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Foreword

You can clearly tell the tension from an internal conflict and an explosive force
from Ying Xinxun's artworks. It is unlikely for you not being impressed by their
sheer beauty and elegance; however you are so afraid that you might be hurt by
their sharp blade. They are nothing but needlework pieces, however, because of
the transparent light sensation and the skin sensitive touch, somehow you can feel
the pain for no reason. Those chosen materials are so light and can dance with
the light; but they carry heavy weight. You feel suffocating by merely looking at
the half-seen needle eyes and knots. The creation of these artworks seem to be a

piece of cake; however it also reflects an artist’s philosophy of life.

Among many rising young artists in China, Ying Xinxun is the very few who
can translate the tactile impression of fiber materials into a new height. In her
artworks the peaceful, tender and skin sensitive texture of fiber materials creates
a totally different impression, which is restless, alienated and dangerous. It is

extraordinary for Ying to combine these elements with emotional feelings.

Anyone who has been deeply impressed by Ying Xinxun's artworks will be
shocked in seeing her in person. Ying's artwork is so explosive and powerful,
but Ying is a young mother who is delicate, always smiles, speaks slowly and
keeps thinking of making home-made cakes for her 5-year-old daughter. She is
fondly called Xiaoying by her colleagues at her studio. Ying first grew a strong
affection with fiber art back in 2003, when she was selected by the 5th studio of
Department of Sculpture of China Academy of Art. In other words, she was among
the first few Chinese students with fiber art as their majors. At that time each
studio only recruited two undergraduate students, supported by two teachers
and one teaching assistant. The learning environment was indeed very excellent.
By making full use of the available resources, Ying succeeded in making the

transformation from hard-material sculpture art to soft-material fiber art quickly.



In addition, Ying succeeded in bringing the sense of power and explosive power,
two characteristic elements of sculpture, into her own fiber art creation. Ying
later continued her postgraduate program on fiber art. Urban Debris series were
created during her postgraduate studies, aiming to portray the beautiful lies in our
modern society. We can feel the sadness when an urban girl's dream is unfulfilled
and broken, but Ying's artwork is displayed in an artistic but weird form. Ying
made full use of the tension of cow leather and its light-admitting quality,
and mended cow leather onto dressing furniture, bearing a distinct feminine
characteristic but not weak at all. That was Ying's earliest exploratory experiment
on the contradictoriness of fiber materials, which was the very start for her future

success.

Ying's early artworks were an exploratory experiment on the tension of fiber
materials; but Ying's recent artworks were the b-rainchild of spontaneous and
intentional attempt to reflect the contradictoriness of fiber materials. To me,
such a change was from Ying's personal life. Her mother suddenly fell ill, and
prior to Her having a surgery a doctor comforted her:“Don’t worry, | will mend
you a beautiful scar.” The very sentence instantly became a pain spot for Ying's
artistic creation, and fear and pain caused by diseases became the key words
of her artistic creation at this stage. The beautiful scar series also helped further
promote the fiber art to the wider audience. Ying succeeded in mending the
beautiful scars, by using different forms of artistic creation means and materials,
and gained new energy through sensory transformation. To me, she has gained a

better understanding of life from her mother’s passing away.

Ying named her first solo exhibition with the title “Don’t worry”, as she wanted
to reveal her philosophy of life and her artistic thinking. She said:“l want to use

illusions made by science and technology to create a comfortable but disturbing
IX



view. We should closely examine the anxiety when facing the reality, and the

contradiction when an expectation fails.”

The fiber art world maybe soft, but not weak at all; maybe peaceful, but never
dull; maybe silent, but never fragile; maybe sensitive but never vulnerable. Thanks
for Ying's artistic creation, we can see the richness of fiber art. The unbearable

lightness of being is the best footnote for Ying’s artworks.

Shi Hui
2017
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Urban fragments
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2009

XV



XVI

Ying Xinxun, a passer-by in your world

| had the chance to see Ying Xinxun's Urban Debris series for the first time at
her studio back in 2008. She just finished the Dressing Table. She was highly
recommended by her research supervisors, Shi Hui and Liang Shaoji, and | can
still recall the moments when we met. Ying Xinxun was shy and didn't talk much
about her works. However, | could still feel clearly the inner strength of her works,
as well as the visual tension and poetic feature created by her preference in using

broken structures.

Ying Xinxun's Urban Debris series were completed in 2009. In her works, she
sewed cow leather into old furniture pieces. The furniture include dressing table,
wardrobe,drawer, shoe box and other pieces that were intimately linked to her
upbringing. She even placed daily accessories, cosmetic product, high-heel
shoe and zipper within the furniture. When the combinations were illuminated
by lights from inside and outside, the translucent cow leather helped create a
strange shadow, symbolizing an unreal, bizarre and fragile relationship. Ying's
later artistic works were formed into another series titled Evolution in 2011. These
were different art forms, but the essence behind the artistic creation remained the
same. Old furniture and furniture made by cow leather are our daily necessaries,
while cloths are the secondary skin of human being. They can all be interpreted
as the partitions between private space and public space in our life and physical
body. They have witnessed the ups and downs of time and are identifying marks
of our lifestyle. To be honest | was amazed by her skilled use of cow leather.
Many other female artists prefer or are more inclined to use fabrics, textile
fabric and other soft materials to reflect their thoughts. However, the texture of
cow leather was firm and dense. To me, maybe she was fascinated by the sharp
contrast between the fragile cloth and the dense cow leather, and her preference
in using the translucent cow leather and the reflection of lights helped ease

the awkwardness caused by the mysterious nature of her works. In addition,her



works also reflected her past psychological isolation and the saddening realistic
situation. | therefore assume that Ying Xinxun intends to portray her past
experience, memories, dreams or the growing pain by applying metaphor and
symbolism in her art work series. These art works have fully demonstrated her
loneliness, those imageries in her dream as well as her aspiration for a bright
future. We can have a much stronger impression when we examine her Embracing
Field in 2015, where we can feel the strong sentiment among people and their

longing for love.

| think sewing is an essential tool for Ying to portray trauma in her art works. It
is a b'-asic requirement for her to place furniture, equipment and other devices
that are closely linked to her life together to carry out artistic creation; but
sewing itself is a subjective behavior. Sewing is meant to cure the past wound,
and can be interpreted as a ritual for self‘salvatiori. We can see the message of
self-salvation clearly in her works "Don’'t worry", I'll mend you a beautiful scar
with my needlework in 2015, as well as her Beam series, where she used steel
bar, cloth and cotton stretch to reflect the contrast among sharpness, trauma,
fragility, defense and conflict. Obviously by using fragments from cloths and other
objects collected in her daily life and by piecing these fragments together with
her needlework, Ying intends to portray youth cruelty and romantic sentiment.
Youth and trauma are meant to be the two poles of a direct contradiction.
However, in Ying's art works, they become convertible, indicating the existence
of a subtle relationship at the given periods of time. Despite that the self image
or other character modeling are missing in Ying's art works, but you can still see
their existence through the shadows going through the cow leather, or by the
integration, overlying and replacement of cloth fabrics. In a sense, Ying is able to
reflect her inner world vividly, a world in the form of memory, in other words, the

abstract reality reflected by Ying's mind. Ying's heavy use and fascination by cow
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leather, fabric and other intermediary materials help form one after another bodily
identifications, as if they are the added value of a particular mind or sentiment, or

her carefree living philosophy to live in this chaotic world.

After looking at Ying Xinxun's art creation, | have a new observation on the artistic
style difference among Chinese artists who were born in different generations.
For those artists born in the 1950s or 1960s, their personal fates were severely
impacted by the continuous political movements and the national destiny of China,
as if they were tiny and insignificant duckweeds drifting in the mighty torrent of
history. They, therefore, tend to link their art creations to the China's national fate
in the 20th century. They prefer to use historic narration to portray the ups and
downs of individuals, as well as their fragility and resistance. However, for artists
who were born in the 1980s, their upbringing are much different, and because of
their different life experience, their artistic expressions become totally different.
After watching a great many art creations by artists born in the 1980s, | can
clearly tell that they are already part of the global development trend. They have
transcended their predecessors and their greatself-oriented narrative frameworks,
and start focusing their arts on universal value of love, the concern on individual
fate and sceneries that are common in our daily lives. Daily life experience have
been long ignored by artists who are only keen in pursue for macro-themed art
creation; in addition, these daily experience themed art works, as well as their
value, aspiration and their hinted possibility are constantly questioned by critics.
To me, it is a good reason enough to prove the legitimacy of their existence in our
art creation or artistic imagination. The macro narrative art creations tend to fall
into the empty awkwardness, and that is exactly why it is necessary and valuable
to have an alternative art form that focuses more on the portraying of daily life
experience. Ying Xinxun observes closely the deformity and pain in our daily life,

as well as the anxiety, loneliness and frustration that we are exposed in living in



cities. These elements are vividly demonstrated in Ying's art works, calling for

more people to think deep on these social issues.

For young people who are born in the 1980s, they live their own life and make
decisions based on their actual condition. Such a change echoes with the market-
oriented global trend. Unlike the previous generations whose lifestyles have been
severely affected by the planned economy, these youngsters encounter new
problems under the market economy, in terms of seeking for the destinies for their
career and personal life. They have already had the freedom to make personal
choice. It all depends on themselves to make decisions that may affect the ups
and doWns of their lives, humanly affection, career development; while in the past
people were useless and frustrated to make decisions on their own because of the
outside environment. That is to say, it is not an issue for post-1980 artists to make
a living by themselves, their problem is how to make sound decision and live a
meaningful life; or they have already parted company with the seemingly noble
ideal that allows the art to intervene reality. These young artists love to create
their own discourse spaces, or arena that only belongs to themselves. Therefore
it is not hard to understand the self-recognition, self-anxiety and self-expression
in their art works. We can see so these characteristics clearly in Ying Xinxun's art

creation, and she is a fine example of such a new trend.

Feng Boyi
2017
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