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Ding Yi Turns His Crosses Toward the Cosmos

Shanghai-born artist Ding Yi returns to London with new works that transform
his signature crosses, moving from the geometry of China’s urban skylines to the
cosmologies and landscapes of Tibet and Yunnan.

By Len Gordon

When The Road to Heaven opens at Lisson Gallery, it marks Ding Yi’s first
London solo exhibition in over five years. Best known for his long-
running Appearance of Crosses series, the Shanghai-born artist has spent
this interval turning outward, from China’s urban sprawl to landscapes,
cosmologies and spiritual systems rooted in Tibet and Yunnan.

Born in 1962, Yi came of age during the Cultural Revolution, when
classrooms doubled as political stages. His earliest lessons in art were
propaganda sketches, less brushwork than ideology. That imprint carried
into formal training and was eventually reshaped into the radical
abstractions that would define his career.

The creation of the Tibet series was a new opportunity for me, offering the possibility to
observe local history, culture, and vast landscapes —— Ding Yi
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In recent years, he has shifted from observing Shanghai’s skyline to
engaging with Himalayan terrains and Naxi cosmology. Where his crosses
once mapped the geometry of urban modernity, they now reach into
animist traditions, mythic calendars and sacred mountain ranges.

The turn began during journeys through Tibet in 2021-22. At Everest Base
Camp, 5,300 metres up, he felt abstraction merge with a sense of spiritual
ascent. Soon after, repeated visits to Yunnan brought him deep into the
Naxi people’s Dongba culture, with its pictographic scripts, funerary scrolls
and the epic cycle The Road to Heaven. Yi was struck by their belief in life’s
return to the ancestral land, a vision that resonated with his own attempt
to create order in chaos through the cross.

The Dongba narrative, in which the soul travels from earthly struggle to
transcendence, mirrors his own pursuit of abstraction. His grid of crosses,
first conceived as cool, rational coordinates in 1988, has become a pathway
to spiritual experience. That transformation demanded new materials.
Dongba paper, handmade in Yunnan from bark and wolfberry grass, resists
precision. Pigment bleeds into its fibres, giving his marks a raw, breathing
density. For Yi, each material carries its own cosmology, extending his early
fascination with papers and pigments across Asia.

The works feel rooted yet universal. Basswood reliefs, scarred with
rhythmic grooves, echo mountain topography. Star maps of the Twenty-
Eight Mansions expand his earlier constellation series, refracted now
through Naxi cosmology. As Yi reflects, different cultures have long
observed the same skies from entirely different perspectives, and he seeks
to return these stars to the heavens.

If the cross once served as a rejection of emotion and ideology, it now
carries the weight of nearly four decades of inquiry. What began as
formalist detachment has evolved into meditation and homage. He frames
his career in stages: steadying (formal abstraction), overlooking (urban
modernity) and looking up (cosmology). Next may come looking inward. For
now, his practice rests on what he calls “the miracle of encounter”:
learning from other cultures without exoticising them, bringing their
knowledge into dialogue with his own.

“I don’t want to become a fundamentalist abstract painter,” Yi admits.
“Each exhibition is a risk. But | still believe in discovery, in anticipation of
the miraculous.” For London audiences, The Road to Heaven is less a fixed
cosmology than an experiment, an artist testing the limits of abstraction
through cross-cultural encounter.

Ding Yi: The Road to Heaven opens on the 26th of
September, 2025 until the 1st of November, 2025 at
Lisson Gallery



Your exhibition The Road to Heaven at Lisson Gallery marks your first solo
show in London in over five years. Why was now the right moment to
return, and what do you hope London audiences will see diBerently in your
work this time?

Ding Yi: In recent years, the focus of my work has shifted from the
observation of urban landscapes to the exploration of old spiritual
cosmologies. Recent travels centered around the Himalayas and encounters
with the Dongba culture of the Naxi people have infused “Appearance of
Crosses” with new energy and dimensions. With the opening of “The Road
to Heaven” at Lisson Gallery, | believe now is a good time to present these
phased outcomes to the London audiences.

My previous works might have been closely related to the urban fabric of
Shanghai, while some works presented in “The Road to Heaven” originate
from the mountainscapes of the Hengduan Mountains and the Naxi
people’s spiritual contemplations.

| have extensively used Dongba paper, a local handmade paper from
Yunnan. The audience should be able to perceive an intense, almost
ritualistic materiality and spiritual density.

Left: “Appearance of Crosses Il,” 1988, acrylic on canvas, 200x180cm; Right: Ding Yi at
the “Exhibition of Today’s Art” at Shanghai Art Museum, 1988. Courtesy of Ding Yi Art
Studio

This body of work grows directly out of your research trips to Yunnan and
your engagement with
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Dongba priests and scholars. What first drew you to the cosmology of the
Naxi people, and how has that encounter reshaped your practice?

Ding Yi: If | were to trace the catalyst, it would be my trip to Tibet in 2021-
22 and my solo exhibition held in Lhasa in 2022, which presented a series
of new works influenced by Tibet. The creation of the Tibet series was a
new opportunity for me, offering the possibility to observe local history,
culture, and vast landscapes. | reached the Everest Base Camp at 5300
meters, fulfilling a dream | had since my student days in the 1980s.

Simultaneously, it was a spiritual turning point. The creation of the Tibet
series allowed me to understand the local’s spiritual beliefs and sense the
sacredness latent in the landscape. Starting from this, my recent creations
and exhibitions, from Lhasa, Qingdao, Ningbo, Shenzhen to Kunming, have
revolved around site-specific travels, expanding the dimension of
“spirituality” through in-depth investigations of regional cultures.

Last year, | traveled three times to the ancient Naxi region in Yunnan. | was
deeply attracted by the animism, nature worship, the view of life returning
to the ancestral land, the mysterious calendar of the Twenty-Eight
Mansions, and the epic depiction of the soul’s journey in The Road to
Heaven. | decided to focus on Naxi and Dongba culture for this exhibition.

Dongba script is a pictographic script still in use today. Furthermore,
classics like The Road to Heaven in Dongba culture construct a complete
illustrative system about the soul’s journey and reincarnation system. This
resonated with my long-term work of constructing order and seeking
transcendence through the “Appearance of Crosses”. It represents an
inspiration for “abstraction” from a completely different cultural tradition,
one not filtered through the path of Western modernism.



Ding Yi: The Road to Heaven at Lisson Gallery Installation view
Courtesy of Lisson Gallery

The exhibition title comes from the Dongba funerary scroll The Road to
Heaven. How did the spiritual narrative of the soul’s journey resonate with
your ongoing artistic inquiry into abstraction, order and transcendence?

Ding Yi: The Road to Heaven depicts the soul’s journey overcoming
hardships to return to the ancestral land after death. This is essentially a
narrative moving from chaos to order, from the earthly to the transcendent.
This is similar to the propositions explored by “Appearance of Crosses” over
the years: how to establish a coordinate through the rational order of art
within an infinite, chaotic world, and through this coordinate, attempt to
touch something eternal or transcendent.

The Road to Heaven unfolds a spiritual path for me. Each Dongba priest,
while hand-painting The Road to Heaven, undertakes the mission of guiding
others’ souls while also embarking on their own spiritual ascent. The Road
to Heaven constructed through the accumulation of crosses resembles
more a soul’s ascent in an abstract dimension. Order here is no longer the
endpoint but the path leading to spiritual experience.

You’ve described the works on Dongba paper as a “translation” of
cosmology into your cross motif. How do you balance homage with



transformation when working with such a culturally specific source
material?

Ding Yi: “Homage” refers to a humble “looking up” in the face of culture,
while “transformation” is essentially the artist’s inherent task. While
preparing for this exhibition and the “The Winding Path” at the
Contemporary Gallery Kunming and the Anthropology Museum of Yunnan
University, | spent considerable time learning and feeling rather than simply
appropriating imagery, so as to avoid the so-called anthropological or
sociological lens of “colonial exoticism” or “Western-centrism.”

| did not deliberately imitate specific Dongba script or the motifs of “The
Road to Heaven,” but sought to understand the underlying worldview - for
example, how the Dongba people perceive the relationships between
heaven, earth, humanity, and the divine. The unique texture of Dongba
paper makes the crosses appear more rustic and powerful on this paper.

If the core of the “The Road to Heaven” exhibition is the awe towards the
cosmos and spirit inspired by Dongba culture, the formal language of
expression must remain purely personal. Taking the “Twenty-Eight
Mansions” as an example, starry skies and constellations have been one of
the key motifs through my recent work since the Tibet series.

The diagrams of the Twenty-Eight Mansions used for calendrical
calculations and divination in Dongba culture introduced new developments
to this theme. The graphical representations of the twenty-eight mansions
in Han Chinese culture and Naxi culture are different; on the same land,
different ethnic groups observed these celestial bodies from completely
different angles at different historical stages.

| want to return these star charts to the sky, to observe these patterns
anew. While paying homage to the original culture, if viewed in connection
with my previous constellation series, these works actually present a flow
of time and space.



Ding Yi Appearance of Crosses 2016-B10 2016 Chalk and charcoal on
Japanese yuu grid paper, 500 x 1185 cm 196 7/8 x 466 1/2 in

The cross, both “+” and “x,” has been the heartbeat of your practice since
1988. After decades of repetition, what continues to surprise or challenge
you about this deceptively simple form?

Ding Yi: “Appearance of Crosses” has a simple form and basic structure, yet
possesses infinite capacity. It can carry my life experiences, observations,
and thoughts from different periods. Initially, it carried the rationality
opposing traditional Chinese art; later, it reflected the landscapes of
urbanization; now, it can connect with ancient cosmologies and eternal
spirituality.

Your cross began as a way to strip painting of emotion and ideology, yet in
recent years you’ve spoken of moving towards intuition and feeling. How
do you reconcile the rational origins of the cross with its growing spiritual
dimension?

Ding Yi: In 1988, | attempted to use a purely formalist language to sever all
possible connections with reality. After nearly 40 years of creating the
“Appearance of Crosses” series, | needed to find new sources for my work.

It couldn’t be created out of nothing, nor could it be the early formalism; it
had to be alive, synthesizing the history and culture of different regions and



ethnicities. Only by fully immersing myself and rediscovering and observing
this world can a true source of “spirituality” emerge.

You’ve described your practice in three stages: ‘steadying,’ ‘overlooking,’
and now ‘looking up’. Could you expand on how this current stage differs
from the earlier ones, and how it changes your understanding of
abstraction?

Ding Yi: Over the past forty years, the evolution of the “Appearance of
Crosses” can roughly be divided into three phrases. ‘Steadying’ was the
period of pure abstract idealism, where formalist research and exploring
the origin of abstraction were the main direction.

The ‘Overlooking’ period discussed the sensory magical landscape of
Shanghai’s urban transformation and China’s urbanization process from a
neutral standpoint. ‘Looking up’ involves cosmological thinking, looking at
the sky, the stars, and a larger world, shifting from a bipolar view of China
and the West to a worldview encompassing more civilizations and regions.
It focuses on the intersection of new phenomena of the era, the eternality
found in ancient civilizations, and the primitiveness presented by nature,
attempting to personally reconstruct cartology, the steles, and virtual
worlds akin to online games.

The current stage might be the beginning of ‘Looking-Inward,” but I’'m not
entirely sure yet, as ‘Looking-Inward’ is essentially another term for
spirituality. The current ‘Looking-Up’ first signifies a change in stance. For
ethnic minorities, the perspective adopted by external creators when
representing their culture is crucial. Rather than using a top-down
perspective to help or change them, appreciating their culture, recognizing
it anew, and learning from it is the starting point of ‘looking up.’

During the actual process of understanding, | also discovered many things
worth learning from. For example, the traditional natural view in Dongba
culture advocates protecting nature and taking from it limitedly, which is
actually a quite novel concept. Additionally, | interviewed the director of
the Mosuo Museum, who discussed cases related to the “walking marriage”
custom. In remote villages, this is a highly adaptable and quite advanced
social system, playing important roles in property inheritance, wealth
distribution, and population growth.

Many of the works in London are executed on coarse Dongba paper, whose
texture resists perfect precision. How has this material altered the rhythm
and density of your mark-making compared with canvas or wood relief?

Ding Yi: When | painted the first version of The Road to Heaven, |
discovered Dongba paper in a shop in Lijiang. It’s made from beaten bark
pulp, has long fibers, and doesn’t get soggy easily. Moreover, it contains
wolfberry grass, which prevents insect damage. Dongba scriptures are
usually written on this paper, which can be preserved for a long time. It
also allows for a slight bleeding of the pigment. | utilized this characteristic



in the “Twenty-Eight Lunar Mansions” series, using acrylic diluted with
water to create a “bleeding” effect.

| have always been very interested in materials. Image and material are
important ways to break through tradition. Early on, | conducted many
material experiments, using various papers, pigments, and tools, including
trying Anhui Xuan paper, Japanese paper, Indian paper in recent years... the
most used is Canson.

| like handmade paper; it can bring me many new possibilities and
inspirations, which in turn indirectly change my painting language. At the
same time, | believe that to understand a local culture, it’s best to find
some relevant materials. The materials commonly used by an ethnic group
can bring your creation into a scenario of dialogue with them.

Ding Yi: The Road to Heaven at Lisson Gallery Installation view, Courtesy of
Lisson Gallery

In your relief paintings carved into basswood, there is a strong sense of
mountains, geology and landscape entering your abstraction. Do you think
of these works as extending the cross motif into architecture or
topography?

Ding Yi: Yes, that’s a very accurate observation. The composition of these
basswood panels originates from the Hengduan Mountains. They are
located in western Sichuan, Yunnan, and eastern Tibet. Geographically, the



Hengduan Mountains overlap with my two recent trips, one to Tibet and
one to the ancient Naxi region.

| did intentionally extend the “Appearance of Crosses” into the field of
topography. There is a “Himalayan culture” territory in my recent creations.
The ancient Naxi region in Yunnan has a natural connection to Himalayan
culture: one is the geographical connection formed by the Hengduan
Mountains, and another is the cultural connection: the Dongba culture
actually originates from Bon.

The Naxi are a migratory people, basically migrating from the northwest or
the Ali Plateau. This thread runs through my previous connection with
Tibet, becoming an extension. For this show in London and the ongoing
“The Winding Path” in Kunming, | hope to incorporate more of Yunnan’s
local culture. If possible, my next step is to expand the exploration of
topography to South America.

Your grids and systems are often linked with Western abstraction, yet your
work is also rooted in Chinese contexts. Do you feel closer to a global
lineage of abstraction, or to a specifically Chinese visual tradition?

Ding Yi: Initially, my abstract system originated from Western modernism.
This foundation in abstraction has developed over nearly 40 years,
incorporating elements facing traditional Chinese culture, as well as
elements facing China’s urbanization process. Today, we understand that
Western abstraction has also undergone grafting and development in
different regions and from different cultures during globalization. The
lineage of a century of abstraction requires perspectives to explore new
possibilities. This might be a personalized, unique perspective, a hybrid
perspective. Therefore, | will not define myself, or rather, limit myself to
belonging to a specific lineage or tradition.



Ding Yi: The Road to Heaven at Lisson Gallery Installation view, Courtesy of
Lisson Gallery

Your early works mirrored Shanghai’s frenetic modernisation, while your
recent work seems to search for older cosmologies. Do you see this shift as
personal, generational, or perhaps a response to broader changes in
Chinese society?

Ding Yi: An artist’s growth is based on the continuous expansion of thinking
and horizons. After an artist experiences intense reactions to the present,
they inevitably turn to more fundamental, more eternal questions. When
young, with limited experience, the world seen is partial. As age and
knowledge grow, the world one can see approaches a fuller picture.
Therefore, one doesn’t confine oneself to the micro-changes of a single city
or place but tries to take a broad overview, seeing how the entire world is
constituted, and attempting to express this constitution through works. So,
this is a process of growth and change. | stopped using fluorescent colors
ten years ago, actually realizing the so-called “thousand cities with one
face” in Chinese and many similar drawbacks in urbanization, thus trying to
broaden my perspective.

In Tibet and now Yunnan, you’ve engaged deeply with specific cultural
geographies. Do you see these projects as a way of anchoring abstraction in
lived history, resisting the idea of it as purely universal or placeless?



Ding Yi: The artistic explorations in recent years have made me realize that
universality must be reached through specific, profound re-understanding
of different civilizations and hands-on, site-specific exploration. The
projects in Tibet and Yunnan are precisely meant to provide a solid
“anchor” for my abstraction. | am like someone working on a jigsaw puzzle;
the Tibet and Yunnan pieces are parts of the puzzle. In the future, this
puzzle might include more and more pieces, eventually forming a large
system.

The same applies to the perception of the “universal” in abstraction. One
must open the door for more and newer things to pour in. | do not wish to
become a “fundamentalist” abstract artist. Creators of abstract art can
easily become formalists, clinging stubbornly to old sets. At a certain stage,
so-called stylistic recognizability becomes an artist’s market guarantee, but
this guarantee is equally dangerous.

The key lies in how to view it and adjust it: creation cannot lack passion
and be mere repetition. | still hope to uphold an exploratory spirit to
accommodate larger things, maintaining a vibrant state. For each exhibition,
| take risks. Even though the outcome is unknown, | am happy during the
process, anticipating miracles every day. This feeling is the state an artist
needs.

CIRC1pC]

Ding Yi: The Road to Heaven at Lisson Gallery Installation view
Courtesy of Lisson Gallery



In engaging with Dongba religion and other cosmologies, do you see your
work as a form of spiritual practice, or is it primarily an intellectual
exploration?

Ding Yi: | believe that in the best state, the two are united. Intellectual
exploration is the entrance, the foundation for understanding. Without
serious study and thought, so-called “spiritual practice” can become
superficial mysticism.

But when you go deeper, the process of painting itself does indeed become
a form of spiritual practice. The process of depicting crosses in the studio
is one of high concentration and meditation. It allows me to detach from
daily trivialities and enter a quieter, broader state of consciousness. This
state is essentially similar to the concentration of a Dongba priest during
rituals. Therefore, it is a spiritual experience ultimately achieved through
intellectual guidance.

When viewers encounter The Road to Heaven at Lisson, how would you like
them to respond? Should they see it as a cosmological map, a spiritual
meditation, or simply as painting?

Ding Yi: Will the reactions of audiences in Yunnan and London to the
exhibition be the same? | have both questions and expectations about this.
| hope this exhibition can show London audiences, European audiences, a
new angle — a unique response made by a contemporary artist to the
themes of Dongba culture within his works.

©2025 Ding Yi
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Alfredo Cramerotti maps meaning to
method in artist Ding Yi's practice

The curator discusses the Chinese artist’s first institutional survey in Europe, at Chateau
La Coste, in a video interview with STIR.

by Ranjana Dave

In the sterile environs of the Oscar Niemeyer Auditorium at Chateau La Coste,
Chinese artist Ding Yi's works seem to pop off the walls, their bold swathes of
red, blue and yellow at odds with the gently undulating landscape of the 600-acre
vineyard and art complex in southeastern France. Prediction and Retrospection is
the first significant institutional survey of the geometric abstractionist’s work

in Europe. Curated by Alfredo Cramerotti, director of Media Majlis at
Northwestern Qatar, the exhibition showcases around 30 works on canvas, wood
and paper and is on view from July 3 - September 15, 2024. STIR’s conversation
with Cramerotti highlights the significance of presenting a large body of Ding Yi’s
work in conversation with the European institutional art scene.

Appearance of Crosse 2023-18, mineral pigment, pastel, and rcoal on linen,
2023, Ding Yilmage: © Ding Yi; Courtesy of Ding Yi Art Studio and Timothy Taylor
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Ding Yi’'s works across a period of 40 years are built on two iterations of a cross-
like symbol: x and +. These symbols multiply to form intricately intersected
patterns in a series of nonrepresentational paintings. All the works carry the
same title—Appearance of Crosses—and are numbered by year and month, with
decades of practice organised across a single series.

The repetitive symbols, combined with the continuous
evolution of colour, materials and techniques, form my
Ding Yi, artist

personal artistic language

Appearance of Crosses 2021-26, acrylic and woodcuts on basswdbd, 2021, Ding
Yilmage: © Ding Yi; Courtesy of Ding Yi Art Studio and Timothy Taylor

Ding Yi has worked through tumultuous periods in China, his early years marked
by the 1989 Tiananmen Square protests and later, by China’s emergence as a
manufacturing hub for global conglomerates. “Both ‘+’ and ‘x’ are symbolic tools.
Since the 1980s, [ have been reflecting on the entire social structure and the
abstraction of art. | hope my work can depart from the mainstream ideological
level and present a logic that connects with the larger reality of our times. [ use
the grid as an initial framework to evolve the meaningless symbols of ‘+’ and %’
into the strokes of my creation,” the artist said about his work in a response to
STIR.
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While Ding Yi's works are abstract, given over to complex choreographies of
repetitive crosses, the artist does use his work to reflect on changes in Chinese
society - mapping these developments to stylistic elements. He said, “Itis a
continuous evolution, development and conflict, with new perspectives and ways
of thinking constantly emerging. The repetitive symbols, combined with the
continuous evolution of colour, materials and techniques, form my personal
artistic language...[this allows] my works to connect with the history and space
of this era through constant innovation.”

Artist Dirig Yi at Chateau La Coste, France, 2024Image: Stephane Aboudaram

The Oscar Niemeyer Auditorium at Chateau La Coste, the renowned Brazilian
architect’s final project, is a notoriously challenging exhibition space with its
curved design, devoid of L-shaped corners. Cramerotti enjoyed working with

the architecture of the space, using black floor-to-ceiling bars that dot the space
to place the works. As multi-centred compositions which invite the viewer’s gaze
to drift across the canvas instead of looking at fixed centres, Ding Yi's works
complicate singular ways of seeing. He said, “This form relates to the rich
spiritual connotations my work aims to express. [ hope my works can
accommodate and represent different regional cultures, individual and collective
emotions, social changes and even transcendental cosmology and spiritual
landscapes.”
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Ding Yi Draws Lines in the Great
Expanse

The Chinese painter further widens his already macroscopic view to the
universe at large, finding certain expression via coded abstractions in a
realm of deep uncertainty.

BY RYAN WADDOUPS

Detail of “Appearance of Crosses 2024-1" (2024) by Ding Yi. Image courtesy of Ding Yi Art Studio
An interesting feature that’s not immediately noticeable: This work brings different visual
experiences when viewed from a distance and up close. Looking at it from a distance, the
whole picture looks like a night sky with geometrically deformed constellations arranged
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diagonally on the blue-black background. The image brings a certain diagonal dynamism and
power. When you look closely at this work, you will feel the unique texture of the material—
the multiple layers of acrylic have been carved from different angles, depths, and shades.
Each brushstroke and unit presents a unique visual effect with infinite variations.

How it reflects your practice as a whole: This work belongs to the Appearance of

Crosses series that I’ve been working on for nearly 40 years. In the past decade, my creations
have been in a stage of “looking up,” adopting a more macroscopic and comprehensive
perspective to observe the world. The works in this stage reflect my understanding and
expression of the global multiculturalism and conflicts in this era, as well as my
understanding of the macrocosm and the spiritual world. Appearance of Crosses has also
gradually moved from the pursuit of absolute rationality to freedom and sensibility. This
work is a continuation of the characteristics of the recent Constellation series. The collision
of purple, blue, and green gives the picture a sense of undulating breath, creates a deep and
quiet atmosphere, and reflects my thoughts on nature and the unknown.
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Taking a Journey Into
Minimal Abstraction With
Artist Ding Yi at Chateau
La Coste

"The show was five years in the making, but I'm glad we got there
in the end,” curator Alfredo Cramerotti told Observer.
By Elisa Carollo * 07/31/24 7:30am

Chateau La Coste, a vineyard in the south of France, is also home to a renowned art center and
sculpture park. Chateau La Coste

In the luxurious south of France, between Aix-En-Provence and the Luberon
National Park in one of the oldest winemaking regions, there is a sprawling
vineyard where exceptional wine, art and architecture coexist harmoniously.
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Chateau La Coste, which opened to the publicin 2011, is a bucolic art

center offering a complete aesthetic experience: visitors can sip the vineyard’s
finest wines, stroll along the wooded art walk that winds through the 500-acre
estate and explore five indoor exhibition spaces that host shows of works by
some of the most acclaimed names in the contemporary art scene.

There are pieces by Fernand Léger, Louise Bourgeois, Alexander

Calder, Damien Hirst and Tracy Emin, just to name a few. Among the shows on
view this summer are a presentation of vivid and humorous paintings by
California-born artist Joel Mesler in the beautifully designed Renzo Piano
Pavilion and a display of dreamy works by French painter Claire Tabouret.
Hirst’s latest series “Secret Garden Paintings” are on view through December
in the Bastide Gallery, while his “Cosmos Paintings” and sculptures from the
“Meteorites’ and ‘Satellites” series are on view in the Old Wine Storehouse.

Chateau La Coste’s striking glass Oscar Niemeyer Auditorium, meanwhile, is
hosting the first major retrospective of the work of Chinese artist Ding Yi,
“Prediction and Retrospection.” This show marks the artist’s first European
survey and provides a significant opportunity to discover his visionary
practice. The exhibition curator, Alfredo Cramerotti, told Observer that the show
is intended to present a significant ‘slice’ of Ding Yi’s career, as not many
people in Europe are familiar with his work.


https://observer.com/2018/06/6-bucolic-art-centers-that-double-as-farms-and-vineyards/
https://observer.com/2018/06/6-bucolic-art-centers-that-double-as-farms-and-vineyards/
https://observer.com/person/louise-bourgeois/
https://observer.com/person/alexander-calder/
https://observer.com/person/alexander-calder/
https://observer.com/person/damien-hirst/
https://observer.com/person/joel-mesler/
https://observer.com/person/claire-tabouret/
https://observer.com/person/ding-yi/
https://observer.com/person/alfredo-cramerotti/

Ding Yi’s major institutional survey features thirty works on canvas, wood and paper created
over the last forty years. Stéphane Aboudaram | WE ARE CONTENT(S)

“The idea was to select several works that represented different eras of his
career, the four decades of work, and the various bodies of work that the artist
went through,” Cramerotti said. “It was a long time in the making because his
works are not readily available—most of them are in public institutions or



private foundations, and some of the more historical ones from the 1980s and
1990s belong to his private archive and are not allocated for exhibitions. It
was important to create a journey in terms of the viewer’s experience in the
space and time trajectory through the works, and I'm very happy we managed
that.”

Observer also spoke with the artist to learn more about the show’s leading
themes and how he and Cramerotti established a meaningful conversation
with this beautiful space. The title of the show refers to the “absolute matrix”
that Yi uses, linking his practice to both the most advanced technological
developments and ancient symbologies humans have achieved over time. As
Cramerotti explained, the title was inspired by the artist’s signature gridded
framework, standing as a symbol of rationality and rules, which provided the
curatorial rationale for the show.

At the same time, this idea of the grid is also the basic structure for today’s
digital realm, the foundational element whereupon everything else is built,
connected, experienced and circulated. “The mathematical pattern of the
digital layers of our hybrid lives are both reflected (in retrospect) and
anticipated (in advance) through the paintings presented. The exhibition is a
fascinating space/time traveling experience through the lens of non-
representation,” Cramerotti said. Ultimately, the works by Ding Yi traverse
cultural revolutions, economic booms, societal changes and technological
achievements of his home country, China. While not showing them
specifically, all those events are evoked through the patterns created by the
symbols x and +.
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Ding Yi, Appearance of Crosses 2023-B6, 2023; Mineral pigment, pastel, acrylic, water-
acrylic color pencil, and pencils on Indian paper, 56 x 75.5 cm. Courtesy of Ding Yi Studio and
Timothy Taylor

Over the years, the artist was able to reduce his pictorial language into an
extremely minimal code, limited to a single signature symbol: a rudimentary
cross depicted alternately as x and +. When asked how he reached this
minimal code and what it meant for him to paint just those two signs into new
constellations, the artist elaborated on the historical reasons behind his
language. “Chinese painting has been influenced by former Soviet socialism
and realism since the 1950s,” he told Observer. “Starting in the 1980s, during
my student years, I began to reflect on the entire social structure and the
ideological aspect of art. I wanted my work to keep away from mainstream
ideological narratives. For me, using such symbols is a way to dismantle the
inherent mechanical framework of representing subjects with realism, but
instead, to bring art back to a state of non-representation or
meaninglessness.” It was, he said, an attempt to restart the search for the
origins of art, to return to the beginning and to redefine painting where the x
and + can be symbolic substitutes or merely just strokes and parts of the
painting. “Painting, through the construction of an integrated visual language,
expresses connections with the real world and resonates with the changing of
times.”



A work on display in “Prediction and Retrospection.”. Stéphane Aboudaram | WE ARE
CONTENT(S)

His work is dictated by a strict set of rules aiming to abstract completely the
resulting paintings from any representation, as well as from any meaning and
emotion, and so to archive instead what he describes as representations of
spirit. All this makes his artistic practice sound more like one of self-discipline
and self-annihilation, such as what philosopher Saint Augustine described,



claiming that self-discipline was crucial for spiritual growth and living a

virtuous life. An idea, or ideal, that was anticipated even before by the stoics,
with Epictetus saying that true freedom comes only from self-mastery,
achieved through discipline and control over one’s desires and actions.
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Ding Y1, Appearance of Crosses 2023-18, 2023; Mineral pigment, pastel, and charcoal on linen, 180
x 180 cm. Courtesy of Ding Yi Studio and Timothy Taylor

The artist spoke about this process of reduction and control more as a
relationship between rationality and sensibility. Continuing our conversation,
Yi explained that all of his works are based on a gridded framework, which
represents rationality and rules, but that framework allows for infinite
freedom and can accommodate sensibility while infinitely extending. “My
working method is never to draft before I start work,” he said. “Facing the
grid, sensibility, and randomness are needed to enhance the vitality of the
painting. Vitality is an important element of painting, while unexpectedness is



the driving force of creation. Some critics, when commenting on my work,
draw parallels to Buddhist meditation or the duality of relationships in the
traditional Chinese board game Go.”

In the confined grid, when white and black intersect, they create
contradictions, conflicts, resistance and competition. However, according to
the artist, they are also mutually relational and balanced with a chess-like
rule, contributing to harmonic unity. Combined and in sequence, these signs
can look like pixels, reminding one of a digital aesthetic, anticipating or
abstracting into art the binary code that rules it.

When asked about this relationship to the digital realm, Yi clarified: “Using the
grid as a foundation is the most basic structure for all digital art today. This
structure originates from mathematics. Consequently, my works are also filled
with a so-called mathematical relationship. For painting, mathematical
relationships are a kind of rhythm, representing a certain relationship
between growth and restraint. These relationships can either be infinite or
fragmentary. Furthermore, these mathematical relationships are also
reflected in the scattered center composition of the paintings. It also refers to
a multi-dimensional center with multi-layered aggregation and multi-cluster
relationships.”



Ding Yi’s aesthetic combines the fast-paced rhythm of the new urban life in China with
something timeless and ancient. Stéphane Aboudaram | WE ARE CONTENT(S)

Considering this hyper-technological aspect, which stands in contrast to the
profoundly manual aspect at the heart of his practice, we asked Yi if there was
a relationship between the work and the extremely accelerated process of
modernization China went through in a few decades, first becoming the




“factory of the world” and then also a leader in technological innovation and
electronics.

Ding Yi confirmed that most of the inspiration for this work comes from the
trajectory of China’s development. “This journey has unfolded in a state of
acceleration, full of clamor and contradictions.” he explained, “I hope my work
connects with the reality of development in China and the world. Rapid
development changes our ideas and thinking, so I always aim to reflect a
concept change through my creations. Whether it stems from the urbanization
process or the rapid development of the digital artificial intelligence industry,
these changes in social and life experiences have led to continuous iteration
and development in my paintings over the past forty years.”

Yi’'s aesthetic combines the fast-paced rhythm of the new urban life in China,
the constant flow of data and information of the digital realm, with something
timeless and ancient, the primordial symbol of a cross or an attentive practice
connecting minds and hands in meticulously drawing them on canvas. We also
asked Cramerotti how he would describe this relationship between
innovation and tradition within the artist’s work.

“Ding Yi is an innovator not in technique but in critical thinking; his practice
steered away from propaganda and social realism from the start and instead
channeled the changes in society, economy, culture, and worldview through a
system that let him explore and include many perspectives, reducing them
and distilling them to their essence,” he said. “Distillation is probably a key
work in talking about his artistic journey. The ‘digital matrix’ that visually hits
the viewer at first from his work is precisely the result not only of time
mapping but also of those societal codes that inform our lives now when we
are both physical and virtual at the same time. It’s like when you open the
‘code version’ of a website page in your browser—you see symbols and
ciphers, and you know that they lead to visuals, texts, and sounds, even if you
cannot see them in that form. Ding Yi’s work is the same in that sense—and
that’s what is thrilling about his work about innovation and tradition.”
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Ding Y1, Appearance of Crosses 2024-6, 2024; Acrylic and basswood, 120 x 120 cm. Courtesy Ding
Yi Studio and Timothy Taylor

Presenting Ding’s work for the first time in Europe reveals some unexpected
parallels between his aesthetic and other artists in the 1970s who, in France
and elsewhere in Europe, explored new ideas of geometric and optical
abstraction inspired by new technology and the space race. “We know much
about optical art and abstraction from Western artists, much less from Asian
artists,” Cramerotti said. “We do, of course, have movements like the
Dansaekhwa artists in South Korea, but for the most, we refer to optical and
abstraction through a Western lens. That was ‘undone’ for me by Ding Yi,
whose work is well-known in Asia. Still, it is relatively unknown in Europe, for
instance—and I discovered someone who not only worked on non-
representation from the beginning of his career but actively has approached
societal and cultural changes through this focused practice. It reminded me of
the work of Giorgio Morandi, for instance, someone who still had lives of cups,



bottles and vases for most of his career and yet managed to transfer all the
societal upheavals of Italy throughout his time. Different visuals, same
consistency and focus.”

The artist speaks about his process of reduction and control as “a relationship between
rationality and sensibility.” Stéphane Aboudaram | WE ARE CONTENT(S)



As with most of the shows at Chateau La Coste, the works are installed in the
space in close conversation with the architecture and its natural
surroundings. Cramerotti’s curatorial approach was deeply informed by the
architectural features of the Oscar Niemeyer Auditorium, which offered
opportunities to relate works to details that might otherwise go

unnoticed. “During one of my early site visits, [ noticed the lines of the joints of
the concrete floor to be at odd angles, more like 60/70 degree angles than the
customary 90-degree, and that gave me the idea for a framework, for
positioning the works in the space, rather than on the walls, a part of the
architectural volume,” he said. “The external walls are mostly made of glass
panes, floor to ceiling, with a black joint running vertically to connect one with
the other; that gave me the idea for the black frames designed to support the
eight pairs of paintings shown in the middle of the space, which pairing from a
different era and body of work but having the same size. [t was a long
conversation with Ding Yi’s studio to secure those ‘pairings’ as some belong to
his private archive and are not usually available for exhibitions. The show was
five years in the making, but 'm glad we got there in the end.”

“Prediction and Retrospection” by Ding Yi is on view through September
15 at Chateau La Coste, Le-Puy-Sainte-Réparade, France.



https://chateau-la-coste.com/en/news/ding-yi-exhibition.html

Sixth Tone
27 January 2024

SIXTH TONE

The Contemporary Artist Using Crosses to Push Boundaries

Over 35 years, Shanghai artist Ding Yi has developed a distinctive style using
fluorescent colors and crosses.

By Ding Yining

ZHEJIANG, East China — Artist Ding Yi still remembers the starry nights of his
childhood. Every year, during the annual Spring Festival holiday, he would take a
night boat with his father from Shanghai to Ningbo, his ancestral home in the eastern
Zhejiang province. The bright stars, drifting sea, and swaying ship all feature in his
latest work, with its shining constellations and deep-blue strokes.

Take a closer look and you will notice that every element has been created using
only one basic symbol: crosses.

One of the leading figures in China’s abstract art movement, Ding has spent more
than 35 years creating pieces using only “+” and “x” marks. The 61-year-old’s work
spans many artistic styles — maximalism, minimalism, experimental, post-modern,

and formalism, to name a few. Yet, his style is completely his own.


https://www.sixthtone.com/users/1001723/ding-yining?source=normal_article

ft: “Appearanc of rosses 2022-17,’acry|ic and woodcuts on basswood, 360x240cm; Right:
Details of “Appearance of Crosses 2022-16.” Courtesy of Ding Yi Art Studio

&f

Wang Wenlong |

Ding Yi in 2022. Courtesy of



His use of crosses was originally inspired by his experience working as a designer at
a toy factory in the 1980s. There, he would use registration marks, which look like
plus symbols, to assist with the alignment of different colors on printing screens and
plates. It was then that the young artist decided to make “rational” artworks, using
rulers and tape to create straight lines, bucking the mainstream trends of
expressionism and surrealism that had existed since 1985.

Ding’s peers and teachers thought little of his maverick approach at the time, but he
insisted on forging his solitary path. “I knew very well that my art was going to be like
long-distance running; | wasn'’t going to instantly burst onto the scene like some
brilliant star,” he tells Sixth Tone. “For abstract artists, art is a lifelong mission.”

Left: “Appearance of Crosses Il,” 1988, acrylic on canvas, 200x180cm; Right: Ding Yi at the “Exhibition
of Today’s Art” at Shanghai Art Museum, 1988. Courtesy of Ding Yi Art Studio
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ted during the 1993
1992-17,” Acrylic on canvas, 200x240cm. Courtesy of Ding Yi Art Studio
In 1993, Ding was invited to present his work at the 45th Venice Biennale in Italy, but
his pieces didn’t prove popular. Although Western art circles were making efforts to
introduce Chinese contemporary art to the world, most audiences appeared to prefer
works with more obvious Chinese elements. “It was at this point | realized | was an

artist outside the mainstream, and as such, | needed to distance myself from it as
much as possible,” Ding says.

Ding initially spent 10 years practicing formalism, a style that emphasizes visual and
material characteristics rather than external context or content. However, in 1998, he
began to rethink his artistic process after being asked by the art historian Serge



Guilbaut, during a dialogue in the artist’s studio, why he hadn’t reacted to the drastic
changes happening in Shanghai.

Urbanization and its effect on culture, society, and the aesthetics of the time have
long been a source of inspiration for artists. In the 1940s, a few years after relocating
to New York City, the Dutch painter and pioneer of abstract art Piet Mondrian
created one of his most famous works, “Broadway Boogie Woogie.” Using vivid
colors and squares, the artist evokes the city’s neat grid layout and vibrant jazz
scene.

“l think Mondrian tried his best to choose the brightest colors available at the time,”
Ding says. “He was stimulated by urbanization, and his painting shows what life is
like in a metropolis.”

Six decades later, when Ding re-examined the city that he had lived in for decades,
Shanghai, he found that traditional pigments were not vivid enough to reflect reality.



https://www.moma.org/collection/works/78682

“Appearance of Crosses 2010-13" from the “Fluorescent” series, acrylic on tartan, 90x920cm. Courtesy
of Ding Yi Art Studio

So Ding started using fluorescent pigments to depict city lights, changes in the
skyline, and the urbanization process. The intense colors of the works in his
“Fluorescent” series capture both China’s booming development and the ensuing
homogeneity as many cities began to look the same.

After 12 years of working with fluorescent colors, Ding was starting to feel
overwhelmed. He began to reduce his use of dazzling pigments and instead
introduced darker tones and woodcuts to explore his inner perspectives.

This change in style could be seen at a recent exhibition in Ningbo. In addition to
memories of his ancestral home, on display were sketches Ding made while visiting
cities around the world. In this “Travel Sketch” series, Ningbo appears as soft as
water vapor, Hong Kong is busy and bright, Bangkok is conveyed in orange and
maroon, and meteors streak across the sky in New York City.


https://mp.weixin.qq.com/s/AsKvnc-gqI8og11NvGBBGQ

“Traveling Sketch, Ningbo,” 2022. Courtesy of Ding Yi Art Studio

After 35 years of practice, Ding has developed a distinct visual language. However,
unlike some artists, he sees little to worry about when it comes to generative artificial
intelligence programs, which can produce artistic images in Ding’s style in a matter
of seconds. “It's just a novelty. Easy come, easy go,” Ding tells Sixth Tone. “Al can’t
replace human thought. For me, an artwork is meant to resonate with its audience.
Only if someone devotes themselves to their work can emotional resonance be
achieved. A computer can’t do that.”

Editor: Hao Qibao.

(Header image: Details of “Appearance of Crosses 2018-2." Courtesy of Ding Yi Art
Studio)
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Ding Yi: Cross Galaxy

Shenzhen Museum of Contemporary Art and Urban Planning (MOCAUP)

Ding Yi Appearnc of Crosses 223-2, 2023.
Acrylic on woodcuts on basswood, 360 x 240 cm. Courtesy of Ding Yi Studio. ©Ding Yi.

Ding Yi is well known as a geometric abstract artist who uses the character “+” and
grids. These symbols, reminiscent of mathematical formulas, have become an
aesthetic label for Ding Yi’s art over the past 30 years.

The reason why Ding Yi employed signs familiar to the public as a medium of
expression for painting is that he believes that the symbolism of these signs
themselves is much less than that of other materials. And thus, the works produced
contain anti-aesthetic intentions to make the audience see “art that is not art-like.” In
other words, it is to prevent the revolution of identity in which ordinary objects or



materials are transformed into completely different objects of worship by the
aesthetic baptism injected by the artist.

His abstract art was born in 1988. The 1980s of Chinese contemporary art was a
huge laboratory in which all kinds of avant-garde and experimental art forms
emerged, riding the wave of reform and opening-up policies. Witnessing a break with
the past and a subversion of values in which newness itself is considered a virtue,
Ding Yi distanced himself from the frenzy. He began to search for trivial things that
are small, humble, and insignificant, and difficult to be regarded as art materials. He
found the symbols “x” and “+”, which are familiar to the public but do not carry
specific meaning. These symbols can be seen as a rejection of the expression of
value-centeredness and the conventions that claim it. In other words, it is a
meaningless alternative to the age of meaning.

Over the past 30 years, his cross aesthetics have sometimes appeared as social
signs that allow us to read the progress of history, and as a medium of color and
form expressing China’s modernization, industrialization, and urbanization. Ding Yi’s
continuing interest in art lies in emphasizing pictoriality rather than the spiritual
message or mental sensibility that most abstract paintings imply. The hand-painted
symbols cover the entire surface of the large canvas, requiring great precision and
skill. The amount of artistic labor is doubled by that much, and since changes in the
concept and theme may occur in the process of work, no one can assist in the
painterly work.

His paintings intentionally avoid establishing a center. Each corner of the canvas
becomes the center. In abstract paintings as well as realistic paintings, the
audience’s eye is drawn to the center of the painting according to the concentration
of images, colors, and illumination that the artist intends. However, Ding Yi’s painting
intentionally distracts the viewer’s habitual orientation to the center or desire to find
the center. Instead, it makes the audience find visual elements of interest while
studying the canvas. Therefore, the composition does not lead to a center but reifies
the periphery, allowing the audience to find their own viewpoints. This is the reason
why audiences stay in the exhibition for a relatively long time.

The pictorial liberation provided by Ding Yi’s painting and the message that
guarantees and induces the viewer’s selective freedom seem to read the artist’s
message, “Do not look for the meaning of the painting, but rather look, feel, and
contemplate for yourself.” In this sense, Ding Yi art is a very social message
embodying equality.

Ding Yi’s solo exhibition, curated by Yongwoo Lee with curatorial team Feng Jing
Fan, Wang Liyin, Xu Zixian, held at the Shenzhen Museum of Contemporary Art and
Urban Planning is like a kind of autobiography that shows the entire process of Ding
Yi’s art over the past 35 years, from its beginning to the present.

On the occasion of the opening of the exhibition, an international forum was held
under the title of “Aesthetic Hybridity in Contemporary Art”. The speakers included
Karen Smith (chair), Cui Cancan, Gong Yan, Martin Guinard, Lorenz Helbling,



Yongwoo Lee, Carol Yinghua LU, Shao Shu, Shen Qilan, Shen Yubing, Tatehata
Akira, Yan Weixin, and Yang Fudong.
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Chinese Artist Ding Yi Finds
Inspiration in Buddhist Philosophy
and the Game of ‘Go’ — Watch Him
Explain His Iridescent New Art Here

"Ding Yi: Lightscapes" is currently on view at New York's
Timothy Taylor.

Ding Yi, Appearance of Crosses 2021-5 (2021). Courtesy of Timothy Taylor.

by Artnet Gallery Network - June 4, 2021


https://news.artnet.com/art-world/marketplace/gallery-network

Since the mid-1980s, Chinese artist Ding Yi has crafted a distinctive visual
language centered around crosses and grids. His often colorful
abstractions consider the rise of Shanghai as a global metropolis and the
radiance of the city’s neon lights.

Right now, Timothy Taylor is presenting “Lightscapes,” a solo exhibition of
Ding’s latest works featuring three paintings and six drawings. (The works
are simultaneously presented in the Frieze Viewing Room.)

The paintings represent an important new development for Ding: In order to
create them, the artist layered colors of paint and then cut intricate dot-like
crevices into the wood with a fine blade. The resulting images give the
impression of shifting, glistening lights in shades of vibrant vermilion,
magenta, lime green, and acid yellow.

Installation view “Ding Yi: Lightscapes” (2021). Courtesy of Timothy Taylor.

In conjunction with the new exhibition, the artist sat with curator Alexandra
Munroe for an interview. “There are systems of thought and perspective
that can shake our idea of a monolithic culture, and Ding Yi’s work is critical


https://www.timothytaylor.com/exhibitions/ding-yi-lightscapes/

to this conversation. It has an insight that is unique, a sublime space and
an emotion beneath the abstraction,” Munroe notes.

The discussion between artist and curator is wide-ranging. They talk about
the changing role of Chinese art in the global sphere, the thirty-five years
he’s worked on “Appearances of Crosses,” and why his approach to
painting is similar to the board game Go.
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Margrit Sprechers Reportagen in
der Churer Klibiihi

Am heutigen Dienstag, 27. April, um 20 Uhr ist in
der Klibithni in Chur eine Begegnung mit den Tex-
ten der vielfach ausgezeichneten Journalistin Marg-
rit Sprecher zu erleben. Sie schreibt Reportagen oh-
ne Verfalldatum, heisst es in der Mitteilung. Sie gehe
dorthin, wo es weh tut, greife Stoffe auf, bei denen es
sich andere zu leicht machten. Eine objektive Repor-
tage gebe es nicht. Und die, die so tun, als seien sie
objektiv, sind langweilig, sagt Sprecher. Die Schau-
spieler Graziella Rossi und Helmut Vogel lesen aus
ihren Texten, die nun in Buchform unter dem Titel
«Irrland» erschienen sind. (red)

[oauancal
Musikfestival Demenga muss ein
zweites Mal verschoben werden

Das traditionelle Festival der Musikerfamilie De-
‘menga im Calancatal kann auch in diesem Jahr
nicht stattfinden, wie die Veranstalter mitteilen. Die
beschrankten Raumverhaltnisse in den Kirchen des
Tales und die Vorschriften zur Bekimpfung des Co-
ronavirus verunméglichten die Auftritte der Bind-
ner Kammerphilharmonie und des Orchesters der
Italienischen Schweiz, deren Konzerte den feierli-
chen Auftakt und Abschluss des Festivals markieren
sollten. Deshalb hat die zusténdi ion die

Dienstag, 27. April 2021

Das Kreuzzeichen als Mass
aller Dinge

Die St. Moritzer Galerie Karsten Greve zeigt unter dem Titel «Highlight» Arbeiten des chinesischen
Kanstlers Ding Yi. Die Art, wie er seine Bilder aus kleinen Zeichen aufbaut, ist verbliiffend.

von Marina U. Fuchs

ing Yi ist in St. Moritz
kein  Unbekannter.
Die Galerie Karsten
Greve  prasentiert
hier mit «Highlight»
schon die zweite Einzelausstellung
des 1963 in Shanghai geborenen
Kiinstlers. Welche Wertschatzung
Greve dem Kiinstler entgegen-
bringt, lasst sich darin ablesen,
dass er ihn bereits 2006 in einer
Gruppenausstellung in Koln zeig-
te, der fiinf weitere Einzelausstel-
lungen folgten.

Nach den beeindruckenden
Arbeiten von Louise Bourgeois
wihrend des Winters begegnen
einem in der Galerie in St. Moritz
nun einundzwanzig ganz andere,
liberaus qualitatvolle abstrakte
Werke auf Holz und handgeschopf-
tem Papier.

Subtile Anziehungskraft
‘Wenn man sich der Galerie nihert,
bt eine Arbeit aus der Serie «Ap-
pearance of Crosses» von 2019
durch das grosse Fenster zur Fuss-
gingerzone hin eine regelrechte
Sogwirkung aus, verstromt positi-
ve Energie. Die Ausstellung heisst
nicht von ungefahr <Highlight», al-
so Glanzlicht. Wenn noch die Son-
ne passend am Himmel steht,
dann strahlt und leuchtet das Bild
besonders intensiv und lisst einen

irlich lacheln. Man will

Verschiebung des Festivals auf die Zeit vom 30. Juli
bis 6. August 2022 beschlossen. (red)

ilm «Los Lobos» im Kinocenter

In der Arthouse-Reihe des Kinocenters in Chur liuft
am Dienstag, 27. April, um 18.30 Uhr die mexikani-
schen «Los Lobos» in Origi-

mehr von diesem Kanstler sehen,
‘mehr iber ihn erfahren.
wihrend des Studiums setzte
Ding Yi sich mit dem sozalisti-
schen Realismus auseinander,
wandte sich verstarkt der westli-
chen Kunst zu und befasste sich
mit Kinstlern traditioneller und
0. Ma-

nalfassung mit deutschen Untertiteln. Zum Inhalt:
Nachdem die Briider Max und Leo von Mexiko in
die USA emigriert sind, miissen sie zunachst einmal
in ihrer neuen Heimat ankommen. Und sie milssen
sich an die sieben Regeln halten, die ihre Mutter ih-
nen auferlegt hat. (red)

lerei. Bereits 1993 war er auf der
Biennale Venedig vertreten, weite-
re wichtige Ausstellungen folgten.
Heute ist das Werk Ding Yis der
auch in China zu den wichtigsten
Positionen gehort, in internationa-

Es leuchtet \;n innen: Zwei der Arbeiten des chinesischen Kiinstlers Ding Yi, die alle mit «Appearance of Crosses»
betitelt sind, in der Galerie Karsten Greve in St. Moritz.

len Sammlungen vertreten. Seit
2005 ist der Kunstler Professor am
Shanghai Institute of Visual Arts,
wo er auch lebt und arbeitet.

Ohne religiése Bedeutung
Im Zentrum seiner Arbeiten steht
seit Anfang der 1980erJahre das
Kreuzmotiv in immer wieder ver-

Ve und Far-

schen. Wohl je nach Personlichkeit
ung

Prassobild

Zitronengelb in all ihren Schattie-
rungen dominieren in Verbi

punkten se-
hen die Betrachter grafische vom
Computer generierte  Muster,
Landkarten oder den Sternenhim-
mel. Keines der zahllosen Kreuze
gleicht dem anderen, jedes einzel-
ne setzt der Kiinstler mit der Hand
Er arbeitet mit Rastern, mit vielen
Schichten iberein-

ben. Das Kreuz steht aber nicht et-
wa fiir ein religioses Symbol. Es
hat in China die unterschiedlichs-
ten Bedeutungen und wurde seit
jeher als rein dekoratives Muster
auf Stoffen und Porzellan verwen-
det. Ding Yi liess sich von Druck-
verfahren inspirieren, wo Schnitt-
Kanten kreuzformig markiert wer-
den. Die ersten Kreuze entstanden
aus Tusche auf Papier. Ol auf Lein-
‘wand und Holz folgten. Alle Bilder
bestehen ausschliesslich aus den
Zeichen «» und «x».

Es ist interessant, den Gespré-
chen der Galeriebesucher zu lau-

ander, die dann die beeindrucken-
de Bildwirkung voller Kraft und
zugleich Subtilitt ergeben.

i i Farb-

mit schwarzen, hellgrauen oder
weissen Akzenten. Neonfarben
und Glitzerpigmente werden zur
Darstellung von Licht verwendet,
setzen sich mit optischen Effekten
von Neonlichtern, Scheinwerfern,
Autokolonnen und Werbetafeln
auseinander.

Man méchte schier endlos vor
den Arbeiten verweilen, immer
Neues herausfinden, das sich mit

und Lichteinfall zu-

schichten und das Uberlagern von
aufeinandertreffenden  Kreuzfor-
men entwickelt der Kinstler eine
Vielzahl von Farbnuancen und
raumliche Tiefe. Ding Yi arbeitet
im Negativv Die Malober-

dem immer wieder verandert. Die
Bilder sind interakti, laden dazu
ein, sie ebenso mit Abstand zu be-
trachten, wie auch von ganz nah
und so immer wieder zu neuen

fliiche zeigt ein grossflichiges von
Hand geschnitztes Gitternetz des-
senin Formund

und Erkenntnissen zu kommen.

Stirke geschnitzte Linien, Pig-
mentstrukturen, Texturen und
Farbtone freilegen. Hellgriin und

Die ighlight» in
der Galerie Karsten Greve,
St. Moritz ist noch
19. Juni zu sehen.

Py hink

dapk

en aus dem Bii

dner Boden - 24 archiologische E

2020

Eine Barbiepuppe aus her Zeit Albrecht Durers

Der Dienst
(ADQ) ist seit iiber 60 Jahren verant-
wortlioh fir den Schutz von mehreren

von
Graubiinden durch. Dabei wurden
immer wieder Funde aus dem Archiv

Tausen Fi
im gesamten K Wenn die-

hervorgeholt, die zum Zeitpunkt ihrer

sich dabei um eine um 1500, wohl in
der Gegend von Augsburg hergestellte
Figur handelt. Darauf deutet die
Tracht, wie sie auch im Bildnis der
Mutter des i

neben Frauen auch Reiter/Ritter,
Narren, Jesusfiguren und Tierdarstel-
Tungen - wurden in zweischaligen
Formen hergestellt und waren damit
ein Ahnliche Objekte

se durch moderne Baumassnahmen
bedroht sind, fihrt der ADG sogenannte
Rettungsgrabungen durch - pro Jahr
immerhin 80 bis 100 davon! Was nach
einer solchen Notgrabung bleibt, sind
die geborgenen Funde, die wissen-
schaftliche Dokumentation und neue
Erkenntnisse zur Geschichte von Grau-
biinden. Davon erzéhlen 24 spannende

nur wenig
fanden. Damals wusste man mitunter
gar nicht, worum es sich handelt,
oder erkannte ihre Bedeutung nicht.
Letzteres ist beim folgenden Beispiel
der Fall.

Die Beschreibung in den Akten
Klang unspektakular: 1975 ibergab
eine Privatperson aus Cazis dem
Archiologischen Dienst einige

gen aus dem
Jahr 2020 in dieser Reihe,

von Hannes Fliick*

Zuweilen gelingen archiiologische
Neuentdeckungen auch im Fund-
archiv des Archiiologischen Dienstes
Graubiinden. Von 2017 bis 2020 fiihrte
ein Team aus drei Wissenschaftler-
innen und Wissenschaftlern eine
Aktualisierung und Digitalisierung
des Inventars aller bekannten

sowie das Fragment
ciner Tonstatuette, die sie im Garten
eines Hauses in der Flur Caschneras
gefunden hatte. Anlisslich der Neu-
bearbeitung dieser Fundstelle wurde
das Stiick aus dem Archiv genommen.

Wie tberrascht waren die drei Wissen-

schaftler und Wissenschaftlerinnen,
als diese adrett gekleidete Frau sie
geheimnisvoll anlchelte. Sie trigt
eine Haube, von der ein Stoffband
iber ihre rechte Schulter fallt. Eine
Umfrage bei Experten zeigte, dass es

bekannt, bisher aber nur wenig
erforscht. Aus Graubiinden ist es
der erste Fund. Die Figuren wurden
zum einen als frither Nippes auf
den gestellt. Gerade die

malers Albrecht Direr zu sehen ist.
Solche Tonfiguren - géngig waren

sind aus dem gesamten siiddeutschen
und nordschweizerischen Raum

derjenigen

Frauenfiguren, immer in der neuesten
Mode dargestellt, waren zudem lange
vor der Barbiepuppe ein beliebtes
Spielzeug fiir Kinder.

Wie das Stiick damals von
Augsburg an den Heinzenberg kam,
ist unbekannt. Denkbar wire eine
Verbindung zum seit dem Frith-
mittelalter bestehenden Kloster Cazis.
Unter den Augustinerinnen, welche
von 1156 bis 1570 in diesem Kloster
lebten, waren auch adlige Frauen aus
dem siiddeutschen Raum. Vielleicht
hat eine von ihnen dieses Figiirchen
als Andenken an ihre Kindheit ins
Kloster mitgenommen. Nachden es
zerbrochen war, landete es im Abfall,
welcher ausserhalb von Cazis entsorgt
wurde.

* Hannes Flick hat von 2017 bis 2020 im Projekt

Die Tracht der i
von Barbara Direr, gemalt 1490

Bilder ADG/

Kulturgut» beim Archiio-
logischen Dienst Graubiinden gearbeitet.
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LE MONDE DE L'ART | EXPOSITIONS

Paris-Bruxelles

Les amateurs d'expositions pourront (re)découvrir
un artiste chinois méconnu et un cubiste oublié a Paris,
ou un festival photo original sur le theme du confinement & Bruxelles.
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GALERIE KARSTEN GREVE
Ding Yi : Highlight

Au début du nouveau millénaire, les artistes
chinois sont apparus en nombre sur le mar-
ché international de I'art contemporain, le
meilleur cotoyant souvent le pire. Ding Yi
appartient a la premiére catégorie. Si la gale-
rie Karsten Greve représente celui-ci depuis
2006, le travail du peintre est bien antérieur :
son ceuvre s’est développée pres de deux
décennies avant I'engouement qui a bénéficié
aux créateurs chinois. Dés 1988, I'artiste a mis
au point le dispositif autour duquel s’articule
toute sa démarche : agencer une multitude de
petites croix, disposées sous forme de + ou de x,
qui suivent des lignes, sur différentes épais-
seurs de pigments. Vingt ceuvres de 2020 sont
ici présentées, en regard d’une sélection de
peintures plus anciennes. Les grands formats
ont pour support des panneaux de bois qui
sont gravés avant d’étre peints. Les plus petits
sont des ceuvres sur papier artisanal. Alors

LA GAZETTE DROUOT N° 5 DU 5 FEVRIER 2021

que le procédé peut sembler assez minima-
liste, le résultat révele son lot de surprises.
Le fait de se rapprocher ou de s’éloigner des
ceuvres permet a la lumiere de jaillir,
anime celles-ci, en suggérant plus ou moins
fortement des motifs : on peut y voir, concur-
remment ou simultanément, des imprimés de
tartan, des étoiles et des constellations, des
réseaux informatiques, des cartes topogra-
phiques ou la vue qu’offrent les hublots
d’avion la nuit, en survolant des métropoles
éclairées. Des motifs les plus élémentaires
nait une grande richesse visuelle.

ALAIN QUEMIN

Galerie Karsten Greve, 5, rue Debelleyme,
Paris llle, tél. : 01427719 37,
www.galerie-karsten-greve.com
Jusqu'au 20 mars 2021.

Ding Yi, Appearance of Crosses
2020-13,2020,

technique mixte sur bois,

120 x 120 cm (détail).

© DING Yl COURTESY GALERIE KARSTEN GREVE PARIS,
KOLN, ST. MORITZ

© COPYRIGHT AUCTIONSPRESS
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artdaily.com

Galerie Karsten Greve opens a solo exhibition featuring
new work by Chinese artist Ding Yi

F

O E SE AR X RS '.')E.L.:.' oA A SN H R DR N s
Ding Yi, Appearance of Crosses 2020-13, 2020. Mixed media on wood, 120 x 120. cm / 47 1/4 x 47
1/4 in. YD/M 47© Ding Yi. Courtesy Galerie Karsten Greve Koln Paris St. Moritz.

COLOGNE.- To open the 2020 autumn season, Galerie Karsten Greve is showing a solo
exhibition featuring new work by Chinese artist Ding Yi in Cologne. Karsten Greve first presented
the artist in 2006 as part of his Contemporary Chinese Art group exhibition, followed by five
subsequent Ding Yi solo exhibitions in his galleries in Cologne, Paris and St. Moritz. This is Ding
Yi s tenth exhibition staged in partnership with Galerie Karsten Greve. Nineteen new pieces on
wood and handmade paper, including Appearance of Crosses 2020 13, created during the
global coronavirus lockdown in the spring of 2020 , are on show . The color range is dominated
by nuances of bright lime and lemon chrome, interspersed with black, light gray, and white
speckles of color. Ding Yi's color combinations call to mind neon lights, marker pens, or
oscillating billboards. At first glance, the surface that is entirely covered with crosses appears as
if it were a two dimensional, computer generated printed or stitched composition or a color
screen. In general, the artist's latest works are increasingly characterized by use of special types
of color such as neon color or glitter pigment, which also involves a breach with traditional color
systems. In his latest pieces, we see Ding Yi explore the depiction of light and his interest in the



http://www.galerie-karsten-greve.de/

emergence of unfamiliar optical effects created by neon signs , head and tail lights, lines of
vehicles, billboards. The harsh contour plot of the pattern of crosses functions as a fluorescent
aureole , and serves to express reflected gleaming light Highlight.

Born in Shanghai in 1962, Ding Yi completed his studies at the Shanghai Arts and Crafts Institute
in 1983 , before going on to study traditional Chinese painting at the Fine Arts Department at
Shanghai University , graduating in 1990. Foll owing his explorations of Socialist Realism, during
his time as a student Ding Yi increasingly found inspiration in Western art, while also examining
the work of artists dedicated to traditional and contemporary Chinese painting. Ding Yi was one
of the first Chinese abstract painters to become famous in the West . In 1993, h e participated in
the Venice Biennale as well as in China Avant Garde!, an exhibition of contemporary Chinese art
presented at the Haus der Kulturen der Welt in Berlin; he was invited to take part in the
Yokohama Triennale in Japan in 2001 and in the Guangzhou Biennale in China in 2002. In 2008,
the Museo d’Arte Moderna di Bologna in Italy dedicated an important solo exhibition to the artist.
On a regular basis, Ding Yi's works are presented internationally in solo and group exhibitions,
for instance in the recent solo exhibition Appearance of Crosses at the Nova Contemporary
Gallery in Bangkok, and currently in the group show On Sabbatical at the West Bund Museum
Gallery 0 in Shanghai. His works are included in the collections of international institutions such
as the Centre Pompidou in Paris, the Daimler Collection in Berlin, and the Long Museum in
Shanghai. Ding Yi has been a professor at the Shanghai Institute of Visual Arts since 2005. The
artist lives and works in Shanghai.

During the early 1980s, Ding Yi developed his first complex series of works with a multitude of
variations and different colors of crosses. In China, the cross is associated with a wide range of
non religious connotations. Since time immemorial, the cross has been used as a decorative
pattern on porcelain and fabrics ; today, the cross is a ubiquitous sign which appears in non
religious contexts in China's everyday life. Cross shaped crop marks for the cutting lines in
printing served as a direct source of inspiration for Ding Yi.

In 1988, he painted his first pieces from the Appearances of Crosses series, initially in in k on
paper, soon to be followed by pieces in oil on canvas or wood. His pictures are entirely made up
of + and x marks. Several layers of paint and conglomerations of superimposed cross shapes
were the basis from which the artist developed a rich and varied range of color nuances and
spatial depth. To create his works using a negative process, Ding Yi re lies on mixed media on
wood (American basswood). The painting surface is incised by hand with an all over grid. Lines
in different widths and shapes uncover layers of pigment, texture, and shades of color. Both the
way the piece is created and the manual working process involved are exact opposite s to the
appearance of the artwork. Ding Yi s panels are interactive in that the viewer can perceive the
depth effect of the piece in its entirety, while he is also invited to scrutinize the work at close
range to explore the depth effect of its incised surface and the mapping of imaginary cities.

Accompanying the exhibition, two publications will be available at Galerie Karsten Greve in
Cologne:

DING YI. Texts (Chines e; Englis h; German ): Barbara Catoir, Ding Yi, Galerie Karsten Greve,
Cologne 2008, 5 0 00 euros

DING YI. Scintillement, Text French; Englis h )): Bianca Bozzeda, Galerie Karsten Greve, Paris
2014 .10. 00 euros



LISSON GALLERY

Kolner Kultur
4 September 2020

@ FREITAG, 4. SEPTEMBER 2020

KOLNER KULTUR - 11

Die Kunst meldet sich zuriick

,DC Open": Ab diesem Wochenende zeigen viele Kolner Galerien neue Programme

Die gemeinsamen Eroff-
nungen der Kélner und
Dusseldorfer Galerien
am ersten September-
Wochenende sind gute
Tradition; daran hat sich
auch in Zeiten der Coro-
na-Pandemie nichts ge-
andert. Hanna Styrie
zeigt an funf Beispielen,
dass das Spektrum bei
»DC Open”von musealen
Positionen bis zu jungen
Kunstlern reicht.

YKarsten Greve trumpft mit
teils atelierfrischen Werken des
Chinesen Ding Yiauf, dessen Ar-
beiten von Kreuzmotiven be-
herrscht werden. Diese erschei-
nen auf handgeschopftem Pa-
pier und Holz in immer neuen
Variationen und Farbkombina-
tionen.

Mit Stiften, Pinsel und Stem-
peln bringt der Kiinstler die
Kreuze auf, die sich rasterférmig
iiber den Bildgrund erstrecken
und je nach Farbklang unter-
schiedliche Wirkungen hervor-
rufen.

Die schwarz-weiflen Werke
erinnern an Schaltpline, wih-
rend Hellgriin und Gelb Natur-
eindriicke suggerieren. In den
jiingsten Mischtechniken ver-
wendet Yi Neonfarben und Glit-
zerpigmente, die den Eindruck
vermitteln, als blicke man aus
derVogelperspektive aufein flir-
rendes Lichtermeer (Drususgas-
se1-5).

>Christine Wang widmet sich
hochst aktuell dem Virus und
seinen  verheerenden  wirt-
schaftlichen Folgen in den USA
bei Nagel/Draxler. Das politisch
motivierte Schaffen der Ameri-
Kanerin (Jg. 1985) ist von Cyber-
kultur,  Internetphanomenen
und digitaler Bildsprache beein-
flusst. In der neuesten Werk-
gruppe mit dem Titel ,Coronavi-
rus Memes" greift sie auf Mate-
rial zuriick, das sie bei Instagram
gesammelt hat. Die Motive aus
der digitalen Bilderflut bilden
die Grundlage fiir monumentale
plakative Geméilde, die sie um
Texte erginzt, die die Bildinhal-
te kommentieren und Betrach-
ter unmittelbar zur Auseinan-
dersetzung auffordern.

Erstickt am
ignorierten
Trauma

Analogtheater mit
.Geister ungesehen”

VON THOMAS LINDEN

,Wir freuen uns, nach sechs Mo-
naten endlich wieder, endlich
wieder, endlich wieder im Thea-
ter Theater zeigen zu kénnen.“
Ein wahrer StoRseufzer entfuhr
Dietmar Kobboldt, dem Chef der
Studiobiihne, als er 25 (!) zuge-
lassenen  Besuchern  unter

-1 strengsten Sicherheitsvorkeh-

otograilen beivan derGrmlen (0.1.), Malerei bei Karsten Greve (o.r.), Nagel/ Draxler (u.l.)und Priska Pasquer (u.r.). Rehbein
wldmete dem Bildhauer Heinz Breloh eine Einzelausstellung (u.M.).

Maskenpflicht, Gesundheits-
und Sozialpolitik werden dabe|
ebenso thematisiert wie
massenhafte  Arbeitsl oslgkelt
als Folge der Pandemie. , I miss
working* ruft einem da eine ver-
2Zweifelte Frau von einem Grof-
format entgegen. ~ Christine
Wangs Werke und ihre suggesti-
ve Bildsprache iiben eine starke
Wirkung aus und zwingen Besu-
cher, Position zu bezichen (Eli-
senstr. 4-6).

>Radenko Milak befasst sich
ebenfalls in seinen jiingsten
Werken mit den Auswirkungen
der Pandemie, auch er hat aus
Reportagen und Pressebildern
Motive herausgefiltert, die ex-
emplarisch den Schockzustand
vermitteln, der die Welt nach
dem Ausbruch erfasste: verwais-
te Stadte, Flughédfen und Bahn-
hofe, Krankenhduser und Lei-
chenhallen. Der Kiinstler ver-

Ermordet auf dem
Weg zum Ruhm?

Artothek: Brigitte Dunkels ,Memorial for E.S."
erinnert an ein Opfer Hollywoods

Sie war jung, schén und hungrig
aufeinLeben, d; en-

hat die Kiinstlerin einige Be-
dteile des Ge-

dete: Elizabeth Short. Der bruta-
leund nie aufgeklirte Mord, ver-
tibtimJahr 1947 ander damals 22
Jéhrigen, beschiftigte in der
Folge surrealistische Kiinstler,
Autoren und Filmemacher. Als
»Black Dahlia“ wurde die
schwarz  gelockte ~ Schonheit
posthum zur Ikone, um die ein
frither Hype

fiiges arrangiert. Dabei scheut
sie vor Gruseleffekten nicht zu-

riick, wennsie ein goldenbemal- |-

tes Skelett mit Langhaarperiicke
zwischen Schmetterlinge und
Libellen auf griines Moos bettet.

Ahnlichverstorendist der Ge-
denkraum auf der ersten Etage.
Mir rotem Samtvorhang und

Eréffnung

31Kdlner Galerien sind bei
,DC Open” beteiligt, in Dus-
seldorf machen 21 Kunst-
handler mit. Geoffnet ist Frei-
tagvon 11bis22Uhr, Samstag
von 11 bis 20 Uhr und Sonn-
tagvon 11 bis 18 Uhr. Auf die
gewohnte Abschlussparty
wird coronabedingt verzich-
tet. Mehr Informationen un-
ter www.dc-open.de. (sty)

sucht in seinen Bildern, ,das ei-
gentlich Unvorstellbare zu er-
fassen und zu dokumentieren
das eigene Erschrecken und Er-
staunen dariiber kiinstlerisch zu
verarbeiten®.

Priska Pasquer zeigt die klein-
formatige Aquarelle in ihren
neuen Rdumen am Konrad-Ade-
nauer-Ufer 83 in der ersten Eta-

ge, wohin sie von der Albertus-
strae gezogen ist.

>Thomas Rehbein erinnert mit
einer Einzelausstellung an den
2001 verstorbenen  Kiinstler
Heinz Breloh, dessen Nachlass
eriibernommen hat. Markenzei-
chen des Kolners war das prozes-
suale bildhauerische Arbeiten.
In dessen Verlauf trug er Schicht
um Schicht mit den Hénden Gips
oder Ton auf, bis sich eine
Grundform erahnen lief3, die er
vielfach bearbeitete und dabei
auch den eigenen Korper in den
weichen Gips driickte. Breloh
begriff seine Arbeit als gesamt-
orperliches Ereignis, bei dem
das eigene Maf bestimmend fiir
die Ausdehnung seiner Plasti-
ken im Raum war. Der enge Kon-
takt zum Material wurde fiir den

Fotos: Galerien

>Van der Grinten stellt mit Mi-
chael Ackermann einen Fotogra-
fen vor, der dem Medium ganz
neue Seitenabgewinnt. Der 1967
in Israel geborene Kiinstler, der
mit 18 Jahren die Fotografie als
personliche Ausdrucksform fiir
sich entdeckte, gebraucht die
Kamera auf unorthodoxe Weise
und lisst daraus folgende Be-
lichtungsfehler, Uberblendun-
gen, Unschirfen und Bewegung
bewusst zu.

Seine schwarz-weiflen Land-
schaften und Portriits, die wih-
rend seiner vielen Reisen ent-
standen sind, bezeugen seine
Sensibilitat fiir historisch aufge-
ladene Orte wie den jiidischen
Friedhof in Warschau oder eine
jiidische ~ Kindergedenkstitte.
Die vermeintliche Fehlerhaftig-
keit verleiht den Fotografien ei-

rungen Eintritt gewéhren konn-
te. Theater als Hochsicherheits-
trakt, das driickt auf die Stim-
mung.

Daniel Schiifler und sein En-
semble vom Analogtheater lie-
Ren jedoch alle Corona-Be-
schréinkungen elegant an sich
vorbeiziehen angesichts eines
stringenten sthetischen Kon-
zepts. Die Produktion ,Geister
ungesehen - Ein deutsches
Trauma"“ blickt zuriickaufeinEr-
eignis, das sich zum Kriegsende
vor 75 Jahren zu trug. Innerhalb
von sechs Tagen nahmen sich
mehr als 1000 Menschen in der
Kleinstadt Demmin in Mecklen-
‘burg-Vorpommern das Leben.

Diese Welle des Todes ging
einher mit der Vernichtung der
historischen Altstadt. Ein Ereig-
nis, das eine tiefe Wunde hinter-
lieR, die aber nie angeschaut
wurde.

Verzweifelte Generation
Gleich mit der ersten Szene wird
die Diagnose gestellt, dass ein
ignoriertes Trauma irgendwann
alle Lebendigkeit erstickt. Ne-
ben fiktionalen Kurzmonologen
der Biirger setzt die Inszenie-
rung durchweg auf eingeblende-
tes Bildmaterial der Stadt und
ihrer Umgebung. Unter der Hand
wird Demmin zum Symbol fiir
ein Deutschland, das gerne das
Wort ,Heimat“ im Munde fiihrt,
die Vergangenheit aber ver-
drangt und die Natur weiterhin
zerstort. Hier verzweifelt eine
Generation an der Sprachlosig-
keit von Eltern und GroReltern
und deckt damit das unter-
schiedliche Geschichtsver-
standnis der Generationen auf.
Eine kompakt recherchierte
Produktion mit ebenso bitteren
wie siiffisanten Untertonen.

Kiinstler zum exi: Er-
lebnis von Wahmehmung und
Ausdruck (Aachener Str. 5).

Die Grabplatte ziert das Portrét der ermordeten Elisabeth Short alias

.Black Dahlia"

ben mag, erinnert der mit extra-
vaganten Kleidern bestiickte
Sie wollte Schau-

In der Artothek erinnert nun
Brigitte Dunkelan dieleichtlebi-
ge junge Frau, die grausam ver-
stiimmelt aufgefunden wurde.
Man sieht eine medieniibergrei-
fenden Installation, in der sich
Fakten und Dokumente, Mythos
und Spekulationen verbinden.
Wie Settings zu einem Trashfilm

it aus
Lackleder wird das schwiilstige
Ambiente eines Nachtklubs in
den 1940er Jahren zitiert; dane-
ben ist ein Trauertisch mit Kon-
dolenzbuch platziert, in das sich
eintra-

spielerin werden; Orson Welles
gehorte kurzfristig zu den Tat-

verdéchtigen.
Neben den installativen Ele-
menten benutzt Brigitte Dunkel
isches Material aus

gen konnen.
An das Glamourleben, das
sich ,Black Dahlia“ ertrdumt ha-

dem Internet: ein Polizeifoto
von Elizabeth, Aufnahmen des
vermeintlichen Tatorts in Los

Foto: Thomas Brill

Angeles und der Fundstelle der
Leiche.

Dunkels ,Memorial for E.S.*
ist aber vor allem als Denkraum
zu verstehen, in dem Fragen ge-
sellschaftlicher Normen, festge-
legter  Rollenzuschreibungen
und deren Gegenentwiirfe auf-
geworfen werden. (sty)

Bis 17.10., DibisFr 13-19 Uhr, Savon
13-16 Uhr. Am Hof 50

ne unverwech: Asthetik,
in der die Zeit aufgehoben
scheint (Gertrudenstr. 29).

, nachste Vorstellungen
4,5, 6. Sept. Jeweils 16 und 20 Uhr,
Universititsstr. 16a

Fulminanter Start

Forum Alte Musik” beginnt Sonntag mit
Dorothee Oberlinger und Andreas Scholl

Was fiir ein Auftakt! Im ersten
Konzert ihrer neuen Saison tref-
feninderReihe,,Forum Alte Mu-
sik" zwei veritable Stars aufein-
ander: Countertenor Andreas
Scholl und Blockflgtistin Doro-
thee Oberlinger, die ihr Ensem-
ble 1700 mit ins WDR Funkhaus
bringt. Gemeinsam begibt man
sich auf eine musikalische Spu-
rensuche durch Neapel mit Ari-
en und Concerti von Hindel,
Scarlatti und Porpora.

Das anspruchsvolle Musizie-
reninkleineren Besetzungen sei
dieser Tage ja noch mehr in den
Fokus geriickt, so Programmma-
cherin Maria Spering. Insgesamt
zehn Konzerte prisentiert sie bis
Juni 2021 mit Kiinstlern aus vie-
len verschiedenen Lindern: Vo-
ces Suaves kommen aus der
Schweiz (31.1.), Singerin Han-
nah Morrison aus den Nieder-

landen (13.6.), die Cellisten
Christophe Coin und Davit Mel-
konyan aus Frankreich rsp. Ar-
menien (11.10.). Kolner Beitrage
leisten das Ensemble Vintage
(8.11.) oder die Studierenden der
Musikhochschule, fiir die Kai
Wessel Giacomo Grebers Oper
L Ergastos Armouren® wieder-
entdeckt hat (10.1.). (EB)

' L |

Barockes Dreamteam: Dorothee
Oberlinger und Andreas Scholl
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Ding Yi ,Highlight*

Veroffentlicht am 1. September 2020
GALERIEN

Galerie Karsten Greve

4. September 31. Oktober 20 20
Vernissage: Freitag , 4. September 2020, 11-22 Uhr
im Rahmen der DC OPEN Galleries 2020

Es spricht Magdalena Kroner, Dusseldorf

Die Galerie Karsten Greve freut sich, zum Auftakt der Herbstsaison 2020, eine
Einzelausstellung mit neuen Werken des chinesischen Kunstlers Ding Yi in Koln zu
prasentieren. Karsten Greve zeigte den Klnstler erstmals 2006 in seiner Kolner
Gruppenausstellung Contemporary Chinese Art, der funf weitere
Einzelausstellungen mit Ding Yi an den Standorten Koln, Paris und St. Moritz
folgten. Dies ist Ding Yis zehnte Ausstellung in Kooperation mit der Galerie Karsten
Greve. Gezeigt werden neunzehn neue Arbeiten auf Holz und handgeschopftem
Papier, darunter Appearance of Crosses 2020-13, entstanden wahrend des
weltweiten Corona Lockdowns im Fruhjahr 2020. Auf der Farbpalette dominieren
Nuancen von grellem Hellgrin und Zitronengelb, durchbrochen von schwarzen, hell
grauen und weilden Farbakzenten. Ding Yis Farbkombinationen lassen an
Neonlichter, Textmarker oder oszillierende Werbetafeln denken. Auf den ersten
Blick erscheint die ganzflachig von Kreuzformen Ubersate Werk oberflache wie eine
zweidimensionale, computergenerierte, gedruckte oder gestickte Komposition oder
wie ein Farbraster. Die neuesten Arbeiten des Kiinstlers zeichnen sich allgemein

durch den verstarkten Einsatz von besonderen Farbmaterialien wie Neonfarben und


https://www.bpar.digital/aktuelle-austellungen/galerien/ding-yi-highlight/
https://www.bpar.digital/quelle/galerie-karsten-greve/

Glitzerpigmenten aus, die mit einem Durchbrechen traditioneller Farbsystem e
einhergehen. In seinen aktuellen Werken experimentiert Ding Yi mit der Darstellung
von Licht und manifestiert sein Interesse an der Entstehung von ungewohnten
optischen Effekten von Neonlichtern, Scheinwerfern, Autokolonnen, Werbetafeln.
Die harte Kontur linie der Kreuzstrukturen erfullt dabei die Funktion eines
fluoreszierenden Lichtkranzes, sie dient als Ausdrucksmittel fur reflektiertes Licht,
Glanzlicht Highlight.

Ding Yi, 1962 geboren in Shan ghai, absolvierte 1983 ein Studium am Shanghai
Arts and Crafts Institute, bevor er ein zweites Studium mit Schwerpunkt
traditioneller chinesischeer Malerei am Fine Arts Department der Shanghai
University 1990 zum Abschluss fuhrte. Nach der Auseinandersetzung mit dem
sozialistischen Realismus wandte sich Ding Yi als Student verstarkt der westlichen
Kunst zu und befasste sich mit Kiinstlern traditioneller und zeitgenodssischer
chinesischer Malerei. Ding Yi wurde als einer der ersten abstrakten Kuinstler Chinas
bereits in den frihen 1990er Jahren im Westen bekannt. So nahm er 1993 an der
Biennale in Venedig und an der Ausstellung zur chinesischen Gegenwartskunst
China Avantgarde im Berliner Haus der Kulturen der Welt teil; des Weiteren war er
2001 an der Yokohama Triennale (Japan) und 2002 an der Guangzhou Biennale
(China) beteiligt. Das Museo d’Arte Moderna di Bologna widmete dem Knstler
2008 eine bedeutende Einzelausstellung. Ding Yis Werke werden regelmaliig in
internationalen Einzel- und Gruppenausstellungen prasentiert, so im Januar 2020 in
einer Einzelausstellung der Nova Contemporary Gallery, Bangkok, und aktuell etwa
in On Sabbatical im West Bund Museum Gallery 0, Shanghai. Seine Werke gehoren
zum Bestand internationaler Sammlungen, wie zum Beispiel des Centre Pompidou
in Paris, der Daimler Collection in Berlin, des Long Museum in Shanghai. Seit 2005
ist Ding Yi als Professor am Shanghai Institute of Visual Arts tatig. Der Klnstler lebt
und arbeitet in Shanghai.

Die ersten komplexen Werkreihen, in denen immer neue Variationen und Farben
von Kreuzmotiven auftauchen, entwickelte Ding Yi Anfang der 1980er Jahre. In
China hat das Kreuz die unterschiedlichsten nichtreligiosen Konnotationen; das
Kreuz wurde seit alters als ein dekoratives Muster auf Porzellan und Stoffen
verwendet; heutzutage findet die Kreuzform in China Uberall im nichtreligiosen
Alltag Verwendung. Die kreuzformigen Markierungen der Schnittkanten im
Druckverfahren waren die unmittelbare Inspirationsquelle fur Ding Yi. Ab 1988

malte er die ersten Werke der Reihe Appearances of Crosses zunachst in Tusche



auf Papier, bald auch in Ol auf Leinwand und Holz. Seine Bilder bestehen
ausschliefdlich aus den Zeichen + und x. Durch zahlreiche Farbschichten und das
Uberlagern von aufeinandertreffenden Kreuzformen entwickelt der Kiinstler eine
erstaunliche Vielfalt an Farbnuancen sowie raumliche Tiefe. Fur seine Werke, die im
Negativverfahren hergestellt werden, verwendet Ding Yi eine Mischtechnik auf Holz
(Amerikanische Linde). Die Maloberflache zeigt ein groflachiges, per Hand
geschnitztes Gitternetz. Durch die in unterschiedlicher Starke und Form
geschnitzten Linien werden Pigmentschichten, Texturen und Farbtone freigelegt.
Die Herstellungsart und der damit einhergehende handwerkliche Arbeitsprozess
stellen das genaue Gegenteil des Erscheinungsbildes dar. Ding Yis Werke sind
interaktiv, indem der Betrachter sowohl die Tiefenwirkung der gesamten
Erscheinung wahrnimmt, als auch aufgefordert ist, nahe an das Werk
heranzutreten, um die Tiefenwirkung der geschnitzten Bildoberflache und die

Kartografien imaginarer Stadte zu erkunden.

Begleitend zur Ausstellung sind zwei Publikationen in der Galerie Karsten Greve
Koln erhaltlich:

DING YI. Texte (Chinesisch; Englisch; Deutsch): Barbara Catoir, Ding Yi, Galerie
Karsten Greve, Koln 2008, EUR 50,00.

DING YI. Scintillement, Text (Franzosisch; Englisch): Bianca Bozzeda, Galerie
Karsten Greve, Paris 2014. EUR 10,00.

UBER DIE GALERIE KARSTEN GREVE

Karsten Greve, seit einundflinfzig Jahren erfolgreicher Kunsthandler, eroffnete 1973
seine erste eigene Galerie in Koln mit einer Einzelausstellung von Yves Klein. 1989
kam der Standort Paris (Rue Debelleyme) hinzu und 1999 St. Moritz (Via Maistra).
Die Galerie Karsten Greve zahlte von Anfang an zu den weltweit fUhrenden
Galerien, sie ist regelmalig auf Kunstmessen wie der ART BASEL, FIAC und TEFAF
vertreten und zeigt bis heute wichtige Einzelausstellungen mit Werken
international arrivierter Kiinstler wie Lucio Fontana, Piero Manzoni, Joseph Cornell,
Willem De Kooning, WOLS. Ein enger personlicher Kontakt des Galeristen mit
Klnstlern der Zeit wie Cy Twombly, Louise Bourgeois, Jannis Kounellis, John
Chamberlain und Pierre Soulages schuf die Voraussetzung, dass von Anfang an
Vertreter der internationalen Avantgarde nach 1945 das Programm der Galerie
bestimmen sollten. Karsten Greves langjahrige Zusammenarbeit mit Gotthard

Graubner, Pierrette Bloch und Leiko lkemura hat malRgeblich dazu beigetragen,



dass diese Kunstlerinnen und Kinstler heute weltweite Anerkennung finden. Die
Galerie, die dreiltig Kunstler vertritt und ihr Programm um internationale
Nachwuchsklnstler wie Georgia Russell, Claire Morgan, Gideon Rubin und Raul
[llarramendi immer wieder erweitert, ist gleichermalRen fuhrend in
Einzelausstellungen sowie hochst anspruchsvollen begleitenden
Katalogpublikationen, die von der Galerie Karsten Greve im Eigenverlag

herausgegeben werden.

Bildnachweise:

Ding Yi, Appearance of Crosses 2020 13, 20 20 Mischtechnik auf Holz 120 x 120
cm

Portrait Ding Yi, 2015 © Ding Yi Foto: Che Haonan Courtesy Galerie Karsten Greve
Koln Paris St. Moritz
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CHINA
Shanghai
Ding Yi at ShanghART

or the past three
F decades, Shanghai-

based painter Ding Yi
has remained faithful to the
singular lexicon of two basic
symbols: + and x. These two
elements first appeared in
Ding Yi’s abstract painting and
drawings during the late 1980s
and, in his 30-year career,
remain the essential compo-
nents of his artistic practice
and to his ongoing series, the
Appearance of Crosses.

His recent exhibition
Interchange marks the art-
ist's first solo show with

ShanghART in 12 years, fol-
lowing museum retrospectives
at the Guangdong Museum of
Art and the Xi'an Art Museum,
and gallery shows in London
and New York.

Occupying the spacious
ground and the second floor
galleries, Interchange featured
recent paintings on canvas,
drawings, and acrylics-on-
paper, as well as paintings on
basswood panels completed
after 2015.

Hard-edged abstrac-
tion and minimalism do not
adequately describe the com-
plexity of Ding Yi's work: a
combination of the two is
more apt or even a welcome
contradiction.

Guided by rationality,
precision, and the interplay
between order and disorder
one feels that we are observing
aerial views of urban sprawl or
expansive macrocosms.

Yi's color in both his
paintings and works-on-paper
has always had an emotional
tenor or carried moods while
the all-over grid formations,
composed by the repetitive (x)
and (+) patterns, define spe-
cific spaces.

In newer works
dynamic  shapes  emerge,
ramping up the visual field
and the rhythm or complexity
of movement. A fine example
of this is in the scroll-like, six-
meter folded Accordion Book,
in color pencil and encased in
a long vitrine.

70 ASIAN ART NEWS

cm. Ed.2 + 1AP. All images: Courtesy of ShangART Gallery, Shanghai.

In several new paintings
on basswood-panels the act of
scoring or engraving the sur-
faces exposes areas of wood
grain, a technique that Ding
Yi began with monumental
paintings made for his 2015
exhibition at Shanghai’s Long
Museum.

This show also features
Painting Stand (2018), an
outstanding new  sculpture.
Placed in the middle of the
ground floor gallery space, at
first glance the work appears
as a large rectangular storage
rack in the form of an open-
aluminum grid.

Inside are steel plates, all
similar in depth, fabricated to
resemble stretched canvases;
all pristine, blank, and primed
in high-gloss florescent colors
with a few black-and-white
plates dispersed within.

Smaller plates or fac-
simile ‘canvases’ lean against
taller or wider ones with
others stacked neatly upright
side by side. One might con-
clude the object embodies the
full range of colors used in
nearly all of the new paintings
in this exhibition.

Commenting in a recent
interview published in the
Guangdong Museum  cata-
logue, Ding Yi wrote: “The
evolution of my work could be
in terms of my materials, the
palette, and techniques. What
doesn’t change is the connec-
tion between one piece and
the next, and the unanswered
questions from the previous
painting to the new one. It
really is quite a deductive pro-
cess—and it’s been happening
for three decades.”

Painting Stand, along

Above left: Ding Yi, Appearance of Crosses 2017-B21, 2017, acrylic on paper, 32 x 43 cm. Above right: Ding

Yi, Appearance of Crosses 2012-9, 2012, acrylic on canvas, 300 x 300 cm.

Ding Yi, Accordion Book (detail), 2-17, color pencil and accordion book, 32 x 598 cm.

Volume 29 Number 4, 2018



with the rest of this excep-
tional exhibition, not only
asserts how far the conven-
tions of abstraction and min-
imalism have come to be
accepted in China, but it also
makes clear how Ding Yi's
singular vernacular and visual
language endure.

Arthur Solway

INDIA

New Delhi

Jangarh Singh Shyam
at Kiran Nadar Museum
of Art

n the Jjangarb Singh
Shyam: A Conjuror’s

Archive, co-curated by
Dr. Jyotindra Jain and Roobina
Karode, viewers are taken
on a mesmerizing journey of
a folk and tribal artist whose
great talent is evident in his
every piece. Among the works
in the exhibition are paintings
on paper and canvas, terra-
cotta murals, digital photo-
graphs, prints, his letters, and
reproductions of mural images
and theater posters incorpo-
rating his art.

Jangarh Singh Shyam
(1962-2001) brought to life
gods and demons, shamans
and priests, birds and animals,
crabs, scorpions, lizards, and
crocodiles as well as forests,
trees, and shrubs. The sim-
plicity and directness in indig-
enous folk art touches the soul
and the senses. His energy
and talent live in his inimitable
visual language, which pro-
jects both ‘the tribal’ and ‘the
contemporary.” He is much
discussed for his creation of
a new style, which is named
after him as Jangarh Kalam.

Jangarh  Singh  Shyam
was born into a Pardhan
Gond family in the village of
Patangarh in Mandla district,
of Eastern Madhya Pradesh. A
team of artists from Bhopal dis-
covered his paintings and relief
works that adorned the walls
of his community’s homes.

“Jangarh Singh, a young
Pradhan artist with an inborn

Volume 29 Number 4, 2018

genius for drawing and paint-
ing and middling ... was ‘dis-
covered’ when the walls of his
hut were found to be covered
with paintings done by him,”
noted J. Swaminathan, direc-
tor at Bharat Bhavan, Bhopal.

Swaminathan found
creative affinities between the

EXHIBITION REVIEWS

works of the folk and tribal art-
ists and the Indian Modernists
of the 1970s and 1980s. He
saw in Jangarh a rare talent
that combined both schools

of art. He invited Jangarh to
move to Bhopal. Jangar’s tra-
jectory is full of changes as he
embraced different forms of art

quickly, which was the envy of
other artists. He learnt print-
making quickly and his relief
works adorn the walls and turf
of Bharat Bhawan. He was
excited when he first encoun-
tered poster colors, noting his
first encounter with “bright
poster colors in Bhopal [sent]

Above left: Jaarh Singh Shyam, An Elephant-headed Crab; a character from the Pardhan myth of
creation, 1992, pigment on paper, 56 x 71 cm. Collection and image courtesy: Muse- um of Art & Photography (MAP),
Bangalore (PTG.01754) Above right: Jaarh Singh Shyam, Foreplay of Lizards, 1993, pigment on paper, 141 x 180
cm. Collection and image courtesy: Museum of Art & Photography (MAP), Bangalore (PTG.0833).

Above left: Jaarh Singh Shyam, An anecdote from the Gond epic: the an- nihilation of sanbarah, the
boar, 1992, pigment on paper, 144 x 162 cm. Collection and image courtesy: Museum of Art & Photography (MAP),
Bangalore (PTG.0856). Above right: Jaarh Singh Shyam, The Story of the Tiger and the Boar, 1994, 182.5 x
151 cm, pigment on paper. Collection and image courtesy: Museum of Art & Photography (MAP), Bangalore (PTG.0840).

Jangarh Singh

Shyam, Portrait of a
Barasingha, mid-1980s,
pigment on paper,

137 x 233 cm. Collection and
image courtesy: Muse- um
of Art & Photography (MAP),
Bangalore (PTG.00061).
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«Ich habe fiinf
Monate lang jeden
Tag 14 Stunden
an diesem Bild
gearbeitet.»

MINH AN SZABO DE BUCS

Der zuriickhaltende Maler gilt in der
breiten Wahrnehmung als der wohl am
wenigsten spektakulire ~chinesische
Zeitgenosse. Giinzlich unbekannt ist
Ding Yi aber nicht. Letztes Jahr ran-
gierte er laut Artprice auf Platz 463
unter den weltweit begehrtesten Kanst-
lern auf dem Auktionsmarkt. 2011
wurde bei Sotheby's in Hongkong cin
schwarz-weisses Gemilde von 1990 fur
dber 1,9 Millionen Dollar versteigert.
2015 ehrte ihn das Long Museum
Shanghai mit einer Einzelausstellung.
Dieses Jahr zieht das Hubei Museum in
Wuhan mit einer grossen Retrospektive
nach. Und nun der Ritterschlag in Basel.
An der diesjihrigen Ausgabe zeigen die
Galerien Shanghart (Schanghai) und
Waldburger Wouters (Brisssel) in der
Sektion Art Unlimited eine grossforma-
tige Papierarbeit.

Freiheit durch Reduktion

Fur seinen Auftritt am Rheinknie hat
der S4-Jihrige eine Zeichnung von
enormer Grosse angefertigt: Die Arbeit
misst beachtliche 5 mal 11 Meter. Das
mit schwarzer Kohle grundierte japani-
sche Reispapier ist mit Abertausenden
Kleiner Kreuze bersat, in leuchtend
gelber, griiner, blaver und pinkfarbener
Kreide freihdndig und akkurat neben-
cinandergesetzt. «Ich habe fiinf Monate
lang jeden Tag 14 Stunden an diesem
Bild gearbeitet — mit einer funfzehn-
miniitigen Mittagspause» Der Maler

38 &4
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Unspektakuldr-spektakuldr: Der Kinstler Ding Yi vor einer wandfiillenden Arbeit aus lauter Kreuzen und X-en.

NRene Jiircher Jeitung
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Das Kreuz mit der
chinesischen Kunst

Ding Yi zeigt an der Art Unlimited eine gigantische

liichelt, als wire cin solcher Schaffens-
prozess das Nattirlichste der Welt.

Ding Yi beginnt ohne Vorzeichnun-
gen nur mit einer vagen Vorstellung vom
Bildaufbau. Dann setzt er seine Kreuze

intuitiv und di

Kleinen ~ ancinandergereihten  Kreuze
sein Vokabular. Das Kreuz an sich hat
dabei keine Bedeutung fir ihn. «Ich be-
nutze es wie einen Pinselstrich», demen-
tiert Ding Yi trocken die Interpreta-
seiner Bilder mittels der

zugleich. Erst am Ende eines Arbeits-
tags tritt er zuriick, um die Gesam
wirkung zu betrachten. Ding Yis Ar-
beitsweise nugl von grosser Beharli
keit. Diese st ihm reichlich gegeben. Seit
30 Jahren schon malt er seine abstrakten
e

dem Bindrcode der Computersprache,
der durch unendliche Repetitionen und
Abwandlungen alle nur denkbaren In-
formationen darzustellen vermag, er-

aufgeladenen Symbolik, die das Kreuzin
der westlichen Ikonografic aufweist.
Auch die Ahnlichkeit mit chinesischen
Zeichen hat keine Relevanz. Es gehtihm
um reine isthetische Reduktion, nicht
um Smn Dm el wv\ell dass er sogar
von jeglichem

Sinn befreie. Den mpmnglum Na-
men Ding Rong ersetzte er kurzerhand
ing Yi. da das Zeichen far Yi nur

en Pinselstrich besteht
und keinerlei Bedeutung besitzt.
Ding Yis bersch

abstrakte Zeichnung

Leuchtkraft schmerzten. Doch er ertrug
es zwolf Jahre lang, che er zur Entlas-
tung seiner Augen zu Schwarzund Weiss
iberging. Wenn man ihm in persona be-
gegnet, ist jedoch von Besessenheit
nichts zu spiiren. Durch seine schwarz
umrandete Brille blicken zwei Klare
Augen. Er strahlt heitere Ruhe aus. Wo-
her nimmt er diese Kraft? «Das Arbei

ten beruhigt mich. Far mich st es wie
M.d.m.un » So sind auch seine Bilder

smhl in monchischer Di
erschaffen.

Verkannt, stolz und dickkpfig

Er begann mit cinem ersten Studium des

zeugen Ding Yis Kreuze
ebilde. Die radikale formale Beschrin-
kung erlaubt Ding i cin Maximum an

tet mitunter die Grenze zum Obsessi-

Freiheit, Ex
tiert mit verschiedensten Materialien
und Untergriinden, immer aber sind die

tieren. Alle zwei Stunden musste er pau-
sieren, weil ihm die Augen von der

in Schanghai. Danach
absolvierte Ding Yi ein zweites Studium
in traditioneller chinesischer Male
Just in dieser Zeit fand die Offnung Chi
nas statt. Westliches Gedankengut, 1
ratur, vor allem aber westliche Kunst-

ART BASEL 15

stromungen gelangten nach China und
wurden von den Kunststudenten gierig
aufgesogen. Die jungen Kanstler befrei-
ten sich vom sozialistischen Realismus,
der zehn Jahre lang die Kunst der Kultur-
revolution dominiert hatte, und experi-
mentierten wild mit Pop-Art, Collagen,
Installationen, Minimalismus, Perfor-
mances und Happenings. Jeder hatte
cine politische oder gesellschaftliche
Botschaft mitzuteilen.

In dieser Aufbruchsstimmung malte
Ding Yi 1988 seine ersten beiden abs-
trakten Bilder, die absolut nichts aus-
sagen wollten. Obwohl er die Kritik sei-
ner Kollegen auf sich zog, dass nimlich
seine Arbeiten mehr Grafikdesign als
Kunst seien, setzte er seinen Weg unbe-
irrt fort, «Ich war stolz und dickkopfig.
Ich war tberzeugt, dass nicht meine
Kunst schlecht war, sondern dass meine
Landsleute nicht bereit dafir waren»,
gesteht der Maler seine damaligen Be-
weggriinde.

Es waren dann auch curopische
Kunstkenner, die sein Potenzial erkann-
Hans van Dijk stellte ihn 1993 in der

Avantgarde» im Berliner Haus der Kul-
turen der Welt aus. Im selben Jahr folgte
die Teilnahme an der Biennale in Vene-
dig. Der_ Schweizer Lorenz Helbling
weihte 1996 seine Schanghaier Gal
Shanghart mit Ding Yis Werken ein.
erste Einzelschau ausserhalb Chinas
richtete ihm 2002 Patrick Waldburger in
Berlin aus. Diesen beiden Mannern,
Helbling und Waldburger, halt Ding Yi
bis heute seine Treue.
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One of China’s most highly regarded abstract
artists, Ding Yi grew up in an era of tumult and rapid
development. With a new solo exhibition opening
atthe Long Museum, he tells Nathan Jubb how his
experiences have made him the artist he is today

fyou were asked to picture the
studio of one of China’s foremost
abstract artists, what would you
see? Maybe a plush lanehouse in
aleafy part of the Former French
Concession? Perhaps alarge,
bright and clean unitin one of the
art districts like Taopu or M50?
Both likely options, but how about a
single, huge warehouse in a cluster
of sixdilapidated units down adirt
track with potholes so big that they
could swallow you whole, outina
remote part of Minhang? Oh, and
you better throw in an enormous
elevated road and children urinating
onyears worth of rubbish by the side
of the road for good measure.
lllustrious surroundings these
are not, so maybe Ding Yi lives
elsewhere? ‘llive in Jingan,” he says.
That seems like along commute.
‘I'm spending 15 hours a day here
soit’snotsobad, hereplies. We
nod politely, wondering how that's
‘notsobad'. Once inside his studio
you understand why Ding’s out here;
our eyes water at the mere thought
of how much a space this big would
costanywhere close to downtown.
Both Ding and his workbench are
utterly dwarfed by the huge space.
Hanging along one wall is a series of
10 paintings, each around five or six
metres in height. These are Ding's
latest works, the result of six months
worth of 15-hour days and prepared
especially for anew solo exhibition
atthe Long Museum, West Bu
These paintings use the “+'and
‘x" marks that has been Ding's
visual language since 1988. So
how do they differ? Ding sits down,
lights a cigar, takes a sip of coffee
and begins to quietly explain his
thoughts behind this new series, his
soft voice reverberating around the
cavernous space. ‘This is the first
time I've painted on wood,’ he say:
‘Ichose wood because the hardr
relates to the hardness of the
concrete walls inthe Long Museum
and in some ways confronts it.
Painting in many layers, Ding then
used carving to reveal different
colours inthe paint. ‘| don’t really
know where | got the idea to carve,’
he says. ‘Once | decided wood would
be a good material to confront the

‘70 www.timeoutshanghai

concrete space, it followed from
there and | started experimenting
withit.

Ding's interestin artcan be
traced right back to his childhood.
Of course inthose times, there
weren't any art galleries to stumble
across in the city, so how did he
getinto art? ‘lusedto live across
from a cultural centre,’ he says,
‘and within the plaza of the cultural
centre there was alarge board
used for propaganda. Every six
months an artistwould come
and paint this hu, oard, and
you could see the process of
it. Atthat time we didn’t
have to study as hard as
today's children, soin the
afternoons | would go and
watch the artist at work. |
thoughtitwas great.’

Bythe time Ding
graduated from school,
onlytwo universities
in Shanghai had an oil
painting course, so he
ended up studying graphic
design. Surprisingly though,
itturned outto be alife

nging experience.

‘Atthetime artin
Chinawas incredibly
conservative,’
says. ‘Butfor design,
the ing materials used a lot of
foreign texts and magazines. The
government wanted to develop
design in the country and sowas
importing materials. It allowed us
contact with totally
newideas.’

Itis
impossible
toimagine
how

dizzying that must have felt, being
intouch with new and foreign
cultures and ideas for the first
time. ‘Itwas incredibly exciting,’
says Ding. ‘China had just begun to
nits door to the outside world,
acontinuous influx
of new books that had just been
translated into Chine " Although
upply was limited by his
circumstances. ‘My university was
inthe suburbs about thr ours
from my home, so every month I'd go
back home only once. Every time
g0 to the Xinhua book store. I'd buy
afewbooks and take them back to
university, finish jingthem, and
then do the same the next month.’
In 1988 things came to a head
for Ding, as he decided to adopt
the *+'and ‘x’ marks he still uses
arebellious act,
limate he had grown
n | started in ‘88 pure
Formalism was what | was pursuing
because itopposed what art was
insociety atthattime,’ he says. ‘In

the late '80s art was often political.
Having grown up in such a political
environment, | was sick of itand
thought that art should be totally
separate from political meddling.’
Ironically, it's very pursuit of
Formalism that has imbued his art
with meaning that ed beyond
n form and style.

Although improved in ent
years, Ding's receptionin China
hasn't always been as warm; with
audiences here stillin the early
stages of contact with abstract art
he has often gone misunderstood.
More surprisingly, Ding says he
has often gone ignored in Western
countries too, where the history of
abstract art stretches back for over
ahundredyears. ‘I've participated
in lots of exhibitions about Chines
contemporary art abroad,’ he says,
‘but within exhibition | o
strange position. Many of the v
reports focus on the paintings o
Mao and representations of Chinese
people. Si nce the S
finish and | get the reports in the
post, none of them have me in.' Why
does he think thatis? ‘People think

Idon'trepresent Chinese art,’
he says, laughing the laugh of
aman completely content

with his lot in life. With
acareer as long as his
and a huge new solo
exhibition about
toopen atthe
Long Museum,
wouldn’tyou be
too?

s
atthe Long
Museum
from
Saturday 6.
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Such ck visual ref Iy T
were not so disoernibie in “Ivory Black.” Ding's
recent exhibition at ShanghAn Gallery in
Singapore. The artist d one
one sculpture and 11

hndes his " of Shanghai

In
-mnuummmmuum
and claborate grids, the large-scale acrylics on
canrvas in this body of work, all numbered and
—humwdmmm
and shadowy

*mmmmdm
2014-8 and 20449 (both 20M4), are misty felds
of color, appearing like streetlights seen through
tears. Here, Ding still challenges the viewer's
€ye 1o generate form: (n these two works, his
amassed crosses resolve inexorably Into faint
recollections of tartan. Ding’s brushstrokes warp
and hesitate, and beneath thelr fundamental,

Thecrossisa symbol. it
spatial orentation. real or imagned. ity

of vertical and anes may
o the positiy =

orlentation, spatial substrates
lint with odd, brilliant bits of red, purple and
£reen AL a distance, the brushworks reveal depth;

soen/unseen. It implies the bringing toprther of
-Mma’h-l-n_-
form, arms extended. R Risp

obw. d more closely, they quiver with life, Ding's
other paintings at ShanghArt were more plackd
and evocative of well-worn, hand-spun cloth.

w -'o-mmumm for example,

'x.'hllnnﬂhn“nu*'lhhh I8 the very of kasurt
clegant concepeual syllabary of artist Ding Y1, who uummu—mmmmm
Y Crosac lato spatial abwt specifically with ity slightly
of his native city, as well as the self. &m‘m-ﬂmmm
Ding. one of the first and most inSuential Mmmmm-—.
of China's contemporary artints working i witty works.

abstraction. is a longrime Shanghai resident. The
city is his muse and, over the span of some three
Gecades, he has inscribod s various guises within
rhrythenic, exuberant Layeriags of timy crosses (n his

chaos, allowing him 1o rectaim a “calm” state of
mind that is separate from the reality of the city.

Over 40 faceted, coal-black “stones” of varying
ﬁ-hnmmm-“&
spatial fugitives ing from the p
mu—mnmmu‘.m
cross-strokes. These restive fragments, which are
covered in faux fur, took on a silvery sheen under
the gallery lights. Similar disruption resounded in
Pillar 2004), Ding's p tower of interfaced,
stainiess-steel blocks that stood outsiie the gallery.

Ding had previously used specific tools to The exhibition tithe, “Ivory Black.” refers
*&-ﬂwmm 1o the carbon-based pigment preferred by
he now renders his th the artist for its translucence, and which is
dmman-hﬂ dng du from charred bone. This
ROrRe labor- oblique allusion 10 cremation may suggest a
b b o sense of regret, o loss. Certainly, considering
technique and performative space. & is worth Ris years-loag expertmentation with fierce color
Ding d with and frenctic ab Ding's
performance art. He has, in fact, investigated meditative formality at ShanghArt was compelling.

and, most intensively. the laticed rigoes of tartan
fabeic. Incvitably, Ding's powerful visual overioad

Shanghal seem to have driven Ding, at lasz, to
Calm detachment. Perhaps the astist no longer

mmmn-—u-u-h recognizes his mase.
his hectic abstractions b MARYBETH STOCK
:‘"""‘:’-’“ oL etegrvbiyr e rdsprred

Bovirmn 2 raps fe o
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Why’d the artist cross
the canvas?

More than 20 years ago, Ding Yi began his project of ‘crossing out’
representational artin China. He tells Sam Gaskin how his abstracts

have become expressions of his home city, Shanghai

Yook for metaphoes in Ding by twemsetros, alsochoroogragh WATY 2T WS CXPE and)
IY’:? theresalotyou@n  the movementsof the viewers, dumnahlr | wanted bo raske rmy
pantnpsaddavRey  dungee gy 3w walk wisks el b wtl ko st
mmumn towards themn, thesr mtimidatng ocrete 0 O o0
mv-d mrathesratical ke maps. nh-.-h) Taking therood kss
mmmmmﬂmrcm Of DNA or Google mhnt,wual mwh}.a-ahmm&nn&;!ﬂr
boards, thys, military 3 hm-‘mimhm
ailturesbawlinginaPetridshand  asmdoidial hmd'«nrmmnlhnmd
e omhDbetrtstviel  Chaweebad etk o
/ g farst LS
m""‘“""’.‘u”:_."" e Doeis ‘, kg
e wa
&m\muhlh' mention of these oo of t It sl?“cptlab:ﬁ K andcolr in -
antatoas. when M-mﬂ ) ﬁphm P
u/(‘mnn-mnl revered artists He od e pf,(kp Ic‘ K - wbileder's
Twanted to make art oot ook Be inpraied by Zvs myworks 1oo: o isafensl
nm-hndhmlnﬂlm Thhad, ancther ||k¢“tl||pllpt' Cormtnton,
Amnmr'npun.l l‘ml of Shaeghal's fumctioen] bt
because | was no logera beg name N,
painter. | hada new whch s exactly
new tochnicue, o feel it's. painters and the executive oo o Dhngg s hus.omn Cromeses.
mnlpuphMm‘u «thM\wum Five yoors afer finding & cross 1o
likee pep evident !nnnlf!.ﬂl)q.t escrtod Chana
I.Uaﬁnuw-ﬁpa. mhissoloshow, which feanres 81 atthe Venice hais frst g
though, Dirg’s worksare ot only works spanning 25 years, abroad. While the other partcpating
vibrant but full of movement - wp “inhvmummru.lm Chinese artists’ works wereall
and down, inand out, dowing at oxpe ool (with the exception
intersections, and slowly dilating. pn'iunmmhum\ (53&331)4‘»«:@:‘.
like creeping urban speawis. The Thad TRY OWR AT other an that helped him
langer canvases, over two metres A that tine, the whole of Chinese hits vision. In partoolar, he was
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by German arta Hare Heacke's
nstallution Germsara, Hidker"s name
for Noi Berbin, in which Haacke

Tad the marble toor of theGerman
pavilion sssshed up.

It was a usique foeling when [
stepped on that uneven marble oo
sance | had Dever such
works,' Ding soys, “Whien we reflocted
o the Cultaral Revolutsom, we fust
drew dstorted portraits of Chadrman
Maa However, Haacke reflected has
woms through a whole environment. it
"l‘ e defining wden, of

Nog'sown
makang art that doesn 1 hook ke art
00K 00 Dew

v undenge mpresamn
of Stanghan in the |98k was
mdustrialieed, cold and dusty, and
mmyu*ﬂhﬂ‘x-an:ﬂﬂ-w-h-

restrict fockings.

That 0 s appaeent in the
painting " 1. where whate lnes
1uhmnrrrp'm-mbrh\m

bilack crosses conspire toCreate
the spressson of endiess conorete
menit blocks recedhing mito the
oo, Several of his woeks from
the mad W0x e abso rendired in
chalk and charcoad which, as well as
alowing a shghtly m-‘m confusion
ol cobur, ewveac st
Thanking about Shanghal at
the turn of the contury, however,
proenpted Ding bo squeese neons
anto hes paletie. In a wonderful ewsry
on the work, ontie Toay Godfrey
describes the sprawling piak red and
yellow 20109, which i two mxtres
lndmmnunmdr 2 hitting
han Bloe heat, thast momment when ooe
opers theovendoce,” and s ‘wall of
sound”, Godrey seuys masery of Ding's
proces can be hesed asa coostant
chordof urben nosse, thecombined
soundsof Stanghai's inhabtants.
Amoeg hils most recent works,
lhﬂmmn«h J froes beillsant
reems and aseries
of black and white paintags that
ave less Joud but just as mouthy with
sugpestion: you could be leoking up
through the armms of o galaxy or over
the surfaces of a field of solar|
Wecan'thelp finding
Between things and consequently
Ding YT's works doa't achieve their
of net booking ke ant works
owed Alry'
shs’ Mg and Mondirian -r\o-all
come tomind The works kok enough
uniie cthor Shings, though, 1o free us
up toanpoy secing and things
i them that we know aren’t L I
ware even intendied 1o be comveyed.
This more modest mousure of
umsquenens is something Ding charly

vaduos. Whien sskoed what advice he
o e AT, he sy, ‘every
artst ndependent

be and
cremtive in mind, thinking i his own
way. We should not be influenced by
eldor artists.”

Specific Abstracted i< .1

An Museum until Friday
See Lastings for details
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T (A 120 i
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2011

UNTITLED

(12" ISTANBUL
BIENNIAL), 2011

BRI - WS- R R A H R R R,
ERR ML AL FHLE T TR — R NE R,
Although this year's biennial had its shorlcomings.
in drawing inspiration 'rom the works ol one
artist-here. the late FFelix Gonzalez
curators managed to move the exhibition away
Irom the stercolypical biennial format. something
that is worthy ol praise on its own.

‘orres - the

HATHL

SUPER-ORGANISM

BATEX R BEERNS: —
EEBEAHEE RE ERIEER
ZIEESH— N HHRER, &
RS,

IFor this new biennale. we first
Lake a look al the initiatives of
newly appointed director ol

the CAEN AL Museum Wang
Huandgshend. and then. at how the
academy lurks behind it

SEVURE )" AR
THE FOURTH GUANG
ZHOU TRIENNIAL

INAUGURATION
EXHIBITION

NEEGE IR BB TFESE,
SIS ARNB S S, Frhimg
X E=ER—— BRI B2
23,

Content atrophying into form.
form regressing into altitude. and
the complicit alTair between the
forces ol power and capital: all
Kinds ol dricvous manipulations
Lake place in this triennial. where
Lhey are visibly exposed one by
one.

*
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VTR ER ]
THE SOLUTIONS

SEBERTH “BLEZE" i, 2%
IHRANELEZRRESG “SURER”,

T B R S R R I HI S B A M
IHelcl on the same floor as “Pure Views.”
“The Solutions™ appeared not only
more as an exhibition ol "contemporary
arl.” but also as & more serious
ciscussion of the issues al hand—
evenirthe Chinese titles of the two
exhibitions read as one and the same.

/hig gl
LITTLE MOVEMENTS

=MRBASIE “BRIR Rk
P EEEERERETA, BER
RS EHNT SEMELR ., DFRE
EEARENEBRG MR, ¥
THREEEEMHBE.
Three curators strive Lo express
“seli-practice” as a universal.
conscious behavior, and deny any
connection between ideology and the
oft-heard discourse characterized by
an emphasis on the unique conditions
ol China. dlespite any rhetorical
similarities.
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THE ULTIMATE LOOP

“The day is the ultimate loop.” or so Christian Marclay remarked to me over coffee in Yoko-
hama one morning in August. He was talking of course about his magnum opus, 7%e Clock, which
traces in real time the contours of a single twenty-four hour period using found footage from hun-
dreds of films. The comment came off as cheeky, even subversive, given his career-long interest in
montage and cyclical, recorded time; it was an application of the logics of the mechanical and the
digital applied, self-consciously and in reverse, to the natural. j

As we find ourselves back in December, in that fraught final window between Miami and
Christmas, it seems that the year may be an even more ultimate sort of loop. This year at LEAP has
been along and happy one, as we have worked to document and where possible prod the conversa-
tion around contemporary art in China in new and different ways. Our sixth and final blue-spined
issuc wraps up a sequence in which we have looked at topics including education and design, and
atartists at every possible point in their careers, from the freshly graduated to the long deceased.

For this issue, LEAP senior editor Sun Dongdong has assembled a collection of texts—some
critical, others more descriptive—about the place of abstraction in China’s recent art history. Since
debate first broke out in the pages of Meishu in the carly 1980s, this has been one of the key
questions for contemporary art in China, namely the place of expression that is not directly tied
to representation. In a wide-ranging survey, this package at once does justice to the early abstrac-

tionists of Shanghai (pace Ding Yi, whose work adorns our cover and whose major show opened
at the Minsheng Art Museum just as we were going to press) and looks at a younger generation for

social inquiry.

Itsomehow seems a fitting note on which to end a year that also marks the end of my two years
of exclusive involvement in LEAP’s editorial direction. As I move into a new role as director of the
Ullens Center for Contemporary Art, I look forward to maintaining a substantive involvement in
the magazine’s continued evolution, even as I hand the day-to-day editorial reins to my longtime
deputy Aimee Lin and confer expanded responsibilities upon the rest of the LEAP team. Our
hope is that next year will be LEAP’s best yet, with an ambitious range of topics and artists al-
ready under research and preparation. Stay tuned for issues focusing on questions including the
state of theory in the Chinese art scene and the distinct role played by diplomatic exchanges in
moving art into and out of this special context.

Transitions are always bittersweet, but I am optimistic and confident that when December
2012 loops back around, and a yet-unwritten stack of green-spined LEAPs adorn your bookshelf,
the magazine will be looking better than ever.

PHILIP TINARI
December 1, 2011
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In 1986, a 24-year-old youth did two things.
First, he changed his name from Ding Rong to
Ding Yi. Second, he drew a grid pattern with
the letter X on an 84-square-centimeter canvas
and called it Tuboo. These two seemingly unre-
lated things, proceeding from the consciousness
of this one person, would put into practice the
compression and simplification of meaning, an
important turning point in the course of Ding’s
art. After studying and being heavily influenced
by Cézanne, the artist was attacked on both
sides by both Western and Chinese culture, and
he felt a complex and indescribable pressure. He
was aware that no matter whether in Eastern or
Western art, faced with the traditional options
of toeing the line or mechanically copying, he
was doomed, and that he must “make art more
unfamiliar, without the characteristics of paint-
ing, without being expressive.”

This mentality, with its anxious, expectant
energy, can be glimpsed in Taboo. This paint-
ing—the only canvas not part of the “Crosses”
series on display here—hangs at the entrz
of the art museum’s main exhibition hall. Tt is
this exhibition’s hidden gem, and could also be

ce

considered the true starting point of Ding Y1’
artistic career. The painting has a look of bo:
simplicity and gravity, with its expression:
and notes of the idealism of the 1980s. Der
cated by the crosshatch pattern. the black
convey resolution. The sense of ritu

ture plane exudes comes from a kind «
made informality, and although or
it has since been replaced in the sub
plus years, it has not been diluted.




works on canvas and 26 works on paper, the ex-
hibition serves as a retrospective of Ding’s work
from 1986 until today, and is instructive towards
understanding the artist’s “Crosses” series in de-
tail, as well as its influence on abstract painting
in China.

In fact, the importance of Ding Yi’s “Cross-
es” to Chinese abstract painting since the end
of the 1980s goes without saying. His simple yet
celebrated “+” and “x” motifs are not only easy
to indentify and recall, but their visual regular-
ity and sense of order mitigate the noisiness and
chaos of the age. The manual repetition they
necessitate serves to renounce despondence, re-
storing paintings to their simplest function, dis-
pelling viewers' hope to see classical construc-
tion. After Taboo, then, seeing Ding’s “Crosses”
series offers an explanation of the exhibition’s
title “Specific * Abstracted,” which is suggestive
not of the simplification of material form, nor of
purity of spirit. What the degeneration of mean-
ing and the disappearance of the narrative initi-
ate are an even more clear, open-minded meth-
od for deduction, and the idea of working with
the body: the toil of manual labor, day after day.

Ding Yi once proposed “making painting
meaningless.” In an age that emphasizes theo-
retical knowledge and philosophical enlighten-
ment, with the art world hoisting the banner of
cultural critique, unless one works in jest, what
is needed is very calm and reasonable insight.
This kind of mentality reveals Ding’s wariness
of the worship of images and the whirlpool of
ideas. With this wariness comes his natural
and conscious decision to deviate. Even though
Ding’s “+” motifs are the product of the grids
used for calibration and coordination in print-
ing, his first “Crosses™ painting in 1988 also
featured the same standard of lines—against a
red, yellow, and blue background, they look like
the crosshairs of a gun—his decisions and state
of mind were not at all anchored in the main-
stream art categories prevalent at the time.

How does Ding Yi identify himself as an
artist? This is a prominent question at the mo-
ment. During the mid- to late-1980s, many simi-
lar young painters in Shanghai inadvertently
participated in abstract experimentation, lead-
ing to the unique, aesthetically-minded “Shang-
hai abstract” style. This forms part of Ding’s
background. Before painting “Crosses,” he had
also done performance art, following China’s
modernist art movement of the time. But be-
fore he was content to return to the canvas, he
used a ruler, tape, and a pen to draw grids and
crosses and then color them in. In terms of his

painting, Ding has been influenced by Guan Li-
ang, Wu Dayu, Maurice Utrillo, Cézanne, Henri
Matisse, Piet Mondrian, Frank Stella and oth-
ers, the latter two—and this is especially true of
Stella’s hard-edge paintings—were of great sig-
nificance to the formation of the style he used in
“Crosses.” In the early “Crosses” period, Ding
paid extra attention to eliminating all traces of
the man-made and to lending the picture plane
a mechanical quality, thereby forming a very
terse, neutral, and rational visual language.
Through the transformation and development
of his works that followed, this style of visual lan-
guage came to be constantly strengthened.

It is perhaps difficult to attribute the turn-
ing point in Ding Yi's paintings to his caution
toward pictorial narration and the interpreta-
tion of meaning, or to his evasion of the subjec-
tive expression of the surrounding time period
and social conditions. There is no simple way
to tidily sum up the origins of a certain kind
of abstract art. When positioning Ding’s paint-
ings into a specific historical period and into the
context of the individual, one may better un-
derstand the artist’s incessant doubt and prob-
ing, both internal and external, for the balance
between absorption and progress; herein lies
the gradual maturation of the artist. What this
means for Ding Yi is that the regulation and ex-
pression of a direct, clear visual sense is priority.

One other notable feature of Ding Yi's
paintings is their display of his enthusiasm for
experimentation; this is the essential unifying
element of this exhibition. In his 20-plus years
of practice, he has tried to use the tools of a va-
riety of mediums. Other than the common can-
vas, oil paint, and acrylic, he has also used linen,
tartan, corrugated paper, fans, charcoal, chalk,
ballpoint pen, pastels, pencil, marker, and other
materials. The richness of his experimentation
can be slowly assessed in a separate space, his
paper works and drafts presented on the walls
and in display cases. Among these, the long
scrolls done on xuan paper using colored pencil
and ink, 23 Circles and Cross Skeiches, are stud-
ies of crosses in ink wash. Bringing to mind the
time Ding spent experience studying traditional
Chinese painting at the Fine Arts College of
Shanghai University, the scrolls also reveal his
examination of and rumination on traditional
Chinese aesthetics.

From his early “hardened feelings” phase
up to the start of his free-hand painting “col-
loquialization” phase and through his experi-
mentation with different materials to his using
florescent lights and metallic colors to depict a
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hazy Shanghai, Ding Yi’s “Crosses” series has
undergone constant change. The diversity and
complexity of the underlying implications of the
works’ distinct contour—reminiscent of cell re-
production and growth—are closely bound to-
gether with Ding’s methods and random color
schemata. In this kind of method, each painting
has a unique genetic code—the coordinates of
each life are different. And the contemporary
significance of his paintings is now emerging in
the mainstream landscape. The most important
part of the exhibition resides in his “Crosses,”
which represent more than 20 years of work.
Ding Yi seeks brushwork that allows the
brilliance of ordinary colors to flow forth. His
utilization of color follows the rules of light, such
that it comes to possess an extreme vigor. What
is interesting is that Ding is able to simulate nat-
ural or urban light with a limited palette: here
in eight chalk colors, there in four fluorescent
colors, and the black, white, and gray of the four
works from this year. These four new paintings
are displayed in the back of the exhibition hall
in a wide-open square space in non-continuous,
muted and plain circulation, seeping into view-
ers’ eyes previously contaminated by too much
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color, purifying body and mind. Going from
color back to black and white, it may be pos-
sible to understand how Ding feels toward the
city and life—like flowers blooming before your
eyes, there is the nebulous mass of human af-
fairs, and then everything dies down.

From start to finish, Ding Yi constantly
pushes the limits. His crosses, his grid patterns,
and even the time he spends on these creations
are all subject to the limits of the eyes and body.
Ding’s last solo exhibition in China was already
five years ago. Far from being prolific, his self-
discipline and high expectations ultimately slow
down his painting speed and increase the dif-
ficulty of his work. Some wonder how difficult
making his “+” and “x” symbols can really be.
In Ding’s paintings, this is not an issue of lan-
guage, form, or composition and connotation,
but one concerning how to give order to a com-
pletely chaotic existence—breaking through the
restrictions of a constrained environment. From
simplicity to complexity and then returning to
simplicity, the core is the idea, and not an ab-
straction. Moreover, this idea is not some insur-
mountable black hole.  Azure Wu (Translated
by Caly Moss)
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niering Ding Yi's studio is like plunging

into a world of crosses, mesmerized by

“X"s and “+"s in dense formations on
vibrantly colored canvases.

There’s not a figure or curve to be seen, Ding
has reduced the world to simple “meaningless™
elemental geometric code, creating lllngnqe
of pulsating “data” flows and abstraction
speaks 1o the modern age.

Ding was part of ﬂninn'; New Wave Contem-
porary Art Movement of the mid-1980s and he
was one of the 16 young artists who founded the
artists” hub at 50 Moganshan Rd, now called
M50, in 1986.

At first Ding’s work — “X"s “X"s everywhere
— shocked everyone: it was among the most
defiant statements of the time. But today he's so
popular that his “X"s appear on designer Hermes
silk scarves and designers scramble to collabo-
rate with him (but his heart is painting).

In his studio stands a towering model of “The
Information Age," a steel sculpture (by Ding and
‘his Shanghai Institute of Visual Arts students) at
the World Expo. [t's covered with huge crosses,
long and short, that punch outward like swords
in various directions. There's a six-meter-high
abstract Formica shelf in the center of the room,
it’s covered in shapes like strange stones from
Taihu Lake and engraved with “X"s — it’s a
collaboration with the US home furnishings and
surface materials manufacturer Formica. But
collaborations are relatively few: painting is his
work.

On the walls hang the famous huge x canvas-
es; since 1988 all have been titled “Appearance
of Crosses,” in many sizes, patterns, textures,
materials and colors, even Scottish tartan and
fluorescent paint. No title word of “meaning™
gives viewers a hint. All are regimented and
reduce the world to “X"s; none has “meaning”
in the traditional sense. More are stacked in the
corner of the studio at M50 on Suzhou Creek. a
former textile warehouse.

Ding Yi, famed for his “cross-stitching,” is one
of China's.earliest and most influential contem-
porary artists; his works have been exhibited and
collected worldwide. He first drew wide atten-
tion af the 1993 Venice Biennale, when his works
were stunning examples of China's abstract art.
atthe time.

Today his works sell !oun average of | |ml-
lion yuan (USS$149.466), he said. The highest

For 22 years, one of China’s leading abstract paint-
ers Ding Yi has been making X marks and + plus
signs — nathing else — inventing a daring new
“meaningless” language to describe modern life.
Liu Xiaolin decodes the x-treme art.

price at an auction was on October 4 in Hong
Kong. A work (3 x 3 cm) from 2005 fetched
HK$8.6 million (US$1.11 million).

busy: He gives lectures on his
life and contem art and he teaches.

Since 2001, Ding has exhibited at Art Basel in
Swilzerland, one of the world’s premier shows.
In May two of his works were exhibited in Sino-
Belgium art exchange show themed “The State
of Things™ in China Art Museum in Beijing. A
1972 work was shown in a retrospective of 30
years of contemporary Chinese art in Shanghai
Minsheng Art Museum.

Ding is planning his third solo exhibition in
Shanghai Art Museum next year (earlier shows
in 1994 and 1997).

Bored by conformity

In the mid-1980s Ding was a forerunners in
China’s New Wave Art Movement, boldly going
where others had not cansidered treading.

“Doesn’t ‘forerunner’ refer (o those
who passed away?" joked Ding whose
work is very much alive.

He sat down for a chat with Shanghai
Daily in his studio.

“[ appreciate the approval and feel
much honored. But now it's like walking
carefully on ice. I am working very hard
to live up to it. After all. art matters
most.”

Unlike his more personally flam-
boyant contemporaries, 48-year-old
Ding is rather restrained and keeps a -
low-profile. He looks more like a scholar =
with hair 1o the nape of the neck, a beard and
black eyeglasses with big circular frames. He iy
dresses simply in a casual white shirt and black

sers.

Born in Shanghai in 1962, Ding graduated
from the Shanghai Arts and Crafts Institute in
1983 (his work in printing and graphics conirib-
uted greatly 1o his later works) and three years
later studied at the Fine Arts Department of
Shanghai University.

At that time he majored in traditional Chinese
painting, but he quickly became bored by the
conformity of literati and landscape paumng,.

“We could spend weeks learning and practic-
ing various brushwork for one particular thing,
like rocks,” Dnutucalhd “It’s pretty dull.”

Continued on A15
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In Ding’s opinion, over thousands of years
traditional Chinese painting has formed
its own system of imagery so unbreakable
that it becomes “routinism.” He could see
10 breakthrough in that field and quickly
abandoned it.

By that time it was the middle of the
New Wave Art Movement (1985-89), a
revolutionary period. Chinese artists broke
the shackles of traditional artistic concepts
and the socialistic realism of the “cultural
revolution” (1966-76) and embraced Western
modern arts with passion. They tried every
possible style of Western modern art 10 ex-
press individualism, their personal emotions
and ideas.

Ding was attracted by the language of
‘modern abstract art, so he started to learn
the Paris school himself, as access to materi-
als and teachers was limited. Unlike other
artists who focused on emotional expression,
he was looking for his own stable artistic
language, a language that speaks less about
personal feelings and more about art itself.

“We Chinese are used to endowing things
with certain meanings, which gradually
become stereotypes,” Ding explained. Tt is
time for a change.

“I’knew if I wanted to make a break-
through, I had to come up with something
different from the mainstream. So I tried
10 paint something simple. indifferent and
rational,

“I hope people can focus on the color,
stroke and structure of the painting rather
than the meaning behind it. Only when
people forget about the so-called meanings
can they finally become open to new touches
from the pictures,” said Ding.

In this way, Ding borrowed the “cross™
pattern from printing, and it would become
his signature. During his three years as a
package designer in a toy factory before
college he became fascinated by x and +, the
simple meaningless marks used to ensure
precise placement of text on page by mark-
ing + on corners. %)

Viewers shocked

In 1988, Ding produced his first work in E@;@?
the ongoing series “Appearance of Crosses.” o

Small black crosses were precisely painted
on the canvas consisting of three vertical
columns of color, red, yellow and blue. It
appears to have been printed and Ding used
ruler, masking tape and draftsman’s instru-
ments to make the drawing precise.

‘When Ding’s professor and classmates saw
his work, they were shocked and dismayed.
“They found it unacceptable and hard to
understand,” said Ding who was pleased
with the impact and the criticism.

“I knew I had succeeded,” Ding recalled,
with a grin. “I was walking ahead of the
times.”

For the next 22 years, Ding has been
shaping his own kingdom of crosses. He
tried various materials and fabrics, such as
corrugated paper, linen, paperboard, water
paper, tartan and check gingham. He put
aside the ruler and has been painting with
a freer hand with pencils, ballpoint pens,
chalk, marking pens, watercolor, charcoal,
oil paint and acrylics.

Whatever adventures he undertakes, he
always uses crosses. Insisting on simplicity
and rationalism, he titled all his works “Ap-
pearance of Crosses,” adding the year and a
serial number “to erase every possible hint of
existing meaning.”

In his current works, Ding has added
fluorescent colors, weaving complexity and

chaos into the surface of the simplicity and
order of the crosses. These paintings suggest
metaphors for the fast-changing city of
Shanghai, by abstractly depicting the neon
lights, swiftly flowing traffic, explosive flow
of i ion, dense ion and count-

kes art to

Atfirst, Ding hesitated, even decided fo
decline since he worried that he would not
have 100 percent freedom in creating the
design.

“There's no way I would compromise
or change my style to cater to any brand. I
wouldn't consider it,” he said.

Then the fashion house invited him on a
five-day trip to Paris where he saw Hermes®
main store, studio, museum and scarf

in Lyon. Hermes' design manager
drew a square 88. Scm x 88.5cm on a piece.
of paper, the exact size of its scarf. Inside in
large letters he wrote “Freedom.”

Ding agreed.

For three months he worked virtually
nonstop on the scarf, completing his work in

February 2007 with “The Rhythm of China,”

a dark-colored work of crosses, conveying
his interpretation of the changing city.

In September, the scarf, together with
another 45 historic scarves, was showcased
as a retrospective finale to “The Tale of Silk"
at the Shanghai Art Museum.

The scarf is only one of Ding’s successful

less high-rises.

“I'm trying to record the swift develop-
‘ment of the city where I live in a neutral
way from an artist’s perspective,” said Ding.
He said he was inspired by a Canadian
art history professor who argued in 1998
that Shanghai artists failed to notice the
tremendous social changes around them and
focused too much on the inner world.

“I love the city where T was born and live,”
said Ding. “T can always draw inspiration
from it.”

As Ding became famous, many interna-
tional brand names sought to collaborate.
One of the most talked-about was his silk
scarf designs for the French luxury house
Hermes in 2007.

In 2006 Hermes® artistic director visited
Ding’s studio; the artist was later invited
1o design a scarf especially for its 2007
exhibition, marking the 70th anniversary of
its first scarf and 10 years since Hermes was
launched on the Chinese mainland market.

including crossover into sculp-
ture and furniture.

“My main focus is and will always be
painting,” he said.

Born to paint

Ding grew up in a working class neighbor-
hood of Yangpu District. His apartment was
across from the plaza where he watched
painters at work on murals; and near the
Yangpu Cinema where they painted movie
posters.

His mother was a kindergarten teacher.
Ding’s father used to work in a department
store. His addiction to art and painting was
triggered by his father, who liked to make
copies of illustrations in the spare time.

In his spare time he made copies of comic
books with watercolors he bought with saved
pocket money. He even colored the black-
and-white photos he discovered at home

— his parents were not pleased.

“At that time, I had a feeling in my gut
that I had to do something related to art in.

Xftremes

What critics say:
Lorenz Helbling, owner of
ShanghART Gallery:

“Wu Guangzhong, the grand old
master of modem Chinese art,
stated that Chinese art often
looks almost abstract. But,

like Kites in the sky, he says,
there has always been a string
that binds it to the Earth, toa
recognizable object. Ding Yi's

Hans Ulrich Obrist, a Swiss
contemporary art curator, critic
and art historian:

what is most inspiring: Ding Yi's
unique practice offers a model for
negotiating our own experience
of the present.”

Ding Yi in his studio on Moganshan
Road. — Gao Jianping
the future,” Ding recalled. Since then, all his
decisions were about painting.

In 1986, he resolutely resigned from the
toy factory job designing packages and ap-
plied to the fine arts department of Shanghai
University. His parents were strongly op-
posed, thinking he was risking his future.

‘When he graduated four years later, he
decided 1o be a teacher at the Shanghai Arts
and Crafts Institute because the job gave him
lots of opportunities and time to draw.

Today, Ding teaches in the Shanghai
Institute of Visual Art, but spends most of
the time, day and night and often holidays, in
his world of crosses. He jokes that he's “the
hardest-working creator.”

But the creator also likes to visit art shows
and vacation with his family. He also runs
a furniture store near his studio, where he
displays his favorite Art Deco furniture.

Ding has slowed down his pace of creation
and now spends more time on detail, often
changing every work.

“The biggest challenge is how to make
new breakthroughs,” he said. “And I'm
experimenting with every possibility to find
the answer.”

One of Ding's sculptures: the 8-meter-
high “Age of Information” W of the
Expo Center. -
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at that time were demands for social change and freedom of speech. Meanwhile, in new Chinese
art, the mania of the “Cultural Revolution” was quickly transformed into another sort of feverish
emotion. During the post-1979 period, many aetists uncritically accepted foreign culture; more
precisely, they began to blindly adopt Western modetn art theory and peactice s their point of
reference. In an interview after the first Stars exhibition in 1979, Wang Keping summarized this
attitude: "Kathe Kollwitz is our banner-carriers Picasso is our herald*'* The first critical turn in
the history of Chinese avant-garde art after the economic reforms of the 1970s was the China/
Avant-Garde exhibition, held in Beijing in February 1989. Almost all major styles of Western
modern art invented over the past century could be found in this exhibition; Ding Yi's works,
100, were included. The two paintings that he displayed used the crosshair motif, and, scomingly
the calmest pieces in the whole exhibition, he was able to maintain a sensibility that was distinct
from the other work.

Certainly, the fict that the crosshale is pure, allowing little space for assoclative interpretation, was a
major reason for his cholce of this motif, Ding ¥i rejected the Symbolist and Expressionist art forms
that were popular at the time, for he did not relate to the emotion that permeated these two styles
of art. He hoped that his own works would, both in their conceptual and visual aspects, exhibit &
greater sense of rationality. Caught between Chinese traditional art and the myriad materials and
stykes of art “imported” from the West, Ding Yi experimented extensively with everything from
pencil on paper to ik painting 1o performance art, Yet, having done this, he decided that he would
“simply [seck 10] return painting to the essential quality of form, of form as spirit™"
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snd Appeanance of Crosses 92-15, one can cloarly see that within the surfaces, underpainted with

0, bhuc, and grey, Ding Yi has created greater complexity in the relationship between the hues of

the colours and their complements. Moreover, he has simuleancously diversified and unified the
onship between the lines and colours within cach painting.

e “colloquislized” stylke during this period of creation brought unprecedented relaxation 10
Ding Y¥'s body and mind. This was the result of two factors. One was that the means of applying

i MMMbnﬁuthﬁh’u&mﬂm
moreover, consider differences in the colours that be was employing. If we were to say, for example,
at the Appearance of Crosses works that he produced at the beginning of 1988 were produced

‘his hand creation period it might be said that he attained an even more extreme degree
in his usage of colour.” Ding Yi, who in fact has always been a strict self-disciplinarian,
Jy became amxious sbout his fectings of relaxation during the process of makirg these

created works. He once considered returning to using a ruler when painting, for he feared
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APPEARANCE OF CROSSES: THE PERIOD OF MATERIAL EXPERIMENTATION

Diag Yi's true period of “colloquirlization” was based on experimentation with a varicty of
muterials as & means of seeking new possibilities for creation, This period is what he calls his
“phase of material experimentation” and was the result of enriching his concept of *precision in
freedom.” At the same time that he was sampling new materials, he did not forget problems that
manifested themselves in his recent works, What he sought to correct first was the way he selested
the colours for his paintings. In a letter to Bo Xiaobo, he wrote, “Now, | feel that I can no longer
float along in this habit of using light blue, light green, and fire red.” He continued on to remark
that “after Fire-red, 1 puused while painting the canvas and created two small sketches on paper
which had the feeling of free line drawings."** At first, he arbitrarily used a crayon to draw directly
on the surface of the painting, seosing, with surprise, 8 sort of spirit of the “vestigial” in the
unexpected outcomes from this process, and he decided 1o continue to experiment with this.

Disg Yi had made use of the crosshair for nearly six years, and his desire to experiment with
various materials became stronger. His introduction of charcoal, corrugated paper, and chalk
established 2 new point of departure. The use of different materials brought different pictorial
effects. I truth, this kind of appreciation for materials had already made a deep impression on
Ding Yi in his sketches on paper from the previous several years. It was precisely the leisureliness
and openness of the sketch period between 1991 and 1998, which sometimes resulted in a rough
pictorial effect, that allowed Ding Yi to enter a frame of mind that is unique to the practice of
writing Chinese charscters. He decided to transfer this inspiration directly to the canvasand to
tranafores his lege panels into spaces for o process of "direct writing.” At the same time, Ding Yi
hoped to make use of the greater flexibility that the materials gave to him as a means of engaging
in 2 sort of dizlogue with his inner spirit.
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tdmnquimmhﬂonmdmﬁwpmin;%mmo&m
 art, an art form that has served a5 a primary polat of reference for many contemporary Chinese

 artists.” The superposing and melding of cultures was an essential point that Ding Yi explored
during ths period.

I bmblngﬁhswpdoom&mbuoﬂndﬂundofmﬂrmu
) d and dynamic manner. Although the crosshair has been the only expressive clement that he
“‘ mwumwwmmmwwhmu
v ng from materials to forms, he has gives full expression on his canvases to the questions
‘ mmuumumwuuwmamnmmmu»
m«mmmwmnumz&wdq&mﬁym
ely Ding Yi's original intention in beginning the Appearanice of Crosses series. Mocoover,
'li evaluation of the “vestiges” of traditionsal Chinese art during his period of material
mentation contributes to our appreciation of the wisdom that is contained at the very edges
: mmbepmulmom-m

mmamw.mdmwu&mwymm
f the artist—is placed atop this foundation. Is this an example of the intercultural “hybridity”
Homi K. Bhabha often mentions in his cultural eritiques?™* Or should we use Samuel P.
tingon's concept of “band-wagoning”; that is, following wpon the heels of supet powers, to
et the profound markings that have accumulated on the surface of Ding Yi's canvases?™

underlying socio-political concesn is the reality that has been made visual by Ding Vi,

THE SMOG OF THE CITY—THE NEW SUBJECT IN THE BACKGROUND OF APPEARANCE OF CROSSES

- might suy that during the first ten years of his caceer, Ding Yi made use of Appearance of
inan attempt to find interpretation for certain questions that have long been accumulating
e in a discussion of contemporary questions—guestions of cultural politics, survival,
ization, among other things. It is especially the urban upheaval that is transforming
that caused Ding ¥i in the early 1980 to reconsider his fascination with the works :
llo and to cxamine his infarsation with the cityscape. But the contrast between the

peary moment and the past is difficult to articulate. In another respect, it is precisely the
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The Times Bring
Color to Ding Yi's works

" Inthe past, Ding Yi has been hailed by Western critics as the
*“Mondrian of China.” But unlike the Dutch - Mondrian, whose
Yi has the oppasite
F‘C"lbel’lh’
more humanistic

direction, discarding the I-square
y':summummamuwmmuﬂ

Born in 1962, is considered one of the leaders of contemporary Chinese art by
uhhdﬂ&srwﬂth-ﬂ&um&hlw“whwi

CW: What changes have you seen, and how have they affected your work?

You could say that developments in society have had a big impact on my art. The colors
mew M‘-““&SMM”} lstl't: -ﬁ'umd
act use out
FMM’MMJ mfnmwi:‘w dmtm‘?:v‘m"
these colors to compete the status quo, but using art as the medium.

CW: Some people have said that over the past ten years people in China have become
more subjective, and that this might be one of the reasons behind the recent rise in
Conceptual Art. Do you think that i true?

Hmmm_.that has a lot to do with opening up. Policies related to culture and the arts
are becoming more and more related, and pecple are just becoming more open to that
sort of thing in So now, for example, there is more Conceptual Art, and also, in
general, more of an exchange of ideas. When | was a student in 1986, | also
mwumhmmwwwuﬁ:mmmy
wasn't widespread. Conceptual art is, in some ways, a represent
Nmuamm#ﬁ&shmlhmmmmnk?
creating Conceptual Art. They believe that using
their own bodies brings them closer to the art
they are doing,

CW: Why do you think Chinese Political Pop Art
has been 5o popular in the West?

CITY WEEKEND AUGUST 17 - AUGUST 30, 2000

(China like it. That probably shows that from other countries are starting to look
at China on a deeper level, especially when it concerns art.

CW: Recently, a lot of Chinese artists have been n,umm At to
on the infl of CM':;‘ 4 Mmeuq

rism on society.
influence on you?
None.

CW: Shanghai hasn't really followed the artistic movements that have gone on in
Beijing. Why is that? Does Shanghai have any of its own movements or trends?

va,mwmwu-mnmn here, there still are some

problems. if you don't have any money i, you won't be able to
Survive here for very in Befjing it might be easier for movements and
Iike that to develop. In most of the artists are

has an influence on art. The artists in Shanghai are more individualistic, so it is very
difficult for a group or movement to develop here.

h‘n-ttmudy-tnl of the permanent collection at the
!:dll-—-.lnuu Road. A partion of Ding Yi's work is also
Mw&“-’:&d:ﬁp—m}g—n
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