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ONE ANCHOR,

TWO ARROWS

by Luan Zhichao

After those decades of the last century
that could still be addressed in terms of
“every 10 years”, we seem to have en-
tered a century consisted of lots of short
periods in rapid change. We seldom use
the chronological term “decade” to clas-
sify the history anymore, but more often
differentiate periods from one another
by events, such as the terrorist attacks,
the financial crisis, the Beijing Olym-
pics, the Obama/Trump presidency, the
COVID-19...These periods even share
some overlapping with each other. We
cannot clearly identify when each period
began and when it ended, because

the causes that lead to the events and
the effects that result from them are of
nowhere as well as everywhere. But the
magnitude of the event requires us to
adjust ourselves quickly to find a way

to coexist with it in a new period that re-
sults from it, and self-consistency at the
same time. On the one hand, technology
provides many institutional safeguards
to help us get access to a period and
our surroundings standardlizedly, en-
suring that everything runs as usual in
the aftermath of the event. But on the
other hand, the rapid change caused

by the event, the unfinished state of old
structures in collapsing and new ones

in reconstructing, keeps us in a con-
stant state of always in preparation and
always messed-up .

To some extent, we are not responding
to the call of the zeitgeist as in the past,
but are caught up in the chaos caused
by an event unexpectedly, and at the
same time have to commit ourselves to
the urgent aspiration to establish a new
order after the collapse of the old one
caused by the event. Or we might say,
the simultaneous presence of unman-
ageable chaos and the quest for order
is a common feature of all these periods
differentiated in terms of events. In the
last two years, we have had to make
changes on all levels, from body to
mind, for the new situation even more.
On the one hand, there is the stay-at-
home and self-isolation that runs oppo-
site to the direction of the globalization
process; on the other hand, there is

the online and remote operation that is
rapidly pushing forward digitization and
virtualization. These are like two arrows
from one anchor, running in diametrically
opposed directions simultaneously, and
was supposed to take no refusal.

The tension of artworks is somehow born out of this dilem-
ma and contradiction. But the actual situation is that this
dilemma and contradiction is not only a state of psycholo-
gy and consciousness of the artist, but also the real state
of existence confronted by the artist and all people. How
the mutual influence and superposition of these two states
are reflected in the art creation also constitutes a position
to reflect on the approach of one’s creation. And how to
re-establish order in chaos and how to explore the possi-
bility of chaos in order - these are exactly the two major
themes proposed in Ye Hongxing’s “numeral series” and
Nan Chuan Dao Cheng’s “Construction” and “Still Life”
series, though they two work'this-out in their creations:via
different approaches.

In terms.of materials, Ye Hongxing uses-plastic cartoon stickers to col-
lage as background-and.gilded-three-dimensional objects to collage as
the main image, while Nan.Chtan Dao Cheng applies common oil paint-
ing materials on canvas. In terms of technique, the former is more pre-
cise, andithe collage is done delicately by hand based on a given image
to form a specific image, while the latter is more like a trial, letting the
image gradually take shape in the process of overlapping brush strokes.
In terms of images, the former seems more classical, with specific imag-
ery, while the latter seems more modern, leaving the viewer with more
possibilities to shape an image. But in fact, despite the obvious differenc-
es between their new works on the figurative level, they seem to tread
on different paths to a certain extent, but in fact they are reaching for the
same goal.




Ye Hongxing uses basic elements to
structure the composition of the picture:
square, circle, numeral, and golden
bumps like reliefs attached to large black
and white images. The images as back-
ground include traditional Chinese sym-
bols, such as auspicious clouds, ripples,
phoenixes, dragons, peonies, grass and
leaves, flying cranes, fish, etc., as well as
Western and modern images such as the
son of God, monitors, airplanes, ships,
guns, tanks, etc. These overlapping and
juxtaposed images are attached import-
ant meanings in daily life and culture,

yet they are collaged with cheap cartoon
stickers, a kind of miniature plastic prod-
ucts common in Yiwu’'s small commodity
market. The circles and Arabic numerals
in the circles are attached to the sur-
face of the canvas, and the gold and its
luster appear to be more important than
the background images largely in black
and white, but they are actually collage
of cheap three-dimensional objects -
images of seemingly clear and important
messages are in fact made of thousands
of cheap objects. Moreover, the cartoon
stickers and three-dimensional objects
are mostly animals or popular images
and language expressions. The Arabic
numerals that are the subject of these
works can be considered, in a way, an
international language that can refer to
everything, be arranged and combined in
any context. However when there is no
context, the numerals are just numbers:
an empty numerical symbol.

Nan Chuan Dao Cheng uses a few
colors to structure the composition of
the picture: red, white, black, and blue,
which eventually form areas of color with
blurred edges or distorted shapes that
are about to deformation; the images are
of abstract expressionism style tension,
yet seemingly surrealistic; looking like
contemporary urban architectures, but
also future cyberpunk cities, or a castle in
a fairy tale book, or a landscape paint-
ing by some ancient Chinese literati.

The images are kind of in developing,
emerging on the canvas gradually in the
brushstrokes. Yet, when a completed
image is about to take shape, it always
breaks down its own existing appearance
or is destroyed by the next stroke and
goes to another imagery. Viewing such
images is like watching phantom. The flat
background is cut by vertical blocks of
color, hence is transferring into gaps, or
the shadow casts of the foreground, thus
breaking the balance between the fore-
ground and the background, which are
supposed to highlight each other - the
result is that, the background attempts
to squeeze out of the gaps, while the
foreground attempts to hide in the back-
ground, integrating and interfering with
each other. These strokes and images
are driven more by emotions than by a
certain imagery or signifier. They seem
to be in the same conspiracy and at the
same time in the deconstruction of each
other.

Whether it is the elements of the
image, the image itself, or the refer-
ence of the image, on the one hand,
they try to construct a signified, coded
image through many elements or
brush strokes, and on the other hand,
they try to deconstruct these images
into an ambiguous, chaotic world of
symbols or colors. These works are
always in a state of self-suspension,
being self-justified and self-criticizing,
co-existing and contradicting, joining
and escaping because of the contin
uous construction and deconstruction.
This situation, when is concerned with
their artistic approach - whether it is
the collage of countless images or the
constant attempt of brush strokes - is
in a way fundamentally a symptom

of existential plight experience in this
era, that is, how to re-establish order
in chaos and how to explore the possi-
bility of chaos in order.

Therefore, what connects the works of Ye
Hongxing and Nan Chuan Dao Cheng, is
just the same that connects us, who are
isolated from each other at the moment: a
common state - not only on the psycholog-
ical level, but also the real situation - and
the respective responses to this state. It
is not about communication or openness,
but rather about whether or not to take an
active gesture to experience and perceive
in a physical level, and transform it via
one’s own medium and approach. Thus,
although both of their works are full of de-
tours and turn-overs, neither of them were
meant to escape from the real situation.
The simultaneous presence of collapse
and construction is not a representation of
the real situation, but a way out inspired
by it. We can certainly interpret their works
in terms of the imagery content, but their
respective approaches are indispensable
reference for such interpretation.

It is exactly for this reason that the re-
spective works of Ye Hongxing and Nan
Chuan Dao Cheng are two arrows from
one anchor that are moving along differ-
ent paths. Their new works are dynamic
- not only in terms of the above-men-
tioned deconstruction and construc-
tion, but also in terms of their repeat-

ed performance and practice of their
respective approaches in their serial
creations. What they offer to the viewer
is also not just aesthetic perception, but
a daily paradigm of living in the current
existential situation. In a situation where
it is impossible to accurately describe
the cause of an event, neither to predict
the result of it, and where one can only
live in the post-event state coming after
it, what they two provide us is an exam-
ple of not getting overwhelmed by the
situation, and furthermore, transforming
the situation into one’s own approach to
coexist with it.
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Born in 1972, in Guangxi province, China,
Ye Hongxing attended the Fine Art Depart-
ment at the Guilin Normal University for her
BFA. Later she moved to Beijing where she
graduated in 1998, completing her Master’s
degree in Printmaking Department of the
Central Academy of Fine Art. At the end of
her MA, Ye Hongxing returned to Guangxi
province where she was invited as an art-
ist-in-residence to live and work in the Yuzile
Sculpture Park in Guilin. One of the recent
artist residency programs she has complet-
ed includes a month- long program at Lux
Art Institute in San Diego, USA.

Ye Hongxing is the recipient of sev- eral
awards including the Dragon Air Emerging
Chinese Artist Award in 2006, selected by
the Director of Art Cologne and curator of
the Asian Art Museum.

Ye Hongxing’s unique aesthetic has earned
her popular acclaim worldwide.

She has been featured as one of the influential fe-
male artists in the Beijing fashion magazine SKP
in the issue “Woman of the Future”.
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Art Fair:

Paris Art Fair

London Art Fair

Art Central (Hong Kong)

Art Stage Singapore

India Art Fair (New Delhi)

Art Basel (Miami)

SH Contemporary Art Fair (Shanghai)
Art Beijing Contemporary Art Fair (Beijing)
Art Taipei

Art Cologne

Scope (Basel, New York)

PULSE (New York)

Art Asia (Miami)

Solo Exhibition:

Being Time, The Time Being, Art+ Shanghai Gallery, Shanghai (2020)

Prajnaparamita: Ye Hongxing Solo Exhibition, The Opposite House, Beijing (2017)

The Accumulation of Silence: Ye Hongxing Solo Exhibition, Art+ Shanghai Gallery, Shanghai
(2016)

The Dazzling World of Ye Hongxing, Art Lexing, Miami (2015)

The Fantasy Factory: Ye Hongxing Solo Exhibition, Art+ Shanghai Gallery, Shanghai (2014)
East of Eden, Ye Hongxing Solo Exhibition, Scream Gal- lery, London (2013)

Ye Hongxing & Quin Weihong, Christian Louboutin, HongKong(2013)

Unweave TheRainbow,ScreamGallery,London(2012)

Common Wealth: Ye Hongxing Solo Exhibition, Art+ Shanghai Gallery, Shanghai (2012)
The Modern Utopia, Scream Gallery, London (2012)

Ye Hongxing Solo Show, Zee Stone Gallery, Hong Kong (2011)

Important Group Exhibition:

In Between Days, Art+ Shanghai Gallery, Shanghai (2021)

100 Days of Solitude Through Adaptation, Art+ Shanghai Gallery, Shanghai (2020)
Contemporary Chinese Art Show, RIZE Gallery in Amsterdam (2011)

The Uncertain Gravity of Being at Gallery 100, Taipei, Chinese Art Today, China Art Museum
(2006)

No Relations, Chinese Contemporary Art Group Exhibition, Nanjing Museum (2005)

Between Liberation and Constraint, Chinese Women Art Carnival, Beijing, China International
Gallery Exposition, Beijing (2005)

7th International Exhi- bition of Sculptures and Installations, Lido, Venice, Italy (2004)
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Li Daocheng, professionally known as Nanchuan Dao-
cheng, was born in 1993 at Lijiang, Yunan Province as
a Nashi. He used to study at Parsons School of Design.
During his time in New York, he worked for the French
designer brand Faith Connexion as a graffiti design artist.
Nanchuan applies multiple complementary colors in high
saturation to fill in the canvas. He has developed a unique
technique to make these colors displaying in an ambigu-
ous form between lines and blocks. In this way, to ideally
achieve his personal perception of “freedom”.
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Solo exhibition:

‘Under Water Dog’, C’s Bar, Shanghai, 2020
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N a n C h u a n b ‘Untrammeled’, Art + Gallery, Shanghai, 2020 - 2021
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EXHIBITION
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Number Series, no. 0
=+ %% no. 0

mixed media on canvas
mHESEEHHE,

100 cm x 100 cm

2021

Number Series, no. 1

#=F2Z7% no. 1

mixed media on canvas
mEESEEHE,

100 cm x 100 cm

2021




Number Series, no. 2
#HFZ7% no. 2

mixed media on canvas
mHESMH,

100 cm x 100 cm

2021

Number Series, no.3
#=F%7%] no. 3

mixed media on canvas
mHESE R,

100 cm x 100 cm

2021

Number Series, no. 5
#=FZ7% no. 2

mixed media on canvas
HHEEMHEL

100 cm x 100 cm

2021

Number Series, no.7
#FZ%7% no. 3

mixed media on canvas
mHEESMHEL

100 cm x 100 cm

2021




Still Life No.1 24471 Construction No.1 #3i&1
Oil on canvas fEHE Qil on canvas 7 E;HE
60 x 90cm 150 x 200cm
2021 2021



Construction No.2 #Ji&2 Scenery No. X =1
Oil on canvas o & Oil on canvas fHEHE
60 x 90cm 40 x 50cm
2021 2021
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Venue: Art+ Shanghai Gallery (New Location)
Yifeng Shopping mall, 99 East Beijing Road.
Unit L207, 2nd Floor, Huangpu District,

200002 Shanghai, China

Tue - Sun, 10:30 am - 6:30 pm (Monday Closed)

www.artplusshanghai.com




