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WANG DONGLING AND THE PEARL OF CREATION

Britta Erickson

Art is a grand bridging force. It links the artist’s complex interior realm, replete
with ideas and feelings that often may be inexpressible through words, with
the exterior world. Having done that, it then forms a bridge between the artist
and others. To convey to others the indefinable via a concrete work of art is

a wonderful capability. In the case of Wang Dongling, there are even more
dimensions to this bridging capacity. These are fourfold. First, when writing
calligraphy, he is communicating a very specific statement in a way uniquely
possible through language. Second, in his strong belief that calligraphy should
have a presence in public places he creates a bridge for a broader, less elitist
understanding of calligraphy than has previously been the case. Third, in

his equally strong belief that calligraphy should take its place in the world

of contemporary art, he produces an entry point for those who appreciate
contemporary art also to appreciate calligraphy. He has strengthened
dramatically the latter bridge by developing and exhibiting a body of abstract
paintings based in the calligraphic line. And finally, he has forged a bridge

to the future by creating a new style of calligraphy, Chaos Script. Ink Studio
presented the artist’s first major solo show of abstract works, The Origins of
Abstraction (November 2013-January 2014). Now we are honored to present
his first major solo show of Chaos Script, Writing Chaos (September.17 -
Novmber.20, 2016).

Until his recent retirement, Professor Wang was Director of the Modern
Calligraphy Study Center at the China National Academy of Arts, Hangzhou.
This is the only calligraphy center of its kind in China, and it was established
specifically as a vehicle for Wang to further his many pedagogical and research
pursuits. Professor Wang has the singular status of being both China’s top
calligrapher when judged by traditional standards and the leading avant-garde
figure in the field. He credits his daily practice of calligraphy in established
styles for his accomplishment in both arenas: regular practice is essential,

as without a sound foundation, it would not be possible to innovate in the
dramatic fashion for which he is known. He feels that his nature is particularly
suited to calligraphy, and has often stated that within calligraphy, he found
himself. There is a deep harmony between artist and medium.

Living as he does in Hangzhou, Wang is particularly cognizant and
appreciative of the famously beautiful natural surroundings of West Lake,
with its little islands, its expanses of lotus, and willow trees whose branches
drape down to touch the water which ripples gently in the breeze. He has
internalized the forms and movements of nature effortlessly throughout his
long life. They have become a part of him, just as the techniques of calligraphy
are by now thoroughly internalized.

Wang’s new creation, Chaos Script, is the organic melding of nature’s
effortless grace with his life-long immersion in calligraphy. He is letting nature
as embodied in himself guide his calligraphy. This is a revelation. Before Chaos
Script, nature had of course been present, but the formal art of calligraphy was
always dominant.

How do we see and understand this major breakthrough? As Wang Dongling
begins a work of Chaos Script, he seems to be writing any lengthy, large-

scale text. With ease he writes the first line of vertical text, down the right
edge of the paper (as all traditional calligraphy is done). The second line,
however, surprises. Wang deliberately overlaps the second line onto the first.
He continues in this manner until reaching the end of the work of art. If one
were to watch him write the piece, one could see that the artist has chosen a
favored text and written it beautifully. Yet with the layering, legibility all but
vanishes. We are left to appreciate a marvelous composition of lines, laid down
by a hand that represents the apogee of traditional Chinese calligraphy as it
exists today; the hand guided by a mind replete with the natural forms and the
ease of their everyday beauty. This is a rare thing, and we are privileged to be
in its presence. As the artist now embodying both nature and calligraphy pours
forth his very being onto the paper, the result is loosening it ties with some

of the absolute strictures of calligraphy as an art. One way this is revealed is
the frequency with which he allows the edge of the paper to cut off the edge
of aline of calligraphy. Another way lies in the disinterest he shows in the
occasional miswritten title or mislaid character: these things no longer matter.
Chaos Script is to be appreciated as it is.



Before Chaos Script, there had been only six major calligraphic styles: Oracle
Bone, Large Seal, Small Seal, Clerical, Regular, and Grass-all of which were
first put in use between the thirteenth century BCE and the fifth century AD.
Wang Dongling’s Chaos Script is thus the first new style in sixteen hundred
years.

The closest comparison to Wang’s long cascades of intertwined lines that
comes to mind are the vines painted by Wu Changshi 5 E/fiH (1844-1927),
Professor Wang’s teacher’s teacher. One of the greatest calligraphers of the
twentieth century, Wu Changshi employed calligraphic scripts in rendering
natural forms. His loose, twisting renderings of vines brought together the
artist’s understanding of nature, and of calligraphy, and he would allow

the vines to be cropped by the paper’s edge, so that the viewer would then
consider the wide spaces into which those vines stretched, beyond the frame
of the painting. Wang Dongling’s Chaos Script similarly engages the mind to
extrapolate beyond the paper’s edge to consider the breadth of the world into
which his writing expands. The expanse can feel infinite.

Frederico Fellini (1920-1993) once remarked that “All art is biographical; the
pearl is the oyster’s autobiography.” ' A pearl is something that grows over

the course of many years, and the more time it has to grow, adding layer upon
layer, the more magnificent the result. The growth of Wang Dongling’s oeuvre
quite resembles the pearl as it is founded on layers upon layers of accruing
experience and action. The pearl will continue to grow, and we can consider
ourselves privileged to witness its current intensely vibrant state.

' The Atlantic, December 1965.

REMRE (K5E)
Wu Changshi, Wisteria
B “KE, Bowh. S, 7

Inscription: "The branches are messy and overflowing,
[but] please do not chop off the vines! Changshi."
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AMIDST ENCHANTING, RIOTOUS BLOSSOMS:

AN INTERVIEW WITH WANG DONGLING

Wang Dongling and Alan Yeung
August 2016

Y: How do you understand the “chaos” (luan) of Chaos Script (Luanshu)?

W: I have been studying calligraphy for 60 years, beginning with

regular script. I have studied also cursive, clerical, and seal scripts, but

my favorite is of course cursive. It is important that while I have been
studying calligraphy in a traditional manner, I have also been pursuing
experimental calligraphy. I hope this classical Chinese art form can engage
contemporary art in dialogue.

Chaos Script came about gradually, over a long process of creative practice.
In Chaos Script, the strokes of cursive script overlap and interweave,
creating what appears to be unreadable abstract images. But the execution
of Chaos Script in fact still adheres to the rules of traditional calligraphy.
It is not haphazard—it appears chaotic but is actually not so. I settled on
the name of Chaos Script after some deliberation. Luan evokes disorder
and mess, but it also implies zhi (“control,” “govern”)—after chaos comes
control. In poetry, there is a famous line [by Bai Juyi (772-846)]: “Riotous
blossoms [luanhua] gradually enchant the travelers’ vision.” Chaos has a
feeling of nature.

Y: Is Chaos Script a return to a more natural state? Do you think of it as a step
forwards or backwards?

W: It should be a step forwards. When I was studying in Nanjing, my
teachers told me that columns of characters should not intrude into
each other. In Chaos Script, not only columns but individual characters
also collide, overturning the ground rules of character structure in

traditional calligraphy. This opens a door for calligraphy, connecting the
classical and the contemporary, China and the West. A major obstacle

for Westerners trying to understand calligraphy is that they do not read
Chinese characters. Even the Chinese cannot read Chaos Script without
knowing the textual content in advance. Chaos Script is both calligraphy
and painting. It is abstract, but it is grounded in traditional calligraphy. It
expresses the qualities of lines and the structures of characters in a purer
manner. So I think of it as a breakthrough.

Y: For some years you have been pursuing cursive calligraphy and abstract art
in parallel. Can Chaos Script be seen as the fusion of the two? Why did this
happen only in 2014?

W: You are quite right. Already two decades ago, I tried to interweave

and overlap characters, in a work on 4-chi Xuan paper submitted to an
exhibition of modern calligraphy. Later I would occasionally create similar
works, but I had not considered them conceptually. For example, when
writing the Daodejing I would sometimes flip the last stroke upwards to
create an overlap. My draft for the cursive rendition of Li Bai’s Bring in
the Wine shown in my Shenzhen exhibition also contained some elements
of Chaos Script, but at the time they were not self-consciously articulated.
Then, a few years ago, I created two square works measuring about 2
meters in Chaos Script. I suddenly realized that this form captured in a
particularly compelling way the spirit of “mad cursive” and the originality
of my art. It also made calligraphy freer and more romantic.

In the three decades since my time in the United States, I have been
creating abstract paintings with a calligraphic sensibility. In recent years,
I have come to realize several notable things about this. First, calligraphy
is an art of lines. An artist’s lines evolve over several decades. Second,
calligraphy and Western painting both contain implications of form—
the former arose from stele inscriptions, the latter from the human body.
Third, calligraphy comes into being temporally and spatially: one stroke
leads to the next in an organic fashion. This is why a calligrapher is at a
unique advantage when it comes to abstract painting. Chaos Script is a
validation of my calligraphy-inspired minimalist abstract painting.



Y: In traditional calligraphy, the viewer imagines the work's creation by in Chaos Script. I am very happy that I have preserved the nuances and

visually retracing the lines. Chaos Script seems to resist this. rhythms of the brush.

W: You are right. In traditional cursive calligraphy, you can follow
the flow of its lines, which function a little like musical notation. By Y: The works on canvas exceed the borders and appear cropped. Why is that?
contrast, Chaos Script is like roadsigns pointing in opposite directions,
easily leading you astray. Chaotic and interwoven, the writing becomes W: In traditional calligraphy, one is supposed to leave some empty spaces
a coherent whole that is sometimes amorphous and sometimes on all four sides and not to cross columns of text. Chaos Script breaks
confrontational. It adds to the richness and mystery of space. these rules, creating great spatial tension. The “bleeding” beyond the

borders further adds to this tension.

Y: In Chaos Script, you tend to use a long and narrow brush that puts you at

a greater distance from the characters. What kind of effects and feelings does Y: When you write in Chaos Script, you sometimes press the loaded brush

W: Su Dongpo said, “There is no fixed method in holding a brush.” Indeed,
when one first learns to write, one must pay especial attention to posture,
but someone with decades of calligraphic practice can wield the brush in
any manner. I use a brush with a long stem first because my skills allow it,
and second because it enables visual mastery of the entire composition. If
I bend down and write a short brush, the spatial relationships among the
characters will be affected, and I will tire more easily.

Y: What is your thinking behind the pieces written on canvas and watercolor
paper?

W: Traditional calligraphy on raw Xuan paper is of course wonderful,
but as long as calligraphy is done with a soft brush, one can try different
kinds of paper. This time I have chosen textured Western paper intended
for watercolors and prints. This paper resists the Chinese brush, adding
tension to the works and clarifying the brush’s trajectories and variations
in pressure. The works on canvas are bold experiments. People tend to
think of oil painting as thick layers of pigments on canvas. To create
calligraphy on canvas is challenging and meaningful conceptually, and

in terms of the appreciation and the material persistence of the work. I
have also incorporated variations in chromatic tonality. Early on, I made
one such work at Zheng Shengtian’s request, but this time I have done it

this create? against a folded piece of paper to drain some of the ink, so that the brush

leaves faint and dry traces. How do you maintain a sense of substantiality in
calligraphy?

W: Chaos Script is inspired by nature, particularly the decayed lotuses of
West Lake, which I have been photographing for over a decade. Although
the lotuses are decayed, they still possess power and beauty. Last year,

a viewer who saw my Thousand Character Essay said it looked like a
landscape, and another viewer said it looked like the wilted lotuses of
West Lake. As for lightness and heaviness, dryness and wetness—all this
emerges naturally. Many of the strokes are executed with a slanted tip and
very similar to the texture strokes in landscape painting. They are more
expressive.

Y: What other images have inspired you?

W: Throughout these many years, I have been copying model books,
studying calligraphy, and enjoying nature. I have also made calligraphy
on photographs of human bodies. Whether calligraphy or another art
form, art always embodies a person’s inner spirit, emotions, and will. It
is original, unencumbered expression. Chaos Script resonates with the
untamed and exploratory aspects of my nature.



Y: What are the differences between making work in your studio and in public
spaces?

W: T can lock myself up in my studio, “not seeing and not hearing.” In this
way I can be more tranquil and more focused. It is true that over these
past years I have created calligraphy around the world, almost always
surrounded by large crowds in public venues. This goes back to my being
unafraid to write in public even in my youth. The public performances
motivate and energize my creativity. My energy joins the energy of the
enthusiastic audience, creating an even greater energy. But actually,

when I pick up the brush, I immediately block out the outside world.
Occasionally some sounds, like applause, enter my consciousness, but I
quickly return to myself.

Y: How do form and content relate in Chaos Script?

W: In larger works, I always choose canonical texts with profound
cultural resonances and tensions. In smaller works, I typically write lyric
poetry of the Song dynasty and the Tang-dynasty Huajian School, poetry
by Li Bai, and so on. These texts are more emotionally expressive and
romantic, and I am also personally fond of them. I feel different when I
write them.

Y: What are you feelings towards the Heart Sutra? Does the concept of non-

duality in “form is emptiness, emptiness form” resonate with the liminal
nature of Chaos Script?

W: One may say so. When a person’s art reaches a certain level, it is not
about pandering to trends or audiences, but rather about attempting
breakthroughs solemnly and courageously. The Heart Sutra is a Buddhist
scripture, but it has universal significance. Even if you are not Buddhist,
it can still touch you. First and foremost is “form is emptiness, and
emptiness is form.” Second is “the unencumbered heart.” When I made
my first piece of “body calligraphy,” on a photograph by Edward Weston,
I realized that everyone has his or her own masterwork, his or her own
“heart sutra.” (882 EHRIERIOEEAY , 2012 F
Corporeal Calligraphy: Edward Weston's Heart Sutra A, 2012



Y: Chaos Script is radical and subversive. What do you think about the radicals profoundly learned calligrapher. I believe he was one of the ten greatest

in calligraphy history, such as Xu Wei, Wang Duo, and Fu Shan? How are their calligraphers of the 20th century. Huang Binhong had a very sophisticated
innovations different than yours? understanding of brushwork and inkwork. His facility in his late years
with such techniques as dry ink, dark ink, and accumulated ink was

W: In calligraphy history, the most pointedly subversive figure was Xu completely unencumbered by rules and conventions, soaring to a state
Wei. He wanted to transcend the “column breath” (hanggi) of mainstream of supreme naturalness and freedom. As students of Lin Sanzhi, we must
calligraphy. Dong Qichang, for example, kept his characters widely have a thorough understand of tradition, but we must also have the
spaced, so that they would maintain an elegance and dignity. This was courage to forego certain parts of it and return to the fundamentals. We
what Xu Wei wanted to transcend, but even his characters did not intrude must grasp the salience of Chinese ink art to express its spirituality and to
into each other. express contemporary aesthetic sensibilities and experiences.

I am very fortunate to have lived during a crucial transition in the history

of Chinese calligraphy. Traditional calligraphy ended with 20th-century (Chinese transcription by Ted Chen; English translation by Alan Yeung)
masters like Lin Sanzhi, Sha Menghai, and Qigong. These individuals wrote

with a Chinese brush throughout their entire lives and had a classical

education. Because of warfare and other reasons, the generations after

them were far less learned. Furthermore, the pen replaced the Chinese

brush after the 1950’s. Aside from those few calligraphy enthusiasts, the

whole society has been writing with pens.

At the turn of the 21st century, as China underwent economic reforms,
we finally realized that the artistic traditions of the world should engage
in dialogue and debate. Should calligraphy remain in its own place? Or
should we bring the best part of Chinese art and culture to a broader
world? Western classical, jazz, and pop music is popular in China, and
Chinese philosophy, martial arts, and cuisines are likewise beloved in the
West. I think calligraphy should be like this, too.

Y: One of your teachers was Lin Sanzhi, and his teacher was Huang Binhong.
How does your innovation in Chaos Script relate to them?

W: My calligraphy teachers were Lin Sanzhi, Lu Weizhao, and Sha

Menghai. Among them, Lin Sanzhi was had the most profound influence
on me. I have always been fond of cursive script, which is a special
script and one that requires sensitivity and feeling. In this respect I
was very much inspired by Master Lin. His teacher, Huang Binhong,
was both a monumental figure in Chinese landscape painting and a & (£) Bv&B (AT), 1980 FF
Wang Dongling (left) and Sha Menghai (lower right),1980's
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The Thousand Character Classic

FFX

2016 | Ink on xuan paper E4f 7K | 286 x 1770cm x6 [WDL_o59]
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The Thousand Character Classic
Detail

2016 | Ink on xuan paper E#4f 7K | 286 x 1770cm x6 [WDL_o59]

According to legend, Emperor Wu of the Liang Dynasty (r. 502-549 CE), wanting
to educate various princes in calligraphy, decreed that a thousand different
characters be extracted from Wang Xizhi's (303-361) calligraphic works, and

ordered Zhou Xingsi (470-521) to arrange them into the Thousand Character Essay.

The essay consists of 250 four-character lines arranged into four-line rhyming
stanzas to aid memorization and recitation. It begins by narrating the origins

of the cosmos and proceeds to cover an encyclopedic range of topics, from
astronomy and geography to nature, society, and history. Consequently it
became a widespread primer for literacy across East Asia. Due to its association
with Wang Xizhi, the Sage of Calligraphy, and to the challenge of writing a
thousand distinct characters, the essay was also frequently tackled by historical
calligraphers. Renditions of the Thousand Character Essay attributed to some of
the most famous masters are still extant, including Zhiyong (6th century), Huaisu
(725-785), Emperor Huizong of the Song Dynasty (1082-1135), Zhao Mengfu (1254-
1322), and Wen Zhengming (1470-1559).

In his version, Wang Dongling creates an integral web of interlocking characters.
The waxing and waning in tonality interacts symphonically with the rigid
structure and meter of the text. The borderline legibility of the calligraphy

resonates with the essay's themes of the origins of the universe and culture.
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The Heart Sutra

o
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2016 | Ink on xuan paper 4 7K | 365 x 144cm x 3 [WDL_060]
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The Heart Sutra

Detail

2016 | Ink on xuan paper 4% /X2 | 365 x 144cm x 3 [WDL_o60]

The Heart Sutra (Sanskrit: Prajnaparamita Hridaya Sutra, “Heart of the Perfection
of Wisdom Sutra”) is one of the most important Mahayana Buddhist scriptures. It
is a concise articulation of the core tenet of Mahayana Buddhism: that all mental
and physical phenomena, including the intellection prompted by the sutra itself,
are ultimately empty. This is encapsulated in “form is emptiness, emptiness is

form,” among the most frequently recited phrases in Mahayana traditions.

Historically, they were several Chinese translations of the Heart Sutra. The most
famous were by Kumarajiva (344-413 CE), a scholar and translator from Kucha who
served the Latter Qin Dynasty, and by Xuanzang (602-664 CE), the famous Tang-
dynasty monk and pilgrim. The latter's 260-character translation is particularly

celebrated for its literary beauty.

As one of the shortest Buddhist scriptures, the Heart Sutra lends itself to various
forms of recitation and copying. Calligraphers throughout history wrote it as a
form of artistic and spiritual cultivation.Wang Dongling himself has rendered
the sutra in different scripts and at various venues. He created this monumental
rendition of the Heart Sutra in a live performance at the Brookyln Museum in
November 2015. Using a dry and slanted brush tip in a manner that recalls the
texture strokes of Chinese landscape painting, he left almost vanishingly faint
traces on the paper. The text seems to recede behind an atmospheric vision,

perhaps evocative of the notion of nonduality espoused in the sutra.
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2016 | Ink on xuan paper E4 7K | 365 x 144cm x 3 [WDL 060]
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The Daodejing

(EmEE)
2016 | Ink on xuan

| Ink on aper 54 7K22 | 176 x 282cm [WDL_o

LS _\H" ] " ke \% LA
e . AT e h L et b
= .'i-n 1;!-.‘ -y .

AN

A\ 1)

O\

N
e

- -
wr

o

- y
- =,

43




45

WEE- wRE NEt FEde EAK
BENE® TUESNE® BEE SEK
R°ELC S IELE SEN THEBY"
THEN A AN XA RRNE®

W GHERY ~ KEPRT HYyEKER®

B
2016 | Ink on xuan paper 4§ /X2 | 176 x 282cm [WDL_093]

=]

B

4
o




46

05

Qin Guan, "The Sky Azure Like Water, the
Moon like an Eyebrow"

to the Tune of Zuitaoyuan

EH BokiE - BXIUKBYE

2016 | Ink on xuan paper E4f 7K£8 | 38 x 38cm [WDL_065]

Huang Tingjian, "The Modest Garden

Cannot Expect Clouds and Rain"
to the Tune of Dingfengbo

HEER BRI - I\ EERE

2016 | Ink on xuan paper S#f 7K&& | 38 x 38cm [WDL_066]
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Wen Tingjun, "Vanishing Stars” O 8 Zhou Bangyan, "Refusing to Live
Leisurely by the Peach Blossom Stream"

to the Tune of Louchun

to the Tune of Genglouzi

mEY HiRT - 2%
2016 | Ink on xuan paper 4 7K | 38 x 38cm [WDL_067] E;BE *ig . *’Kig*{’ﬁ&ﬁ{i

2016 | Ink on xuan paper 4 7K£8 | 38 x 38cm [WDL_068]
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Zh ,"Flowers and Moon b
09 the River on a Spring Night"

RERE S 1BA®K
2016 | Ink on xuan paper §4% /K2 | 97 x 226cm [WDL_076]
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10 Meng Haoran, "A Spring Morning”
=iah BE

2016 | Ink on xuan paper 4% /X2 | 97 x 18ocm [WDL_o75]
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Li Bai, "Question and Response in the
Mountains"

ZA WhrEE

2016 | Ink on xuan paper 4% 7X£& | 180 x 97cm [WDL_o71]
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Inscription on the Wall of the

Xilin Monastery"

Su Shi,”

12

2]

[180x 97cm [WDL_o7
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1 The Qian Hexagram from the Book of
3 Changes

SE - 8
2016 | Ink

on xuan paper E4f 7K | 180 x 97cm [WDL_073]
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Li Bai, "A Poem for Wang Lun”

A BiTfm

2016 | Ink on xuan paper E4& 7X2& | 180 x 97cm [WDL_o70]
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1 Li Bai, "Drinking Alone in Moonlight:
5 Verse One”

ZH BFERNE - H—

2016 | Ink on xuan paper 4% /K2 | 180 x 97cm [WDL_074]
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Qin Guan, "Light Clouds over

Mountains”
to the Tune of Mantingfang

=H mERS - WRHNE

2016 | Ink on xuan paper E 4% 7KE& | 83 x 76cm [WDL_062]
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Su Shi, "Fallen Petals Have Danced the

Dance of Wind"

to the Tune of Yumeiren

B BEA - BeelFRpi%E

2016 | Ink on watercolor paper 7KFZ4% 728 | 71 x 57¢cm [WDL _083]
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1 8 Wang Wei, "Zhongnan Retreat”
E4fE SRRl

2016 | Ink on watercolor paper 7KF4% K& | 71 x 57cm [WDL_086]
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Chapter One of the Daodejing

e T ==
BREg - 8
2016 | Ink on watercolor paper 7K#4% 7K | 71 x 57¢m [WDL_087]
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Zhang Bi, "A Poem for Someone”

il FA

2016 | Ink on watercolor paper 7KF4% K& | 71 x 57cm [WDL_088]
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Anonymous, "The Gold-Embroidered
Dress"”

K& SE8K

2016 | Ink on watercolor paper 7XF4& 7X2E | 71 x 57cm [WDL_089]
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Wei Yingwu, "Alone Pitying the Grass
Growing by the Stream”

Y BiMEREE

2016 | Ink on watercolor paper 7XF4& 7X2& | 71 x 57¢cm [WDL_090]
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23 Zhang Xu, "The Peach Blossom Stream"”
sRIE PEiEiE

2016 | Ink on watercolor paper 7K#4% 7K& | 71 x 57¢m [WDL_091]
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2016 | Ink on watercolor paper 7XF 4% 7X2& | 71 x 57cm [WDL_092]

Li Bai, "In the Qingping Mode: First

Verse"
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75 7K2 | 60 x socm [WDL 079]
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Li Bai, "Relieving Myself"
A

FH B8iE

2016 | Ink on canvas
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75 k2 | 60 x 50cm [WDL_082]
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Yan Jidao, "Finding the Terrace Locked

after my Dream
to the Tune of Linjiangxian
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2016 | Ink on canvas f
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Su Shi, "Fallen Petals Have Danced in

the Wind"

to the Tune of Yumeiren

BRE BEA

2016 | Ink on canvas i#
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5 7KEE [ 100 x 8ocm [WDL_077]
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"When Will the Moon be Clear

and Bright?”

to the Tune of Shuidiaogetou

2016 | Ink on canvas j#

29 Su Shi,
BREL 7K
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Li Bai, "Drinking Alone in Moonlight:

Verse One"

=8 ATBINE - H—

2016 | Ink on canvas jHE7 7K | 100 x 8ocm [WDL_078]
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WANG DONGLING
1945 Born in Rudong, Jiangsu Province, China

EDUCATION
1966 B.A.Fine Art Department of Nanjing Normal University, Nanjing, China | 1981 M.A. Calligraphy
Department of Zhejiang Academy of Fine Art (now China Academy of Art), Hangzhou, China

POSITION
Professor of Calligraphy, Calligraphy Department of China Academy of Art, Hangzhou, China

AWARDS & HONORS

2012 “Orchid Pavilion Prize: The Art Prize” in The 4th Chinese Calligraphy Orchid Pavilion Exhibition |

201 Named “Annual Influential Artist,” 6th Award of Art China (AAC) | 2011 Named “Annual Top Ten
Persons in Chinese Calligraphy”| 2006 “Orchid Pavilion Prize: The Education Prize (The First Prize)”in The
2nd Chinese Calligraphy Orchid Pavilion Exhibition | 2005 Named “Annual Top Ten Persons in Chinese
Calligraphy”| 1997 “The Grand Prix” in Worldwide Calligraphy of Jeollabuk-do Biennale

SELECTED SOLO EXHIBITIONS

2016 Dao Xiang, Imperial Ancestral Temple Art Museum, Beijing, China | Public performance of
calligraphy, Guiyang Confucius Academy, Guiyang, China | Wang Dongling: Contemporary Calligraphy,
Gus Fisher Gallery, Auckland, New Zealand | Public performance of chaos-script (luanshu) calligraphy,
British Museum, London, UK | Public performance of chaos-script (luanshu) calligraphy, Victoria and
Albert Museum, London, UK | 2015 “The Heart Sutra in Chaos Script,” public calligraphy performance,
Brooklyn Museum, New York, USA | Writing Non-Writing: Calligraphic Works by Wang Dongling, Sanshang
Contemporary Art Museum, Hangzhou, China | 2014 Public performance of monumental cursive-script
calligraphy, Metropolitan Museum, New York, USA | 2013 Wang Dongling: The Origins of Abstraction,
Ink Studio, Beijing, China | 2012 Decanter Ink: Hangzhou Cross-year Exhibition —Wang Dongling Solo
Exhibition, Sanshang Art Museum, Hangzhou, China | 2011 Wang Dongling: The Daoism of Calligraphy,
Zhejiang Museum of Art, Hangzhou, China | 2007 Share the Peripatericism: Calligraphy Exhibition by
Wang Dongling, National Art Museum of China, Beijing, China | 2003 Calligraphy by Wang Dongling,
Chinese University of Hong Kong, Hong Kong S.AR., China | 1999 Calligraphy by Wang Dongling,
Shenzhen Art Museum, Shenzhen, China | 1998 Muthesius Hochschule & Polytechnic School for Art,
Kiel, Germany | 1994 Wang Dongling: Calligraphy and Painting, National Art Museum of China, Beijing,
China |1992 Calligraphy by Wang Dongling, Minnesota State Exhibition Center, Minneapolis, USA | 1991
Calligraphy by Wang Dongling, North Dakota Museum of Art, Grand Forks, North Dakota, USA | 1989
Calligraphy by Wang Dongling, Krannert Art Museum, University of lllinois, Urbana-Champaign, USA |
1987 Calligraphy by Wang Dongling, China Academy of Art, Hangzhou, China | Calligraphy Exhibition of
Wang Dongling, National Art Museum of China, Beijing, China

SELECTED COLLECTIONS

British Museum, London, UK | Metropolitan Museum of Art, New York, USA | Stanford University, California,
USA | Harvard University, Cambridge, Massachusetts, USA | Yale University, New Haven, USA | University

of California, Berkeley, California, USA | University of Minnesota, Minnesota, USA | Asian Studies Center at
Michigan State University, Michigan, USA | North Dakota Museum of Art, North Dakota, USA | National Art
Museum of China, Beijing, China | National Library of China, Beijing, China | The Palace Museum, Beijing,

China | Military Museum of the Chinese People's Revolution, Beijing, China | Zhejiang Art Museum,
Hangzhou, China | Peking University, Beijing, China | Guggenheim Museum, New York, USA
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