed into black.

There is no life without black; life always associates with
white; and there still have eternal black and white even
without life.

Composition No. 2

“Omission” it is extremely difficult to be translated into
English as the all article is formed, piled up and over-
lapped by famous Chinese and Western artists’ names
and their art styles.

Wrote In Changsha, China on May 1987
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