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上海。经过两年多的筹备，喻红的最新个展“娑婆之境”于 3月 8日在龙美

术馆（西岸馆）开幕。作为对于喻红迄今为止 30 年创作生涯的系统性梳理

和进一步探究，本次展览以四个章节的形式，共展出了约 80 件艺术家不同

时期的作品。作为对于历史的衔接和回应，喻红从过往的多个系列中撷取素

材，为本次展览全新创作了 10 幅人物肖像。除此之外，展览还展出了包括

最新创作的大尺幅三联绘画《天上人间》（2018）、《新世纪》（2017）、《愚公

还在移山》（2017）等绘画和最新 VR作品《半百》。 

 

与喻红在上海进入“娑婆之境”：目击中国 30 年社会变革与一代女性

的个人成长 
 

“喻红：娑婆之境 ”展览现场，摄影：苏杭，龙美术馆（西岸馆），2019 年  
 



 
 
 

对于生于 1966年、自 1988年起就

活跃在中国当代艺术领域的喻红来

说，她的人生际遇和创作生涯几乎

在每一个时间节点上都与当代中国

的发展紧密契合。正如本次展览的

策展人杰罗姆·桑斯（Jérôme Sans）

所说，喻红“在某种形式上，是中国

快速变革的社会的目击者，是中国

女性角色发展过程中重要的角色”。 

 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

艺术家喻红，照片由艺术家工作室提供  

“喻红：娑婆之境 ”展览现场，摄影：苏杭，龙美术馆（西岸馆），2019 年  



 

“娑婆之境 ”的众生纪录 	

展览名称“娑婆之境”原取自佛教经典，本有众生在大千世界中堪于忍受痛苦

和烦恼之意。但是在策展人桑斯看来，这一佛教术语的含义在喻红的画笔

之下得到了更为广袤的延伸。桑斯在接受《艺术新闻/中文版》的专访时

说：“喻红的作品并非宗教的展现，而是人生哲学的化身，是一名艺术家和

一位女性的人生在各个方面交叠的呈现。”喻红的创作受到多种宗教艺术和

文化的影响，但无论是佛教，还是来自西方的基督教艺术，每一种影响在

喻红的笔下都是均衡的。在桑斯看来，这也是喻红“极其具有当代性的地

方”。他说：“喻红生长在一个无神的环境中。她的作品总是包含最普世的含

义。因此我们将展览名称向着更普世的方向进行了诠释。” 

 

展览的第一部分“重生之时”以展示喻红为此次展览最新创作的四幅大型寓言

绘画为线索，最终汇聚在艺术家关于“人性”的讨论上。观众步入美术馆的一

层展厅之后，将首先在视线左侧看到《新世纪》（2017）这幅大尺幅的横

向作品。在《新世纪》中，喻红对于 “上帝创造亚当”的场面所进行的重新

演绎和头戴动物头骨面具的人形在瞬间的视觉体验上具有明显的宗教意

味。然而当观众进一步观察，便会逐渐注意到画面中不断浮现的诸多细

节，譬如“上帝”身后的女摄影师、蒙在“亚当”脸上的饮用水瓶、蹲在“亚当”

旁边戴着口罩、拿着相机拍照的男人和身后的小女孩——一幅宗教与世俗

的交融和共存呈现在观众眼前。这种融合的混合状态同样存在于展览第一



部分的其他作品中。 

 

《愚公还在移山》（2017）展现了一幅恰如中国古代寓言《愚公移山》中

众人推山的情景，但是一旦稍加注意，观众便会注意到人群中与巨石抗争

的“西西弗斯”等异于他人的形象。“同样的事情有不同的处理方式，有些人

在推山，有的人在爬山，有的人山顶观景，还有西西弗斯一直在往山上推

巨石，这样的状态可能会让这个世界变得越来越混乱，越来越不确定”，喻

红说，“这个世界的变化和动荡就是它的本来面目，不会更好也不会更坏，

它就一直这样下去”。这种同一情境下不同人物的行为虽然看似混乱，但却

是我们所处的世界当下的本来面目。 

 

 
 
 
 
 
 
 
 
 
 
 
 
 

喻红，《新世纪》，布面丙烯，2017 年  
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

喻红，《天上人间》，布面丙烯，2018	

	



创作于 2018年的《天上人间》是一幅纵向的三联大尺幅绘画。与常见的

横向三联画不同，《天上人间》分为上、中、下三个部分，而观众在观看

时，也需要分别以仰视、平视和俯视的视角观看。上、中、下三部分的画

面中依次描绘了在云端、在空中和在海面冰川上的人物形象，正如喻红所

说，是“把这种既真实又超现实的空间跟现实中的人结合在一起”。与《新

世纪》相对的《云端》则仿佛是一幅以上帝视角对于世间万象的审视，画

面中间部分燃烧的火焰又好像将观众拉入炼狱。 

 

对于此次展览中多次出现的宗教元素，喻红在接受《艺术新闻/中文版》的

专访时指出，自己并没有对宗教上升至信仰层面，反而还是对宗教艺术及

其创造并置身其中的场域更加感兴趣。“我觉得宗教绘画最有意思的是它是

在一个场域当中。它不是一张画或者一个雕塑。不管是过去最早的岩洞里

的壁画，或者是后来佛教的洞窑壁画，或是西方的教堂壁画，其实它都是

一个场域。就是说绘画不仅仅是一张画挂在墙上。绘画或者周围的东西都

是元素，是一个整体的东西”，喻红说。 

 
 
 
 
 
 
 
 
 
 
 
 
 

喻红，愚公还在移山，布面丙烯，2017	

	

	
 



陷入虚拟世界的 “半百 ”回望  

喻红对于“场域性”的兴趣也延伸到了展览第三部分的 VR作品《半百》

（2018）中。她在采访中说：“VR 跟我对绘画场域性的兴趣有关系。因为

你戴上那些（VR）设备，就直接被丢进一个场域里。这不像绘画，你进一

个洞窟有一个过程。也许你心不在焉，或许你根本就没有进入，但是 VR

就强迫你必须进入。”2018年间，喻红绘制了一系列共 24幅绘画，以线性

方式记录了一名婴儿从呱呱坠地到年过半百的人生历程。除了对于个人经

验的记录，其中，对于红色娘子军的芭蕾舞、折纸花的女孩、毛主席逝世

等场景的描绘为观众提供了清晰的时间线索和时代背景，将个人经历和中

国现当代的社会变革融为一体。 

而在这一系列的最后两幅作品中，我们发现，手拿镜子的女性正是喻红自

己。喻红以这一系列绘画作为全新 VR作品的基础，在技术团队的支持下

创作了全新的 VR作品，将平面绘画转化为沉浸式的环境，配上来自相应

年代的歌曲，带领观众快速体验艺术家半百的人生。值得一提的是，美术

馆的工作人员会在观众观看作品之前为观众拍摄一张照片，这张照片也会

变成每一位观众观看这部 VR作品独一无二的体验。对于喻红而言，由绘

画改编成 VR的《半百》实际上和绘画的起源有着紧密的联系。正如桑斯

所指出的：“艺术在诞生之时就是在一种沉浸且特别的环境下出现的。（喻

红）希望回到由绘画所营造的氛围中去，重新深入塑造观众对于现实的体

验。” 



值得一提的是，《半百》和喻红 2017 年的 VR 作品《她曾经来过》在制作

方式上可谓截然不同。在《她曾经来过》中，喻红在设计团队的协助下先

搭建了虚拟现实的场景，然后再在上面绘画；在《半百》中，这一系列 24

幅画作则是 VR影像的创作基础元素。对于一向以架上绘画为人熟知的喻

红来说，近年来在新型媒介突破背后的原因或许让很多人感到好奇。 

 

 
 
 
 

在策展人桑斯看来，喻红在 VR领域的尝试为这个从传统架上绘画走出的

艺术家塑造更加丰满的形象。他指出：“喻红最为人熟知的身份是一名画

家，绘画是她的艺术创作中的重要元素，也是横跨所有当代艺术创作的媒

介。她是一名画家，也是一名摄影师、影像记录者或多媒体艺术家。艺术

领域总是试图通过削弱一个人的特质将其锁定在某种单独的媒介中，而这

次展览就试图向观众全方位展示喻红的艺术创作。” 

 

而喻红在展览开幕当天进行的讲座中表示：“我觉得媒体和媒介都不重要，

（左）喻红，《半百 	 No.16》，布面丙烯，2018	

（右）喻红《她曾经来过》2017	 年 	 	

©喻红和科拉当代，图片提供：艺术家和科拉当代 	

	

	
 



任何媒体都有新的时候，也有旧的时候，关键是这个东西是不是适合你，

（是不是）成为你一个有力的表达（手段），这是比较重要的。30年来，

我都希望让绘画更有意思，我一直相信绘画是非常有力量的，因为绘画是

平等的，这是人的本能，小孩拿起笔就会画画，绘画不可能消失，关键是

我们是否能够用绘画表达新的东西。” 

 

 
“小个人 ”和 “大时代 ”	

1990年代起，喻红开始以年为计量单位，通过绘画记录该年的某一件重要

新闻或者生活事件，时间跨度涵盖了自出生起迄今为止的每一年。同时，

喻红还在当时创作了以身边女性为素材的“她”系列，其中不乏艺术家肖鲁、

曾登上《时代周刊》封面的“80 后作家”春树等人。而在此次全新创作的十

幅肖像中，喻红选取了包括肖鲁、春树、姜杰等人为他们再次进行画像，

与早先的肖像并置展出，形成照应，以这一持续性的线索串联起 30年的创

作和人生历程 。 

 

“我的艺术方法是一个不自觉的成长过程，大学毕业以后画了一些年轻的

女性同学肖像，其实就是关于个人的青春焦虑、困境”，喻红在展览开幕当

日的讲座中分享道。在这种“不自觉的成长过程”中，喻红逐渐发觉了自

己对于时间力量的兴趣。“我一直觉得时间是一个特别让人敬畏的东西，时

间真的可以改变一切，可以无中生有，可以有中生无。”而早在十年前就为



喻红策展的桑斯看来，喻红 30年间的发展历程在某种程度上恰似一名观念

艺术家：“她的作品有着极为清晰的结构......以一种无法言喻的方式随着时

间发展，就像自然一样，在缓慢和迭代中保持持久的激荡。 

 
 
 
 
 
 

 
 
 

喻红，《她——艺术家》，布面丙烯、照片，绘画：150x300 厘米，照片：150x68 厘米，2005 年  

喻红，《河南画报》1995 年第 51 页 	 失业妇女求职登记，1995 年喻红 29 岁和女儿在家中，1995

年刘娃 1 岁和妈妈在北京郊区，布面丙烯，报纸：72	x	100	cm；绘画：100	x	100	cm；绘画：100	

x	100	cm，2001 年  



展览第四部分“目击成长”位于美术馆二层展厅中，从观众角度来看，这项

持续多年的系列创作或许是中国甚至世界近 50年来社会发展的缩影。诚然，

喻红在每年创作一幅自画像的同时，亦会选取一则当年的新闻大事进行并列

呈现。例如，1967年，喻红在画面中再现了 1岁的自己和姥姥在西安的情

景，而同年选取的新闻事件则是“《人民画报》1967年第 8期第 17页革命

样板戏《红灯记》”这则报道，同样的，喻红重现了 1973年 7岁时在北航南

操场的场景，同年选取的新闻报道是《人民画报》对“两种社会、两种生活”

的报道。在喻红看来，自画像和社会、世界新闻并置呈现的意义远超过记录，

是对“小个人”和“大时代”关系的讨论。当女儿刘娃在 1994年出生之后，

艺术家喻红同时也成为了一名母亲。 

 

身份的延伸让喻红更多地思索个人成长和发展的本质。喻红说：“从《目击

成长》开始关注社会和历史的时候，就是因为年龄的增长、自己有了孩子

之后，去回顾自己的成长历史，（去思考）我们是如何被家庭、被社会、被

世界塑造的。每一个孩子出生的时候都是很可爱的，我们的生活环境、我

们的时代、地域、文化给了这个孩子很多重要的东西。她可以自己去塑造

自己，陷入到这个时代当中。我的作品基本的讨论就是小个人和大时代的

关系。” 

 

展览中还呈现了喻红在准备此次全新的肖像绘画时对友人们的访谈录像。

当录像中的受访对象对着镜头娓娓道来时，虽然喻红并未入镜，但是观众

却无法忽略这位观察者的在场。“我的创作其实大多数都是关于人的，我最

关心的其实是人性，人在这个世界上的状态，”喻红说，“作为一个画家，



我觉得我的工作就是观察这个世界。虽然我也生活在这个现实世界、娑婆

世界当中，但（我也）尽量保持一个距离去观察......我觉得作为一个艺术家

就是观察世界。” 

（采访、撰文/Laura	Xue） 	
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Yu Hong‘s Garden of Dreams 

喻红的一场游园惊梦 
文 Article > 王 蕊 Wang Rui ；图 Pictures > 中央美术学院美术馆 CAFA Art Museum 

 

 
 

艺术家喻红个展《游园惊梦》在中央美术学院美术馆开幕，展览由中央美术学

院院长范迪安策展，展出了艺术家近两年创作的19件架上绘画作品，及远赴捷

克创作的3件玻璃雕塑作品。展览以多重维度观看和理解世界的方式展览，喻红

以精湛的写实画风并置、拼贴相异时空的场景和人物——横跨了古代与现代、

西方与东方、梦境与真实。新个展距离喻红第一次在中央美术学院美术馆参加

群展已经相隔26年，此次以个展形式重返，喻红的思考几经变化，艺术创作进

入更加熟稔的阶段。 
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喻红，《十字舟》（Crossed Boat）, 2016，布面丙烯，140 x 150 cm 



 



 
 
 

喻红，《金属的声音》（The Sound of Metal），2016，布面丙烯，200 x 200 cm 
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Yu Hong:  

Formal Twist 
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By Xenia Piëch 

 
 

 
 
 
 
 
 
 



 



 
 
 
Art China 
April 2009 



 



 



 
 
 
Morden Weekly 
09 May 2009 
 

 
 
 
!"#$%&'()*+,--%./0(12345678%9:;<(=>;?

@)ABCDEFGHI%JKLMNKOPQRST=UVCWX

X

Y) Z[\] ;<^_`abcdAefg%WhiEjg%klmnop)qr

Cs(tu3Wvwxyz{|}(~��%d��W���������(�����

Y����W�C����)56���%2(���2��� ¡o�¢£o¤¥(¦

d§¨©%��WX

X

��o:�ª(tumn{«J¬,_�Wi¨3®{«¯°(±²³N´µ3(

2)¶·¸¹a%&'ºO%9»¼½¾¿ÀÁ*ÂÃW 
 
 
 
 



 
 
 
ÄÅÆÇÈ3(tuÉ�£�ª(ÊËdo:®Ì%ÍÎW2ÏÐÏÑ�¡Ò�

�(ÓÔ�Õ56ÖY×§¨WØYÂ¥ÙÚÛÜÝ4�Þ(²2µ3(��Ûd3ß(

h��dàáâãä%åæçèWsX²_é%Âêë²ì)%íî(ïïÊËh�s%

ðñ*Âò(³dó{híî78sôôiõ)J�ö÷ø%ù�ú�}ûüo(¦dY

ý?þ2o�%ú�WX

X

Ø Z[[[ ;Õ ÿ]]\ ;(!["|³2à#$%%��&('! "(<F)*+(Ëô;�

,-(²*Cøì)÷öOW®½¾(i./��%501%�(23(�./242#

$ôô45¢d�åæ6Å%:7³89:;M%oEkl(<iEkl(d=>%WX

X

?@tu563%(hÓ²~1O=>�:%ABCjDWs�EdF*MGH<



¸IJKº<�%¸aLKº(M4dF*NOPQRS�¸TUºV�%W<XY(2

ZYØM[ì9«\³~]^�:%_~W(<):(±|³�`%abëcd%efg

db(bh�)0ÍW̧ IJKºi¾åæ%dH<%jklm(±0æ%d~1W3³

¸TUº(hnEÓz{opPQqr(s¾t,®_~(Ót,9=Ó�%ìu�vz

§¨�w(V0æ%|³~%xyz{|do©%W)Ó%�O(~ZdMGW}ìuW

M%~v(i«~Z~Co�®�%U')�0�W�uidW}%xyì�(Ót,~

)È�o:®�í%kl(Ì�¢{o��(z{����¢Y�0�W{%~�}µ

(Ê�}µ%~ÊY�0é%~Ö��WsX

X

Ó�tu~�®��¢×o¤¥%Ctd�©%(d�{��_(23¡hÓ��,

�v��,«Ws{_�Ô�%(�(±�d����(<d���¦�§¨Wh���

:�è%~�Z9®�w(W�):�(¾<g�)ú�0� Ì%(�(¡¢à£¤Û

d¥¾%WsW�v¦:(ú�Û9¦:(§¨©ª«¬X®¯ª°{§¨F%ÊY1°45i�d

2Ú±��%²�WX

X

!

"#$%&'(!

X

iõ÷ø%³´�ëµ¶�F}ûmnØ·

w0¿m¸ioú�ù¹W�µd�9{

¿º·w0%F»¼°X

XXXX²W½³´µú�ÙÚ³ ¾;�(í�

÷ø%d¿F¿7À%o«(Á�Â�0Ã

�®ºÄÅWµ¶ú�ÙÚ,¿Æ(Óop

®ÇÈMG0ï%%�ÉÊ(�@MGËÌ

�d½ËµÍÎÏ%(Ctdh�Ð�s(

ÑÒÓÔ%kl(<Õ�gdh���sW

±Ö³Óop×ØBÉ%�QÙ(VË®8

oè(dOÓÚ)»¼d�YÛMG0ï%

�àÓ56Ü8%ÉñÝÅ4µWÓ¼_Þ

ßëàßáDE·â(¿Ð[ìµ¶do:

ã²äÅ%ÉñWÓop²·â®{jD(

���N"%ßåÕ�u)æçèÐéW±

ê��ë°ÓopdþC�v(�ÕìÛd

ìWX

X

¸aLKº13Û�{í;(dWi¨

îN%ú�(ïCØp<µ°X

XXXXð¿\Y%ÝñdMGH<Õ�¸IJ

Kº(Ó0�(ÛòóÇÈi"�(±Ö³

Z[\] ;<ôBÉDEJ�HI%·õ(²Å

öµ3òóF÷(¿ÔøùVú:1%z

{WÐµ�ûüÔéøù56�?ÇÈ%A

BWX



X

ÄÅÆ�Yõ÷ýþFÿ!o"¸¹aüÐº(Ö{o" ÿ]Ò#%$+¸Ó%%&'

uº(ÊË((_)*°�Y~%|Cd�©°X

XXXXÅÆopÔ+¸¹a%&'ºÐå%¥,(Á�d�%-#�.(VËiõ/÷ýü

0þ+��®1jWN2+ 3:º45(Ó6�7�+§¨(8?Ó{§¨¥Û>�

�(�Û9C+W+'Ó�Ð:C_%(�Û Z;;�%<%o"Òàì)ÿ)o4()

=>MþFùø?ê=`a@4W̧ Ó%%&'uºÛdÂòÓ%�,78àú�kl

5WX

X

|³�%®ºA�MZ{h#1��ªs%BC(�@p�Di:E°#1%BC)��

Md�*_ÒFÍ°X

XXXXh#1��ªs)BÉdÈ�ô:GH%(2Io«J)FK#1Lt%ú�M

7WMG_é�op{Nº#1��ª)Oäú�(i:E0ÕMGÐÛ*67oEhP

Qs9©%ABW�Mo«��ª®�ÇÈ)��ªR/,So:TUh#s%iE1ó

V-(±WoQX®ÇÈFÍ#1%iEòY1(Ì�òËZ�Àm%Ws[Ó%:~È

\µ�(Ö³Ód#1(VË)�]^45²op¥,%-_Éñ0ôV`{#1%a

^(±Ó�ÇÈhùbsiQ3Ê(oc7�ddhùbsÛ:,ef(Ì�Û�J)�

ð%ÊY1Wgh(h#1%�is��jjd#1%�iWX

X

±�%�&MË#1�ùa%�®ºWX

XXXXd%(±)Ó�&M%#1ð�Nº�dh*�s%ð�W®ºk1��#1(±9

dh*�s(Ó�\Y0doEh5-s(�9��RÏ{lm�nøi:©'W�ú�

%ïCµ5x>~op�v(±)EEhopsMq�ì«ABYýr_�°å�Zd�

vMst%&pì�(±u�d~�MNº_~%AB(�@�`%Ê�ë$v=abë

cd%efWX

X

i«;%ú��wM(ìoè¿x¦y1°X

XXXX3Õ¦y(ÊYdhíî78sWz(¿8(<h)ÙÚú��%Ì{;Zop)H

|WØ Z[[[ ;�Õì)(<hÖ9}r�(~¦d��o�%ú�WþFé?�.h}

r?þ56%�`78(i²Óµ3®þ�WX

X

)9:;<��£���~¦��%5°X

XXXX²(9(�z§¨��(�z{9¨º��Q%0ñ�VWÌ)9(²vw%Ã�z

{9¨1(���(�:¶�56Y}:å�Û:1j%(Nªã²Z,�«(z9¨º

í%Wì)%`;����æº(Ì�Ú�ºN%�'(ºÌ%����CdE)^%

7�WY��}µ��d��jDW��i:AB5(�0é:Ì%(_)u�0®e

f(@��dòóÇÈÛ®���}éW����©%��°Ô_»¼Ò�u�%åìç

Ê*°~¦d��~1_~%�&5W�uàç��dÓop��Ü8%çè(�®�Å

Ó%åæÉñWÓ%GH\Y0��7¸(Zd~Ci:GHo��R[÷WX

X

((¸¹a%&'º5({«~z�_�%�g�_�Í%i"¶·WÄÅÆ%i"-#

�+%Ûd�à ÅA%¡¥(��¢~üdd@pÅ�àã£·õ%°X

XXXXÓ�ZdJKLM%w�(o4Ã)®Å%o:K'OW) Z[\] ;<ô9:jg%

;<(Ó�ÊË¤T)o4(STDED©%AB(<hiEjg%klmnop)qr



CWÐµÅÆé¶·�K(ÓàÅAOM¥JK(±opd®Ì%¦§W�Ô+¶·

99$z{ì)9¨º¨�(®�©ª«(�¬�4§¨m(ÅÆÛ3¡9Û��®µ

5WÓW¾¯°�±§¨'åÍ(¯°ÛdYÏÍø5(Ûd56%klWX

X

�à ÅA)ú�²³0Ì�{«ã´°X

XXXXÓ�{Qm%78È�(VËµJàz{|/p×´(®º¥�½¶·¸Z��²É

ÔÊWÐµÓ�[ì®º��ª�¹R)º»��(Óò¼½(d�dº»,æ¾°X

X

ì)d�_ÔM%�vkl*°�£�ª9£§¨°X

XXXXì)®�¿(Y£56ÇÈ%¥WÓopt,�v¿Ì%kldÀo�(ÚÁÂ89

ó[÷,9¨ÃW�£�ªÄÄ�Ô�øµ(ÓÒ����9×ó%WX

X

���ªÅw(BÆÇÈ%BC(�%Q�l^dÉX

XXXX�J�%ÊµÊº.���CÌ%��ªÊµÊºW�@)ËºÌ(<(N"Ò~¢

Y)ÍÎ4dÏdÐÑÒ901ÕÓÔ(��ì)(ÓÔÕ�Ö×ZY1ÕW�:~ZY

)Ø© ÙÚWÛ(±���Ci:(<%ÓÔª�9:(�º4¿øÏWX

XXXXQ�0(ÒÂY�(¿þ�dÜ«��øùÕ56ôô[ì56�dÃ��Y%WÆ

ùCÉÝ%Þ09{®º��µù(:÷o:×o:(±¢Ã��o©%ABW$ß¢à

;áÊËØÕ|â(±ËÐÃ�ã�4¦ä(ÛÃ�åæà0çW®º~dz{09é

¦:WX

X

è{�Ø¥��%;é~o«êâ°X

XXXXëì,[5á�RÇÈW���%~ÊµÊº(±�?ÇÈ��%®ÊY�ºW,�

56¡)ðzè�`µ�í%(�d�Öî�}r�°W�(l^òóþ�WW<��®

N)^0ï%dðñW��úF(,��Ë�{z~½_WMGi¾ì)ðñ[æ(±Y

�Õ²�%09Á�Öd¾WVËÓÈpòóÓ%��ºøG��WX

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
Leap 
17 November 2011 

	
	
	
	

凝视天空	
The	Sky	Above	

	
 

文/Text: 皮力/Pi Li 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

从 1990年代开始，喻红画面的主题就处于一种超稳定的状态。她始终将

绘画的触角伸向那些身边的密友、家人和自身；她恪守着自己谨慎的本

分，用自身和周遭的关系来定义自身。显然她不属于那种看世间沧海桑田

得出自己结论，然后轻而易举修正自己结论的艺术家。喻红笔下的各种人

物其实都是她经过和自己比对后的结论，是对自己和自己描绘对象与环境

双重思量。在那些夸张、传神的造型背后有着一种穿透了女性忧伤的理性

力量。但在艺术生产与传播频率越来越快的今天，这种适合凝视的理性力

喻红最近展出了她金色背景的天顶画，长期关注喻

红创作轨迹的皮力撰文细述世代、理想和风格。 

《初学者》，1990 年 布面油画，167.5x167.3 厘米 



量很容易被喧嚣淹没。人在这种潮流中,往往会被裹挟着前进。和超稳定的

图式与理性力量相比，喻红倒是不断在尝试从丝绸到硅橡胶，从绘画到实

物的各种媒介，试图用某种克制而客气方式提示人们对其理性力量的凝

视。 

 

从这个角度来看，由四件油画作品构成的“金色天景”则可以被看作是过往温

文尔雅尝试的一次暂停和休止。喻红使用了“程式化”的语言，她将那些日常

生活中的人和新闻事件按照宗教天顶画的方式组合在一起，并且匹配上古

老的宗教含义，程式化并不是简化，而是理性力量的一种提炼，或者对现

实生活的片刻怀疑；而或许是已经明了在现实生活中艺术的领地已经不

多，如同在美术馆的墙面和地面上已经不可能发生什么新奇的事物，喻红

将自己的作品，如同借用的宗教母题一样，高悬在了一个我们无法企及的

空中。这种“在空中”的姿态是一直存在于她体内的一种气质，只是这次它坚

决而明确地成为了作品的空间表述。 

 

对于一个钟爱绘画，并且有着特殊绘画气质的艺术家而言，“在空中”也赋予

了喻红无限的绘画乐趣，在狭小的工作室地面上，她研究向天空仰望的技

术，研究如何用画笔划过画布，让现实中沉重的肉身飞翔。而在这个过程

中她似乎也可以在片刻之间飞翔。和这些天顶画产生的原始情境不同，它

的精妙之处不是在想象一个天国，而是试图将繁荣而残缺的世间提升成一

个“天国”，从而发出自己的疑问。它们完成在地面上，然后悬挂在空中，这

无疑是一个富有意味的隐喻。 

 

当这些对现实的描绘出现在金色天空中时，我们身处的现实便被狠狠地砸



在了地面。通过单纯的绘画方式和明了的空间语言，喻红用最简洁的方式

使自己超逾了现实和艺术语言的喧嚣，并将自己隐身在金色之中。而现实

在天井中被现实“围观”。如果我们了解她 20年的创作历程，我们必将感觉

到这种凌空飞跃的空间语言并非一次伟大的“表演”，而是一次伟大的“拒

绝”。她拒绝了现实以及和现实的期待握手言和，而是选择了超越。然而所

有的飞翔都并非永恒，我们也期待着飞翔过后的喻红。 

 
 
 

 
 
 
 
 
 
 

(左)金色天景 2010 年，展览现场 摄影：唐萱  

图片提供：尤伦斯当代艺术中心 

（右）《生存技巧》 2010 年，丝绸、纺织颜料 600 x 114 厘米 
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喻红《素手》2013	 布画丙烯 	 190cm×110cm×3 



 
 
 

 
 
 
 
 
 

喻红《蚊帐》2013	 布画丙烯 	 190cm×110cm×3 



 
 
 



 



 

 
 
 
 
 
 
 
 
 
 
 

喻红《迷夜》2013	 布画丙烯 	 190cm×110cm×3 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

喻红《记忆盒》2013	 布画丙烯 	 190cm×110cm×3 
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everal years ago, artist Yu Hong 
came across an abandoned 
garden in a Beijing suburb. She 
walked through it and saw many 

nearly complete concrete pavilions built 
in traditional Chinese style and lotus 
blooming in a pool. 
"It was a sunny day, and the blue sky 
and white clouds were reflected in the 
water. The flourishing lotus formed a 
sharp contrast with the pavilions that 
were in bad shape. The scene looked so 

beautiful," recalls the 50-year-old 
painter, who is also a professor at the 
Central Academy of Fine Arts. 
 
The beauty of the garden inspired Yu to 
paint A Garden of Dreams last year, an 
oil work on canvas in which she 
reproduced the scene in the garden: blue 
sky, a pavilion, the pool and the lotus 
bloom. And she juxtaposed with the 
scene incidents and stories from the past 
and present, East and West, including 

S 



plane crashes, explosions, child refugees 
and ancient Chinese fables, through 

which viewers can feel a mixture of 
reality and fantasy. 
 



The huge painting, almost 10 meters in 
width, is now the centerpiece of her 
exhibition of the same title. 
 
The display at CAFA's Art Museum 
includes 19 oil paintings and three glass 
sculptures. 
The title, A Garden of Dreams, or 
Youyuan Jingmeng in Chinese, is 
borrowed from the Chinese Kunqu 
Opera classic The Peony Pavilion, or 
Mudan Ting, which is based on the work 
of Ming Dynasty (1368-1644) 
playwright Tang Xianzu. 
 
The original play is based on a romantic 
encounter between an official's daughter, 
Du Liniang, and a young scholar, Liu 
Mengmei. 
 
But what Yu communicates through her 
painting is unrelated to the plot. 
 
She says the phrase "youyuan jingmeng 
(walking in the garden and having an 
interrupted dream)" is to show that when 
one takes a stroll, one is bound to 
encounter unexpected, surprising things. 
 
In the painting, she portrays the well-
known Chinese fable "mangren 
moxiang", or blind people touching an 
elephant. 
 
The story is about how a group of blind 
people try to visualize what an elephant 
looks like by touching it and how they 
have arguments about their conclusions 
as their perceptions differ. 
Her portrayal satirizes those who believe 
that they can see the whole issue in a 
given situation when they are aware 
only about a part of the issue. 
 

Yu reinterprets the fable in a modern 
context, saying: "Everybody believes 
they are smart enough to get the whole 
idea. However, we really know very 
little about what is going on, and it is 
likely that we often misjudge the 
situation." 
 
In her work, she also alludes to the 
global refugee crisis by painting babies 
placed in basins in grass, and among 
them is a refugee child lying on his back 
on a beach. This is a reference to the 
death of Turkish refugee child Alan 
Kurdi, who was found on a Turkish 
beach last September, which brought the 
Syrian refugee crisis to the attention of 
the world. 
 
Speaking about her work, Yu, who 
graduated from CAFA, says: "Living in 
today's world means we usually know 
what is happening far away through the 
media. The events may not seem directly 
relevant to us but they affect everyone. I 
hope to be able to portray this." 
 
Since the 1990s Yu has been focusing on 
the mental wellbeing of young artists. 
"I've discovered a lot of heartbreak 
among this group. Being sensitive, 
fragile, helpless and honest, they want 
respect and love but they are often 
misunderstood. These feelings become 
the subjects of my creations," she says. 
 
In the painting Shouzhu Daitu (Waiting 
for gain without pain), a young woman 
squats on the top of a cluster of traffic 
lights that are facing in different 
directions, showing how people get lost 
in the pursuit of gain. 
 



But Yu softens the scene with a poetic 
touch: She adds several willow twigs 
that stroke the woman's body. 
 
In her other paintings, she portrays girls 
who strike gymnastic poses against 
backgrounds like sheer cliffs. Through 
this, she tries to show the tension and 
feelings of crisis that these characters 
face. 
 
Zhan Jianjun, an oil painter and Yu's 
mentor when she was a student at 
CAFA, says her work reveals her keen, 
delicate observations and deep concerns 
for society, even as her skilled, 
expressive brushwork delights fans. 
Yu says that both the optimistic and 
pessimistic sides of society are reflected 
in her work. "The core of creation can't 
be taught. It is something one is born 
with or learns from life. 
 
"The world has changed fast. But if one 
is detached from the changes your work 
lacks depth," she says. 
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Capturing China's sweeping 
changes, one brush stroke at a time 
 
The sound of jackhammers reverberates through Yu Hong's Beijing studio. 
Outside, men in blue uniform -- shouting over the noise -- wheel piles of red 
bricks, while others help clear debris. 
 
The studio is located in the city's 798 Art District, a sprawling Mao-era factory 
that once produced military equipment used as far away as North Korea. 
Today it's a mix of galleries, art spaces, museums, cafes and trinket stores. 
"China has changed a lot in recent decades, including our surroundings. The 
constant change has had an enormous impact," said the 51-year-old artist, 
from her studio in Beijing, China. "People need to accept lots of new things 
every day and it's stressful. It causes a lot of anxiety, confusion, 
indecisiveness and depression." 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

"Cloud Layer" (2014) Credit: Yu Hong 



As an artist, Yu has spent much of her career focused on the subtle 
interactions between individuals and their surroundings. 
 
"Everyone I paint is very detailed, like real characters. But when grouped 
together, there's a sense of absurdity," Yu explained. 
 
"(This reflects) the absurdity of our world. We observe real people and real 
events each day. Some are connected and some are not. Some are strange. 
But they do exist in our lives. The world is both realistic and fantastical." 
There is also a degree of anonymity. Many of her characters are drawn from 
photographs found online. She prefers candid, unaware shots that offer 
"genuine" moments. 
 

 
 
 
Then, there are the characters she knows intimately. In her ongoing series 
"Witness to Growth," she produces a self-portrait each year and pairs it with a 
blown-up image of a news article that illustrates an important political event 
from the same year. 
 
One of the works from the series, depicting the year 1992, will show in the 
Guggenheim's extensive survey of Chinese contemporary art, opening this 
month. The portrait is from a still of Yu cutting her hair, taken from "The Days," 
the directorial debut of filmmaker Wang Xiaoshuai. (The film starred Yu Hong 
and her real-life husband, the artist Liu Xiaodong, as young married artists.) 
Accompanying the painting, is a newspaper image of Chinese leader Deng 
Xiaoping's Southern Tour of Guangdong Province, part of his reform and 
opening-up policy. 

"Lost in the Night" (2013) Credit: Yu Hong 



 
 
"By juxtaposing herself in this quotidian, everyday, lackadaisical moment of 
cutting her hair in her dormitory room, within this momentous event of the 
elder statesman of China unleashing a new era of economic reform that would 
transform China and the world, seemed like a very important threshold for 
what becomes the third section of our show (Capitalism, Urbanism and 
Realism)," explained Alexandra Munroe, the lead curator of the Guggenheim 
show. 

 



Since 1994, Yu has added a portrait of her daughter to the series each year. 
Yu said it was only after giving birth that she understood the full impact of 
being a mother and the different expectations and pressures placed on 
women and men. 
 
"Since my daughter's birth, I've been observing her growth. It suddenly 
occurred to me that a baby is like a white piece of paper. Her growth is 
influenced by family and society. Everything leaves a mark on her," Yu said. 
 
"She was born in the 1990s and I was born in the 1960s. We grew up in 
starkly different social backgrounds. Through looking at her, I look back at 
myself wondering how I grew up. We grow day by day without much careful 
self-examination." 
 
Watch the video above to hear more of Yu Hong's thoughts in her Beijing-
based studio. 
 
 

Momo Moussa and Jonas Schönstein, CNN contributed to this report. 
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Where the Wild Things Are: 
China’s Art Dreamers at the 

Guggenheim 
 

By JANE PERLEZ 
 

BEIJING — The signature work at “Art and China After 1989,” a highly 
anticipated show that takes over the Guggenheim on Oct. 6, is a simple table with 
a see-through dome shaped like the back of a tortoise. On the tabletop hundreds 
of insects and reptiles — gekkos, locusts, crickets, centipedes and cockroaches – 
mill about under the glow of an overhead lamp. 
 
During the three-month exhibition some creatures will be devoured; others may 
die of fatigue. The big ones will survive. From time to time, a New York City pet 
shop will replenish the menagerie with new bugs. 
 
In its strange way, the piece, called “Theater of the World,” created in 1993 by 
the conceptual artist Huang Yong Ping, perfectly captures the theme of the 
exhibition: China as a universe unto itself, forever evolving and changing into a 
new order. It also sums up a sense of oppression the artists felt from 1989 to 
2008, as they were making these works. 
Many of the more than 70 creators were born in China, yet like Mr. Huang — 
who fled the country in dismay after the 1989 crackdown on pro-democracy 
protesters on Tiananmen Square — they reject the label “Chinese.” One paradox: 
The artists appreciate the big splash on Fifth Avenue but express mixed feelings 
about a nation-themed show. Most consider themselves international artists who 
have contributed mightily to the global avant-garde art movement. 

“Whether artists are Chinese or French is not important,” said Mr. Huang, who 

lives and works outside Paris. “I think the duty of the artist is to deconstruct the 



concept of nationality. There is going to be a day when there is no concept of 
nationality.” 
 
The curators have selected nearly 150 pieces of sometimes shocking, often 
scruffy experimental art — video, installation, photography, performance — that 
questions authority, and uses animals (on screen) to highlight the violence of 
humankind. (“Theater of the World” caused a stir in Vancouver in 2007 when Mr. 
Huang included scorpions and tarantulas; he withdrew the piece from the show 
there rather than comply with requests to remove those particular creatures.) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The emphasis at the Guggenheim is on conceptual art. There are few oil 
paintings, and none of the flashy visages of big faces of the political pop school 
of the 1990s and early 2000s that fetched skyhigh prices at auction. 
 
“We felt the whole concept of contemporary Chinese art needed to be exploded,” 
said Alexandra Munroe, the lead curator. 
 
The chronology covers two distinct periods: the political repression after 
Tiananmen and the economic boom in the 2000s. In the aftermath of the protests, 
the government banned installation art. That provoked conceptual artists to stage 
furtive shows in anonymous apartments. Artists struggled. Many escaped abroad, 
came back, went out again. There were almost no galleries and little money to be 
made. 

Huang	Yong	Ping’s	“Theater	of	the	World,”	which	features	live	insects	and	reptiles. 	Credit:Huang	

Yong	Ping/Guggenheim	Abu	Dhabi 



 
By 2001, when China joined the World Trade Organization, opening its doors to 
the global economy, the government understood that art could be China’s calling 
card. Money poured into places like the China Academy of Art in Hangzhou. 
Commercial galleries popped up in Beijing and Shanghai. 
 
The 2008 Beijing Olympic Games were staged as China’s coming out party. 
Many artists dismissed the celebration, preferring to concentrate on government 
corruption and the demolition of charming old Beijing. But the Games did help 
to open the eyes of outsiders to China and its art scene. 
 
Soon after the opening at the Guggenheim, the Communist Party will hold its 
national congress in Beijing, a conclave set to anoint the current president, Xi 
Jinping, for a second term. The uninhibited avant-garde art at the Guggenheim 
will offer a jagged contrast to Mr. Xi’s stiff internet censorship, and repression of 
human rights that keeps some of China’s artists — including perhaps the best 
known, Ai Weiwei — from living and working in their homeland. 
 

 
 
 
 
 

Sun	Yuan	and	Peng	Yu’s	“Dogs	That	Cannot	Touch	Each	Other,”	a	seven-minute	video	with	eight	

American	pit	bulls	on	eight	treadmills.Credit . . .Galleria	Continua,	San	Gimignano,	Beijing,	Les	

Moulins,	Habana 



Only nine female artists appear in the show, a poor representation that the 
curators say they are acutely aware of. One of the nine, though, is Xiao Lu, who 
achieved notoriety when she fired a pellet gun at a sculpture at a Beijing 
exhibition in 1989. 
 
The few works by women is a reflection of the male-dominated government-run 
art academies of the period, Ms. Munroe said. The teachers were mostly men 
who wielded disproportionate influence with their power to dole out studio 
spaces, video equipment and paints. Most of the students were men. Now some 
classes are evenly split between men and women. 
 
“That source of livelihood was closed to a privileged few, and the few were men 
exclusively,” Ms. Munroe said. “The good news is that it has changed.” 
 
Some of the artists in Beijing and Hangzhou looked back at their work in the 
show, the atmosphere during those two decades and how they and the country 
have changed. 
 
 

Yu Hong 
When Yu Hong joined the Central Academy of Fine Arts in Beijing in 1984, she 
was 18 and the only woman among the dozen students in the entering class. It 
was after the upheaval of the Cultural Revolution, and the art schools were 
coming to life after years in the wilderness. 
 
Ms. Yu, now one of China’s most esteemed realist painters, was an instant star. 
One of the first assignments for her class was to draw Michelangelo’s David. Ms. 
Yu’s rendition won first prize. It is still shown to students more than 20 years 
later. 
Her oil painting in the Guggenheim show is entirely different. A self-portrait, the 
canvas shows Ms. Yu, a few years out of art school in the early 1990s, scissors in 
hand, snipping her own hair. 
The back story is intriguing. Ms. Yu, and her husband, Liu Xiaodong, also an 
artist, were acting in a low budget movie, called “The Days,” about the couple’s 
true-life story as impoverished art teachers in a backwater province in northeast 
China. One of the scenes included Ms. Yu cutting her own hair. The movie was 
too bleak for the government censors and has never been officially released in 
China. 
 
The self-portrait is part of a historical series she began in 1999 called “Witness to 
Growth,” in which she paints herself at the various stages of China’s economic 
growth, juxtaposed against a photograph of the period. 
 



 
 
 
 
 
 
The curators could have chosen a more dramatic work from Ms. Yu. A black and 
white self-portrait on the wall of her studio in Beijing shows Ms. Yu among the 
protesters near Tiananmen Square before the tanks rolled in. Adjacent to the canvas is 
a photograph of the crackdown’s aftermath. Dark smoke hangs over the square. The 
demonstrators’ tent city is demolished. Soldiers are on watch. 
 
But such photographs are banned in China. A display of the photo overseas would 
almost certainly draw protests from the Chinese government. 
 
 
 
 
 
 
 
 
 
 

	 Zhang	Peili ’s	video	“Water:	Standard	Version	from	the	‘Cihai’ 	Dictionary,”	1991,	depicts	the	

absurdity	of	the	state	broadcaster	never	reporting	Tiananmen	Square	protests.Credit . . .Zhang	

Peili/Guggenheim	Abu	Dhabi 
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A new exhibition at the Long Museum offers an opportunity to view the world through 
the eyes of Yu Hong, one of China’s most celebrated female artists, Lin Shujuan 
reports from Shanghai. 

 

 
Imagine this: you wake up and find yourself standing in front of a huge rock. There 
are others around you who have been trying to push the rock. Others are attempting to 
scale it. There are also those who, despite being atop the rock, are weary of the view 
they once desired so badly. 
 
These struggles are what Yu Hong, one of the most celebrated female artists in China, 
tries to depict in her solo exhibition which opened on March 9 and runs through May 
5 at the Long Museum (West Bund) in Shanghai. 
 



Featuring 74 of Yu's works, the exhibition is the artist's largest single showcase, 
according to Wang Wei, general director of the museum. 
 
"I thought I was already very familiar with Yu's art, but I was still stunned by the 
enormous energy she presents through the pieces in this show," says Wang, an ardent 
collector of the artist's works. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The exhibition's title The World of Saha means "the world to be endured". Yu said that 
it is a Buddhist expression, and of great importance on her journey of personal 
reflection, as it suggests that all those who suffer are prisoners of their own desires. 
 
For Yu, The World of Saha also reflects human resilience and the urge to live despite 
adversity. In the exhibition, Yu reconstructs personal, societal and historical memories 
through the media of photography and painting, tracing the history of China's last 30 
years. 
 
 

One	of	Yu	Hong's	works	on	show,	Half-Hundred	Mirrors	No	16.	[Photo	provided	to	China	Daily] 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
"As a painter, my job is to observe the world from a certain distance, even though I'm 
also part of the World of Saha," Yu says. "All the puzzles, distress and anxiety 
experienced in this world that I've observed permeates my work, through which you 
see a reflection of the world from my perspective." 
 
For example, in the aforementioned painting of a rock and the people around it - 
derived from an ancient Chinese fable of an old man determined to move the 
mountains that blocked the path in front of his house - Yu tries to depict the daily 
struggles in life which "can be a chaos full of anxiety". 
 
Painted on a canvas that measures about 9 meters wide by 5 meters high, the wall-
mounted art piece immediately captures the attention of visitors due to its sheer size. 
 
"It's like the reality you wake up to every morning," says Jerome Sans, curator of the 
exhibition. "You can't escape. You have a choice to make and then comes panic." 
 
 

Another	exhibited	work,	Half-Hundred	Mirrors	No	9.	[Photo	provided	to	China	Daily] 



 
 
 
It is to this effect that Sans, an art critic who has also served as artistic director for 
several influential art institutions around the world, has curated the exhibition. He said 
that his aim was to unfold Yu's 30-year artistic career like "a visual opera". 
 
Born in 1966 in Xi'an, Yu received training in realism painting at the China Central 
Academy of Art when she was 14. The core subject of her paintings has always been 
human nature and how we have progressed and coexisted in the world. Over the past 
three decades, she has created several renowned series of works which have been 
highlighted in the exhibition. 
 
Besides the rock-pushing painting, which is part of the Time of Rebirth series that was 
conceived especially for the exhibition, the showcase also features the Witness to 
Growth series in which Yu uses her own life and the birth of her daughter in 1994 as 
the foundation for the narrative. Launched in 1999, the series acts as a record of her 
life by pairing a photo from a news event in a particular year with an autobiographical 
painting of herself and her daughter, Liu Wa, that is based on photographs taken that 
year. 
 
Another series included in the show is Half-Hundred Mirrors, which in Chinese 
means "50 years old". It relies on virtual reality technology to showcase the birth and 
the growth of a girl, as well as the development of a group of kids from childhood to 
adulthood, representing the development and changes of the Chinese society. 
 
The exhibition also devotes a section to highlighting Yu's portraits. A total of 17 
portraits, 10 of which were specially created for the exhibition, show the change of 
the various subjects through the decades. 
 

Old	Man	Yu	Gong	Is	Still 	Moving	Away	Mountains.	[Photo	provided	to	China	Daily] 
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Wang Jie 
 
When a woman gets to 50, beauty and allure are often thought to drift away. 
Unable to accept this possibility, some are tortured. Some, more accepting, 
find a source of emotional release. Artist Yu Hong pours all her understanding 
of human nature into her art. 
 
As one of China’s most celebrated female artists, her solo exhibition “The 
World of Saha,” curated by Jerome Sans, is currently on display at the Long 
Museum West Bund. 
 



More than a retrospective, this exhibition is described as an “introspective” 
into her unique and wide-ranging vocabulary. 
 

“The World of Saha” is a Buddhist expression meaning the world to be 

endured. Those who suffer are to be considered prisoners of their own 
personal desires. 

According to Indian cosmology, the 
challenges of all living beings in 
current lives are determined by the 
acts in previous lives, which 
brought about their rebirth. 
 
Slim and elegant in a well-tailored 
suit, with her signature bobbed hair 
style, Yu believes that, in the eyes 
of many, she will always belong to 
the group of people “specially 
kissed by God.” 
 
Born in Xi’an in 1966, she began 
studying oil painting at the high 
school affiliated to the Central 
Academy of Fine Arts in Beijing at 
the age of 14 and went on to obtain 

a postgraduate degree from the academy in 1996. She married Liu Xiaodong, 
a classmate and acknowledged as one of China’s most talented artists. 
 
In one sense, on the outside, Yu truly did lead a comfortable life. But 
everyone’s inner-side is akin to a personal universe. The struggle and pain 
deep in her soul could only be reflected through her art. 
 
Stepping into the exhibition hall, visitors are immediately drawn to three 
gigantic canvases on the wall. The triptych “Heaven on Earth” (2018) depicts 
the ascent from the abyss of a glacier to a cloudy sky by a group of naked 
men and women frozen in enigmatic poses as if in search of something. The 
power and energy radiating from the canvas could be difficult to link to 
somewhat frail artist standing beside them. 
 

“I have prepared nearly two years for this exhibition,” Yu said. “Perhaps I will 

never hold a large-scale exhibition again.” 
 



The exhibition maps her world as a kind of visual opera in four acts: “Time of 
Rebirth,” her lifelong commitment to a series of “Portraits,” “Half-Hundred 
Mirrors” and “Witness to Growth.” 
 
Yu reconstructs personal and socio-historical memories through photography 
and painting, tracing the history of China’s last 30 years. 
 
‘Time is the direct evidence, and changes everything,’ she said. 
 
Her creative inspiration is grounded in her personal life and everyday 
surroundings, building a world that fuses different perceptions of time, 
memories and the evolution of emotional states related to her inner world. 
She tries to explore women’s everyday lives in China’s changing social, 
political and cultural debates. 
 
‘I prefer not to be labelled as a feminist artist. Family life is not the only focus 
for female artists. What I am interested in is the individual, or to be exact, the 
relationship between an ordinary person and the outside world,’ she said. 
 
Yu often uses existing images as her starting point, taking photographs and 
her own point of view to create compositions, rearranging them into new 
combinations. 
 
‘Witness to Growth’ is her way to highlight the significance of life. 
 
For example, using her own life and the birth of her daughter, Liu Wa, in 1994 
as a narrative foundation, Yu has made the ongoing series a record of her life 
by drawing upon photos from news events in her world. 
 
She illustrates the inherent contingencies of official records and personal 
experiences by pairing a journalistic photograph culled from official Chinese 
media outlets, such as the People’s Daily and China Pictorial, with a painting 
of herself and of her daughter in the same year as the photograph was taken. 
 
‘From 1994 when I gave birth to my daughter to 1999, I seldom painted,’she 
recalled. 
 
‘Then I started to look back. I wanted to go beyond the autobiography as the 
comparison between the two generations. What I was trying to infuse was the 
ups and downs of society.’ 
 
Originally trained in the Social Realist style, indebted to traditions of European 
Realism, Yu borrows widely from Western painting traditions, from Medieval 
Gothic Christian painting to Renaissance frescoes. 



 
Apart from pursuing the limits of canvas, the artist also actively involves the 
contemporary digital world. 
 
For example, Chapter 3 “Half-
Hundred Mirrors” uses virtual reality 
to show the birth and growth of a 
group of kids from childhood to 
maturity. 
‘It is like a moving visual record of a 
collective memory of our generation,’ 
said Xu Ying, a 50-year-old visitor. 
 
‘When wearing the VR glasses, I felt 
that suddenly I was back in a bygone 
era. Sometimes the background 
scene or sounds are familiar yet 
have already faded in my memory.’ 
 
‘I was especially touched when the 
girl turns 50 and she is holding a 
mirror in her hands. Guess what, I 
found my face in that mirror, as if I 
were directly gazing into myself.’ 
 
Suspended between reality and 
fiction, Yu’s work stirs something 
deep in the hearts of the viewers. 
 
‘Maybe I am already aware that 
many things in life are inevitable. As 
a result, I no longer feel pessimistic,’ 
Yu said. 
 
‘The World of Saha’ is also a world of 
human resilience as an act of resistance, an urge to live in spite of adversity, 
by surpassing the major wounds of life. 
 


