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ARTIST INTRODUCTION ZARZR &7t

Wang Haichuan (E£78)I) was born in 1968 in Jilin
Province, China and currently lives and works
between Beijing and Chongqging.

In 1997 he graduated from the Sichuan Fine Arts
Institute, with a major in Visual arts. He used to work
in the field of architecture and landscape for many
years and became widely recognized as a visual
artist. Wang Haichuan’s works destroy the superficial
characters of private lives and a harmonious society.
He attempts to demolish the trace of reality and
replace it with relics of time. His works were featured
in solo-, as well as group-exhibitions and art fairs
within China and abroad.

Wang Haichuan’s installation Seven Days (2013) is
exhibited at the 11th Shanghai Biennale “Why not
Ask Again: Arguments, Counter-arguments, and
Stories”, which is curated by the Dheli-based artist
and curatorial group Rags Media Collective. This
thematic exhibition explores the turbulences and
transports of our time. His work features collected
furniture that was discarded within seven days by
former residents of copper manufactory workshops in
Chongging. It has its origins in Wang’s Tongyuanju
project, which was initially an art education plan to
include the community into various art projects, that
later turned into a series of works within this

community in Chonggqing, showing a typical example
of China’s urbanization process. Wang creates a sort
of confession room — odd arrangements manifesting
distances between life and power.

EB/I, 1968 FETFHEEME, MAEFEILERILRMNE
Ko 1997HEN FIJIIEAZRAER, TBIIBEMER
RMBIRITZF, 2—NUFSHZATHRARZARR.
HEREFTH ML S EMUENERT, KEKREIAL
HIBRIE, LAY ERBEYEmARZ

FT+—RBELEVNFEEEREEIEIIN <tX> NEEER. Wang Haichuan, “Seven Days” , Installation view, Courtesy
WX EBNFRENEBR A «KAAHFE? EH, K, & of the artist and Power Station of Art, Shanghai, 2015
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Lazy, 2017 (painting detail F&R)




SELECTED ARTWORKS - NEW SERIES TS 1Em — F{ESR RS

Wang Haichuan boasts an
accomplished oeuvre of engrossing
and complex works in various media
ranging from painting, installation,
video, photography, and on-site
artistic projects that are unified in their
defiance of genre expectations, their
eclectic imagery, and their
examination of societal patterns and
individual psyches.

175, Mixed Media & #1#, 1750cm 2017



ON IMAGE SOURCING AND NEW VISUAL ORDERS

EGRREA T2

Borrowing inspiration from
everyday life, history and
religion, film and
photography, advertising and
internet, Wang Haichuan lets
his works speak an eloquent
and expressive language.

At first glance, the viewer
might think they lack logical
coherence one might be
accustomed to seeing in his
or her everyday life. They
actively challenge the
viewer’s preconditioned
perception of reality. Wang
Haichuan’s works do not
depict scenes from daily life,
nor do they place us in any
concrete setting or
identifiable physical space.

What we see are flowers
and animals, as well as birds
and fish next to the
depictions of ancient murals,
scenes from religious stories
and legends from the
western and eastern worlds.

Alongside portions of
architecture, we notice silent
and extensive smears of
paint, peculiar graphic
patterns besides disjointed
forms and floating
landscapes, and, of course,
mysterious figures of people
of various backgrounds,
professions and nationalities.
Some of them occupy a
central position in the
paintings, whereas others
are deliberately camouflaged
by the artist.

Painting allows Wang
Haichuan to construct a kind
of atmosphere that lets the
viewer escape the chaos of
reality and enter a perfectly
ordered world within a work
of art. Indeed, his works

posses a “fable” character
that uses descriptions of
non-words to hush the
clamour of spoken language.
His works are comprised of
disparate depictions of the
objects that were taken out
of the original context,
liberated of its original
meaning, processed and
reorganized by the artist into
new visual orders.

Sometimes, completely
alien realities find themselves
side-by-side, objects may be
blurred and the backgrounds
lack the dimensions of time
and space.

The word “surrealist” is on
the tip of the tongue when
one is looking for the word to
describe his works that do
remind us of dreams. Such
description would suggest
that the artist, bypassing
reason and rationality,
applies a sort of collaging
method that offers the use of
free association to reflect the
workings of the unconscious
mind. It is impossible to
discard the thought
completely that the artist
forges a conscious thought
and embraces a chance
when creating his art.
Nonetheless, much of what
appears in his works as
purely impulsive or
unconscious is actually
strenuously revised and
thought through. Image-

Image-elements that
appear in Wang Haichuan’s
paintings are diligently
filtered and selected to
narrate the story that the
artist intends to share with
the viewer.

Frog &%, Acrylic on Tibetan paper KA 1,
50 x 50 cm, 2017

Bath &, Acrylic on Tibetan paper 4R %,
50x50cm, 2017

Sofa i %, Acrylic on Tibetan paper 4% & &,
50 x 50 cm, 2017



Wang Haichuan navigates, sources and compiles a
vast collection of imagery from high and mass
culture, from figurative and abstract, to the most
mundane, religious and out-of-the-ordinary. The artist
realizes that he lives in an extremely image-driven
society. Never ever has the world been so overloaded
with images as today. Every day images are being
produced, commoditized, stored and circulated on
an unprecedented scale. Some of them remain
private, while others are made public and even have
the potential to change the course of global events.
But with such a high rate of image production in the
internet and social networks, like in any other kind of
manufacturing, the waste of materials is unavoidable.
People cannot help but create ephemeral images that
are soon to be forgotten and discarded.

Animal )
Acrylic on canvas %HE R &
150 x 150 cm, 2016 (top right)

Utopia Z1E3R
Acrylic on canvas#E A %
180 x 200 cm, 2017 (left)

Under the Bridge i T
Acrylic on canvas tE R %
150 x 150 cm, 2016 (bottom right)

The artist begins from individual sensory
experiences to record and expand on minute
details, individual emotions, and memories of the
everyday. He interweaves reality, dreams, and
metaphors into discourse of his painting. But what
he also sees as an essential part of his image-
sourcing practice is the collection of discarded

images that he picks up and utilizes for his visual
narration. Forgotten, unwanted, ‘deleted’, they
acquire a new life, identity and purpose once they
enter the frame of Wang Haichuan’s work.




SELECTED ARTWORKS ZRH1E %

“For me, images have their special
significances in defining things. We are living
in a time riddled with images and the images
you chose will come to define your outlook
on the world. Because of the sense of
boredom that comes with schematization
and the sense of “transparency” that the
audience may feel, | try to steer clear of being
rigid in my drawing. By combining various
images, | was able to create many stories
that cannot otherwise be told by words to
communicate with the audience. In a sense, |
have retained a touch of reading
characteristic of illustrated books, turning
those drawings into my “modern Ukiyo-e.”

- Wang Haichuan
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Painting Skill 4 E#15, Acrylic on Tibetan paper 4% 7 f,
50 x 50 cm, 2017




SELECTED ARTWORKS &85> £ &4

M : ;
East Lake %11 %, Acrylic on Tibetan paper §& 4% A%, 120 x 200 cm, 2015

With his adept mastery of drawing
techniques and by taping into the structure of
Japanese Ukiyo-e, Chinese folk drawing and
Persian miniature, Wang Haichuan was able
to introduce to his Tibetan paper drawing a
new style different from the common
schematic style drawing, bringing rich
fragmented stories to the audience.

TE)IMEA T AR AN EF
B, EABRAFEE, PERESE R
MEEHMEEL, FENRET BRIEXR
REELSMNI—FhEFTES, AATREEN
P E N

42 Old Leader, Acrylic on Tibetan paper B4k A % ,
50x50 cm, 2017.



Leader 5i#li, Acrylic on Tibetan paper & Zk& %, 120 x 200 cm, 2015
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Entertainment to Death 1% 5REI%E Acrylic on Tibetan paper &4k A&, 120x200 cm, 2013



SELECTED ARTWORKS &3 1E &

Son JLF, Acrylic on canvas #TE & 5, 60x80cm, 2016

Squad N5y BA, Acrylic on canvas # TR &, 60x80cm, 2016

i CakeZi#%, Acrylic on canvas #i T R /s, 60x80cm, 2016
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The Fortuitous Encounter of a Sewing Machine and an
Umbrella on a Dissecting Table

Kang Xueru
Curator, Artist

Painting consists of images.
Undoubtedly, almost all painters are
taking efforts, constantly,
attempting to create unique images
of personal characteristics. This is
to define painting in terms of
symbolic production rather than
material practice. Anti-image
painting has taken place
throughout the history of painting,
however, the result of every anti-
painting attempt is the creation of
another sort of image. Malevich
provides the exemplary case,
where he reduces image to its
lowest and weakest, almost close
to zero degree. However, his ‘Black
Square’ is without doubt one of the
most classic images in art history.
In this regard, painting incessantly
produces images, produces highly
personal and original images.
According to the common
understanding of art among
Ancient Greek, creation is bringing
the non-being into being, which is
the core tenet of originality. Thus, to
create unique images that have not
existed before is the destiny of
almost all painters. Wang Haichuan
has been in the same situation. In
2008, he painted a series of
‘Residential Community
Architecture’, which possesses a
distinctive personal style. Of
course, the production of these
paintings pertain much to his
understanding of and attitude
towards art back then.

2008 was surely the moment
when China, which had been

rapidly advancing, underwent
significant transformations. The
achievements of economic reform
that had lasted for decades
reached the climax during the

Olympic frenzy, whilst various social

issues that had been incubating
was also shaken to the surface
amid the earthquake in Wenchuan.
Shortly after that, the birth of
Weibo, the social networking
platform, further uncovers blatantly
events that touched the nerves of
the general public. Under such
conditions, many artists voluntarily
extended the artistic sensibilities
towards the social. Wang

Haichuan'’s ‘Residential Community

Architecture’ is the reflection upon
various architectural constructions
pervasively found throughout the
country, which, despite their posh
names, such as ‘Venice Town’,
‘Mediterranean Garden’, ‘Jardin de
Provence’, are fundamentally

underpinned by cultural poverty. An

extension of this is the art project
‘Tongyuanju’ (Copper Cash
Manufactory) in Chongaging, which
has been ongoing for years but not
yet completed.

He joins in one of the most drastic
urban transformations, and
experiences how the once glorious
‘Third-Line’ factory comes to its
demise during the urbanization and
marketization of today. In this
process, he does not simply take
the critical stance. Instead, the
incompetence of directly
transforming the social in the name
of art, as well as the complexity

behind, prompts him to reconsider
the relationship between art and
society, as well as the political
potential in art.

The reason to talk about his
‘Residential Community
Architecture’ paintings and
“Tongyuanju’ project is to allow us
to see clearly how Wang Haichuan
has evolved from the pursuit of
original images to today’s
morphology. In other words,
despite the apparent disparity
between his current works and the
previous ones, as well as the
significant shift in the art
conceptions, it is built upon these
practices and accumulation, that
the entirely personal art language of
his has been established. For
instance, the grey shades, by
mixing together black and white,
consistently constitute the main
tonality of his paintings. The
installations derived from
“Tongyuanju’ project — the vintage
furniture collected from the old
households in the area, by means
of rebuilding and collaging,
becomes another absolutely
functional furniture (indeed, among
people there is also a practice of
disassembling old furniture pieces
and putting the usable parts into a
new piece. But this is done more
for the purpose of saving materials
rather than taking an artistic
perspective on the practice of
disassembling). Thereafter, collage
becomes the most crucial method
in his paintings, hence there is an
intimate correspondence between
his installations and his paintings.
Such correspondence is not solely
the proximity in the form and
method, but more importantly the
reference in the concept — that is,
how an outdated, obsolete
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and obviated piece of furniture
escapes from the destiny of demise
and seeks to continue its life in the
new combination, just like the
organ from a deceasing body,
through donation and transplant,
gets reborn in the body of another
person. Indeed, substantial
materials can be re-activated. As
for images in being, can they be re-
deployed and obtain new
mythologies and significances?

The change took place in
2010. When Wang Haichuan
travelled to Tibet, he discovered old
and handmade Tibetan sutra
paper. The paper presents the
pristine quality of manual work. Its
coarse and uneven texture makes it
thick and highly absorbent, and
therefore perfect for repeated
brushstroke application. After a
series of experiments, Wang
Haichuan gradually came to realize
that the most crucial function of
Tibetan sutra paper is daily
recording — of sutra or Buddhist
stories. The invention of paper was
undoubtedly intended for the need
of keeping records. Can painting
become a form of daily recording —
not an instant capturing of
photography, but the consecutive
visual text, like diary, news, and
film, which is possible to watch and
read. Secondly, just like everyday
reality recorded and referred to in
diary, news and film, it contains
highlights, emotions, cultural
symbols, memorable imageries,
familiar stories, exotic customs,
prominent events, but is more of a
mixture of daily fragments. What
we have accessed is only bits and
parts of life, the tip of an iceberg. If

we wish to unravel the world
behind the veil, we probably will
only find endless frustration and
incompetence, which is exactly
what Wang Haichuan and his
paintings are about to confront,

and what his images can provide to

us.
Now let’s focus our vision onto
Wang Haichuan’s images: a golf
player standing on the top of the
city tower, a newspaper reader
emerging from a painting of
Chinese flowers, a pair of parrots
seemingly gazing at a running man
diagonally, an exclaiming guy
reaching for a flying dragon, a
woman in conversation with
Buddhist fresco above her head, a
deforming plane crashing towards
a naked women jumping up, a
character hung on the Cross
standing in solitude on a branch of
green leaves. All of these images
are aligned together according to
one aesthetic principle similar to
the on in photography of residential
community, classic architecture,
postcard, Chinese painting, Ukiyo-
e, theatric character, news picture,
erotic picture, historical painting,
celebrity statue, flower and plant,
auspicious animals, abstract
symbols, decorative patterns,
graffiti, flowing paints and willful
brushstrokes, and the result is a
compound image. How should we
enter and interpret such an image?
Possibly the viewers are able to

discern some of the images, spot a

few familiar elements and even
relate them to something else. But
when trying to make a judgment of
the painting as an entirety, you will
find the effort futile. It is a maze of

images. You can enter from any
familiar image (entrance), but when
you make several attempts but still
fail to find the exit, the only option is
to go back to the start, the most
familiar place. Viewing Wang
Haichuan’s painting is exactly the
same experience. When you see
from a distance a familiar image
and walk closer to ponder carefully,
you eventually fail to comprehend it
and leave, you will realize that your
perception of the painting still
remains on the level of recognizing
only the familiar image. But the
question is whether the image that
you perceive is still the image that
was stored in your memory from
long ago”?

Maybe yes. Maybe not. For
image is by nature ambivalent: on
the one hand image is merely a
symbol to be perceived, on the
other, these imagery symbols may
evoke or be imbued with certain
conceptions and meanings. It is
exactly due to the latter feature of
an image that makes mass media
serve the same function of painters
in history and produce enormous
amount of images endlessly and
incessantly. Devouring us at all time
are also these images that have
been imbued with all sorts of
concepts and meanings. But Wang
Haichuan'’s paintings are intended
to reduce, weaken and dissolve
these meanings and significances
that have been forcefully addressed
onto images.

These are emancipated
images, but also images that create
additional obstacles. Wang
Haichuan, based on his own
interests, picks certain images
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platforms, snapshots from films, art history, catalog,
newspaper, folk art, travel photos, etc.) to formulate
the subject. The reason for selecting one specific
image might be random, and what intrigues him
might be simply the particular format of the image, or
an image that has gone viral among the public, or the
fact that image at hand can formulate a connection
with another image. In sum, the selection of images is
entirely based on his own interests or for the purpose
of the imagery. At first, the imagery has the
atmosphere from the past, but as the image unfolds,
the information of the subject image diminishes, but
the heterogeneous (or alien?) power keeps growing.
For instance, that man in black with seeming a gun in
the one hand and the other hand pointing towards
the sky. This hysteric man in black might come from
one shot in the film, more specifically, a murder
scene. Apparently trying to figure out and depict the
origin of the man in black is a rather classicist
complex. As for Wang Haichuan, what is interesting is
what should appear above the hand reaching to the
sky, and naturally there comes the flying dragon. In
the lower right corner, the women in intercourse
seems to have provided the evidence that the man in
black is holding a gun in the hand. But are there any
clear causal relations between them? If the causality
is not strong enough, rather it is among the man in
black holding a gun, the woman in intercourse and
the fresco and Buddhist statue next to her there exist
causal relations. But at the same time this is the most
paradoxical combination, for no matter what, no one
would like to make love to Buddhist statue. If we
keep going further this way, there will be more and
more leads, and details become more and more
complicated. Just as the novelist Calvino puts it: if
allowed to grow in all different directions, it will
eventually devour the entire cosmos.

The same can be said about Wang Haichuan'’s
painting. It is an image that consists of numerous
images — a compound image. Every image is the pre-
condition of other images, and is conditioned on
other images. In his painting, every image is
proliferating incessantly. From one image there grows
another image, or something else, for instance, the
dark green on the left has a purple shade grown on
its right, and a floral pattern in the bottom has a few
flowers grown on its top. The representation of them
in this way does not undermine the complexity, or put
more exactly, the representation of the most
disparate image symbols that co-exist along each
other, which converge to balance every single
painting. They converge — umbrella encounters
sewing machine; and balance — the separating force

of modern aesthetic institution. In other words, it is
dissecting the image that extracts the image out from
representation, the carrier of a meaning, and the
prototype of a story. This is a modernist enterprise. In
purifying image that has long been attached to too
many meanings and significances into one symbol,
one purest form, image obtains extensive freedom.
The umbrella of Lautreamont can not only run into
sewing machine, but also stand by any other alien
image, symbol and being in the world. Art thus
becomes the being beyond imagination. Wang
Haichuan is not the only one to make the exploration,
nor is he the first one. But we can see the efforts he
is making.

Misunderstanding %5 EHRIRE, B4 A Acrylic on Tibetan
paper, 50x50cm, 2017

Mansion &5, Acrylic on Tibetan paper
WK A, 50x50cm, 2017
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CURRICULUM VITAE f&5h

Born in Jilin, China
Graduated from Sichuan Fine Arts Institute
Wang Haichuan currently lives in Beijing and Chongging

SOLO EXHIBITIONS

The Fortuitous Encounter of a Sewing Machine and an Umbrella on a Dissecting Table, Art+
Shanghai Gallery, Shangahi, China

He Universe, 23rd China International Furniture Fair, Shanghai, China

Tongyuanju TRAVEL , Tongyaunju Chongging, China

Tongyuanju 7DAYS, Organhaus Art Space, Chongging, China

Tongyuanju 16.9MC (Provincial Youth) Tongyaunju, Chongging, China

The Note of Staying, Gaodi Gallery, Beijing, China

Tibetan Paper, Zdenék Sklenar Gallery, Prague, Czech Republic

GROUP EXHIBITIONS

Bi-City Biennale of Urbanism\Architecture (UABB), Shenzhen, China

Very Sustainable - Environmental Revelation, Yinchuan Museum of Contemporary Art,
Yinchuan, China

Realistic Embarrassment, Artist Residency Program in partnership with Organhaus - Disseldorf
Culture Office, Dusseldorf, Germany

Silk Road International, Art Museum of Nanjing University of the Arts, Nanjing, China
Links, Locality and Nomadism, GCA Center, Chongging, China

11th Shanghai Biennale, Power Station of Art, Shanghai, China

Place Contemporary Art Exhibition, Guiyang, China

Top Time, LP Art space, Chongging, China

The Cabinet of Ronder, Beijing, China

Real Estate/Landscape, Chongqing, Bangkok, Kitakyushu, Shanghai DEAL, Radical
Space, Shanghai, China

Export Painting, Time Museum, Guangzhou, China

The 2nd Nanjing International Art Festival, Nanjing, China

Eurekaaaa !!! 5, Malaise dans I’esthétique, Tongyaunju, Chongging, China

Positive Space, Times Museum, Guangzhou, China

So Far So Close, Organhaus Art Space, Chongging, China

Deal, Radical Space, Shanghai, China

Chongqing & Fujian Exchange Program, Chongging Art Museum, Chongging, China
Shanghai Deal, Radical Space, Shanghai, China

Red Line, Gallery Soap, Kitakyushu, Japan

Eurekaaaa !!! 4 Reality and The Aesthetic Regime of Art, Wangjiang Commune,
Chongging, China

Be Conscious of Yourself, Suzhou Art Museum, Suzhou, China

St. Moritz Art Masters, Engadin, Switzerland

Organhaus-Rybon Exchange Residency Program “lran and China”,

Mohsen Gallery, Tehran, Iran

Eurekaaaa !l 3 A Study on the Way of Seeing, Himalayan Space, Chongging, China
New Colour -- L-Art Gallery Grand Opening Exhibition, L-Art Gallery Chengdu, China
Eurekaaaa !l 2 Contemporary Art Exhibition, Ceiling Gallery, Chongging, China
Chengdu Biennale Changing Vistas Creative Duration, Museum of Contemporary Art
Chengdu, Chengdu, China

Reshaping History of Chinese New Art from 2000 to 2009, Beijing, China

Shanghai Art Fair Emerging Artists Exhibition, Shanghai, China

Ways of Seeing, Ceiling Gallery, Chongging, China

ART HK 10, HongKong

Six Directions: Contemporary Art Exhibition, A4 Gallery, Chengdu, China

Open Vision — Exhibition of Contemporary Chinese Collection, Modern and
Contemporary Art of the National Gallery, Prague, Czech Republic

Eurekaaaa !!! 1 Art Exhibition, Sichuan University Museum, Chengdu, China
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CURRICULUM VITAE f&5h
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FOR MORE INFORMATION
REGARDING THE ARTIST

BEZXTZARRER
BERRAZAR + LiBEE

Art+ Shanghai Gallery
ZAR+ LiBEE

191 South Suzhou Road
Huangpu District, Shanghai
HE EEEBXEAME191S
200002 China

Tuesday — Sunday 10AM- 7PM
AZZ@AXEFI0RETF7TR

T: +86 21 6333 7223
contact@artplusshanghai.com
www.artplusshanghai.com

/
/~r

’ ART+

1 /

PLEASE CONTACT ART+ SHANGHAI GALLERY

For sales inquiries:
MEME:
inquiries@artplusshanghai.com

For press inquiries:
RIRE %
gallery@artplusshanghai.com

@ :rtplusshanghai

artplusshanghai_official

o @artplusshanghai
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