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The cluster of immaterial images when China comes to a consumption
society is represented in Chen Wenling’s sculptures. His sculptures
adopt an allegorized visualize, which reveals the mental infiltration of the
materialism in the 90s to a generation and the Chinese self-condition
from that time, and also the common consciousness of post-ideology.

The two main themes of Chen Wenling’s sculptures are the
manifestations of extreme humanity and immaterial images in a
consumption society. His self extreme condition begins from the series
of “Red Boy”. It is neither realism nor vanguard sculpture, but the self
expression of Chen Wenling himself to the critical state of life. For example,
dread, gladness, game and fancy are the basic main motivations of his

sculpture. This series of the “Red Boy” conveys his experience in an
autobiographic form.

The sculpture trends in the 90s are mainly the absorption in the
Concept Art and the Vanguard Art, which makes the contemporary
sculpture to two main lines of realism and vanguard sculpture. But in
fact, it's hard to classify Chen Wenling’s sculptures to either of them.
This series of “Red boy” shows a singular self-condition, and transfer
the universal humanistic experience to a kind of allegorized self-form. It
has no complicated format and narrative theme, but using a styling color
and exceedingly exaggerated body action to display the specific topic
estate of humanity. Although the singularity in this form of self-
representation doesn’t conclude the concept of vanguard sculpture and
the reality of realism, it has a stroking visual glamour which arising from
the extremity of the critical state.

The series of “Red boy” symbolized the formation of Chen Wenling’s
expressing method. One is the allegorical sculpture forms and the other
is the manifestations of extreme humanity. His sculptures show earthly
values in extremity, and physically generalized various existence of
human like extraordinary joy, isolation, hardship and so on. This
expression of happy and pain is not a realistic perspective, but an ideal
and ultimate manifestation. It emphasized the absolute self condition
when he came to some point.

Because of the partiality for extreme spirit, Chen Wenling actually
has elevated this condition to a self view which had standard religion
color, in order to present his self-condition thoroughly and decrease the
elements of conception and narration to its minimum, which employ the
soul to amore direct confession. The series of “Red Boy” expresses a
kind of oneself and the common humanity; the language of his sculpture
is mainly his own physique status, which is to show the self-theme,
self-condition and self-expression.

The series of “Happy Life” is an important transformation of Chen
Wenling’s sculpture career. He changed his self-expression to
manifestation of the society and the masses. This change delineates a
colony of people’s existence in this consumption society, and the
sculpture language is no longer the naive and self-imitational form, but
absorbing the elements of folk sculpture, narration and irony style.

In “Happy Life”, Chen Wenling chooses lovely chubby pig and
extremely happy person for his two images to make a fictitious daily life.
For example, a couple embraced intimately; a flock of pigs doing
handstands like acrobats; a gentleman or a housewife holding a plump
pig, with a group of little pigs around; a couple riding on the pig, and the
husband, holding a chopper and deeply believing that he was on a horse
back facing a war; an extraordinary strong fellow grasping a gigantic
pig’s head and fighting with it in mind air and a young hunter riding on the
pig back viewing with an archaic long tube telescope are all Chen
Wenling’s outstanding works. The people and pigs in Chen Wenling’s
sculptures are in a terrific self-condition that they feel an excessive
happiness or extremely barpque madness of themselves.

In terms of artistic language, Chen Wenling’s recent artworks are
closer to a type of surrealistic legendary language structure, for instance,
people are riding on pigs as if they were riding the pre-historic elephant
or pre-historic mammals, they seems to be fighting against pigs just like
the heroes struggling against dinosaurs. The recent series blurs the
directness of the social metaphor, but is inclined to revealing the
preposterous being of the self. Form experience is always a crucial part
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in Chen Wenling’s sculpture practice, so his recent works are more like
an art experiment in artistic language. These series departures the
sociality of sculpture and the direct criticism of post-ideology in “Happy
Life”. It seems that this brings Chen Wengling back to presenting the
human realm of self —indulgence in a circuit. Compared to the universal
humanity and the exiremeness in “Red Boy”, this time, what Chen Wenling
wants to show is not an ideality or imagination which directs the humanity
to perfect, but a pessimism and preposterous sense. That is, he attempts
to insert a strong element of the self, causing this visual layout to appear
still in the midst of a struggle.

Chen Wenling’s sculptures focus on showcasing people in some
state of enthusiasm or extreme extraordinary humanness. This became
his early form of self-representative language in sculpture, and this self-
representative theme was later brought into the context of social issues,
where it became a satire directed toward people came to overladen
loveliness and animal hedonism in the consumption society. However,
irony and criticism seem not Chen Wenling’s single technique, he more
wants to have an image of self-struggle and redemption in the level of
pessimism.
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