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WANG TIANDE
The Artist

Wang Tiande (b. 1960 in Shanghai) graduated from the Chinese Painting
Department of Zhejiang Academy of Fine Arts (now the China Academy of Art) in
1988 and later obtained his doctoral degree from its Department of Calligraphy. He
is currently a professor at the Fudan University in Shanghai.

Celebrated for his revolutionary takes on traditional Chinese art in China and
abroad, Wang Tiande is best known for his burned landscapes, consisting of a
painted underlayer and an overlayer burned with cigarettes or incense sticks. More
recently, he has incorporated into the landscapes rubbings of famous ancient steles
from his own collection. In their fusion of the fleeting and the timeless, Wang
Tiande’s works meditate on creation and destruction. They are both elegies to the
past and celebrations of its present persistence.

Wang has had numerous solo and group exhibitions in major galleries and museums
worldwide, including Chambers Fine Art, New York (2004), Alisan Fine Art, Hong
Kong (2007), Spencer Museum of Art, Kansas (2009), University of Sydney, Australia
(2010), Suzhou Museum, Suzhou (2014), Today Art Museum, Beijing (2014), The
Palace Museum, Fujian and Beijing (2015), Nanhai Art Center, San Francisco (2016),
Guangdong Art Museum, Guangzhou (2017), National Art Museum of China,
Beijing (2018), and Suning Museum of Art, Shanghai (2019), among others.

Wang’s work has been collected by the British Museum, London, the Metropolitan
Museum of Art, New York, Brooklyn Museum, New York, Museum of Fine Arts,
Boston, The Art Institute of Chicago, Asian Art Museum of San Francisco, UC
Berkeley Art Museum and Pacific Film Archive, California, Asian Art Museum

of San Francisco, Los Angeles County Museum of Art, Montreal Museum of
Contemporary Art, Canada, Royal Ontario Museum, Toronto, Canada, Hong Kong
Museum of Art, Shanghai Museum of Art, Suzhou Museum, Guangdong Art
Museum, Shenzhen Art Museum, and Today Art Museum, Beijing, among many
others.
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BRITTA ERICKSON

The Curator

Dr. Britta Erickson is an independent scholar and curator living in Palo Alto,
California, she has curated major exhibitions at the Arthur M. Sackler Gallery,
Washington, D.C. (Word Play: Contemporary Art by Xu Bing) and the Cantor Center
for Visual Arts, Stanford (On the Edge: Contemporary Chinese Artists Encounter the
West). In 2007 she co-curated the Chengdu Biennial, which focused on ink art,

and in 2010 she was a contributing curator for Shanghai: Art of the City (Asian Art
Museum, San Francisco). Dr. Erickson has written numerous books, articles, and
essays on contemporary Chinese art. She has produced a series of short films about
ink painting entitled The Enduring Passion for Ink. Dr. Erickson is on the advisory
boards of The Ink Society (Hong Kong) and Three Shadows Photography Art
Centre (Beijing), as well as the editorial boards of Yishu: Journal of Contemporary
Chinese Art and ART Asia Pacific. In 2006, she was awarded a Fulbright Fellowship to
conduct research in Beijing on the Chinese contemporary art market. Dr. Erickson
received her Ph. D. in Chinese Art History from Stanford University.
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ALAN YEUNG

The Curator

Alan Yeung is an independent art historian and curator. He has co-curated solo
exhibitions of Tai Xiangzhou, Wei Ligang, and Yang Jiechang with Britta Erickson.
He curated the group exhibition Luminous Shadows, which explored spirituality
and transcendence in the sensory engagement with the material world; and Flesh
and Bone, a major retrospective on Li Jin’s artistic formation in the 1980s and 1990s,
particularly the profound impact of his self-exiles in Tibet.

Alan received his MLA. in art history from Harvard University. His ongoing
doctoral dissertation is on the Qing-dynasty ink artist Bada Shanren, on whom he
has presented at Harvard, University of California, Berkeley, and the Los Angeles
County Museum of Art. He also has a background in ethnographic filmmaking and
has produced numerous video documentaries for Ink Studio.
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SEDIMENTS OF ACCUMULATING MEANING REVEALED BY
WANG TIANDE

Britta Erickson, PhD

INTRODUCTION

Wang Tiande’s exhibition Winter of Longing is a dedicated ode to the

essential role of the culture of the past, for an informed and majestic artistic
expression in the present. The exhibition reveals sedimentary layers of
culture, referencing major artists, poets, and statesmen, and works of art. In

a masterful performance, Wang Tiande reveals their ties to one another. The
broad robustness of those cultural sediments in general is made manifest, but
that is yet made more precious by the fragility of the individual components.
At the exhibition’s core is the concept of gianxing J&3% , a phrase carved

into a seal by Huang Shiling & 1% (1849-1908) of the Qing dynasty (Fig. 1),
and referenced in the exhibition. It expresses a complex sentiment—one of
longing or of strong feelings having to do with a yearning for change—that
has been professed adamantly by intellectuals over the centuries: Wang Tiande
is consciously adding himself to this lineage. The exhibition in its entirety can
be considered a work of art.

Throughout his career, Wang Tiande has sought to express the historical
layered forces driving Chinese culture. The practice of searching for
inspiration and validation within China’s millennia of culture is deep seated,
and Wang draws on this. But to find a way of doing so in the late twentieth
and early twenty-first centuries has been difficult for China’s artists. The
1960’s and 1970’s saw the Chinese Communists’ systematic destruction of
everything deemed bourgeois, including cultural relics. Ink painting was
considered retrograde, and much was lost, both in terms of physical works, and
in knowledge and skill.

In 1988 Wang Tiande graduated from the Zhejiang Fine Arts Academy (now

Fig 1. Qianxing, seal impression on paper, “i&*%" 5]
Collection of Wang Tiande F X2

China Academy of Fine Arts), with a degree in Chinese ink painting. His years
there coincided with the height of the revolutionary artistic movement known
as the New Wave. Students from throughout the relatively small school
participated in or were exposed to experimental art works whose creation was
driven by the fevered radical thinking of the time. Subsequently, in 2014 Wang
received from the same academy a graduate degree in calligraphy. Having been
from its inception a particularly forward-thinking educational institution, the
China Academy of Fine Arts has produced many of China’s most important
experimental ink artists, first demanding that students reach a foundational
high level of knowledge, of theory, and of technique, including studying past
masters. Thereafter, the school has provided students with the opportunity
and encouragement to explore the possibilities of their chosen field, to draw
on the past while making ink relevant to the present. The fact that Wang
returned to earn a doctorate in Calligraphy in 2010, after having established a
successful career as an artist, suggests how dedicated he is to understanding art
of the past, as an essential core to his creativity.

Wang’s first work to gain widespread acclaim was Ink Banquet (1996), a ground
breaking installation composed of a round table set for dinner with bottles,

glasses, and dishes, and eight chairs, all of them covered with ink painted paper
(Fig. 2). Where there would have been chopsticks, he chose to place brushes. A
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Fig 2. Wang Tiande FX/& Ink Banquet )XEEE |, 1996

second major mark in Wang’s career, presented at the 1998 Shanghai Biennial,
was his Chinese Clothes series (1996), comprising xuan paper on which an
abstracted Chinese robe shape has been inked in such a way that there is

little visual depth: their surface is rough but they resemble ink rubbings from
ancient steles (Fig. 3). From within that Chinese robe form, unpainted areas
emerge as trees and waterfalls, and there is an overall sense of melancholy. The
robes, like the banquet table, reference the body: to be clothed and to eat are
basic necessities of life. Thus, these works say, ink is an essential part of life,
and in particular, it is basic to Chinese life. Ink Banquet and Chinese Clothes
make plain the artist’s belief that if one wishes to create something new, one
must ground that in a deep knowledge of tradition.

Following Chinese Clothes, Wang Tiande embarked on his long-lived Digital
Series, and Hou Shan [51L| (behind the mountains) series, constantly refining
an invented technique until it reached such a point of sophistication that

it inspired and supported the development of the current project, Qianxing.
For Digital Series and Hou Shan works, Wang painted landscapes and/or
calligraphy onto xuan paper—an artistic expression that usually would be
considered a complete work of art in and of itself—but then layered atop it a
second sheet of xuan paper into which a landscape and/or calligraphy had been
burned using an incense stick. On the second sheet of paper Wang first made
a pencil tracing of the bottom, ink work. Taking the sketch as a reference, he
then burnt a new landscape and/or calligraphy that would complement the
first. Next, the inked and the burned layers are mounted together, with only
sufficient adherence to hold the pieces in place: the loose edges of the burned
paper leave a tentative feeling to the composite work of art (Fig. 4). Finally,
Wang adds minimal brushstrokes to bring the composite image together. The
layered landscapes and calligraphies with their burns and frays hint at the
irreversible rifts between historical and contemporary Chinese culture. They
also suggest that destructive contemporary forces may bring about creative
change.

"QIANXING": POETS, WRITERS, CALLIGRAPHERS, AND STATESMEN

The point of introduction to the current exhibition is gianxing as carved on
a seal. From that point, Wang Tiande digs way down to reveal connections
between layers of culture. The exhibition presents a complex web consisting
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of the artistic production of highly accomplished literati, including poets,
writers, government functionaries, and calligraphers, some of them at the apex
of their field. The key figures referenced in the current exhibition include the
luminous eighth century poet Du Fu #£F5 (712-770), as a silent inspirational
presence; the revered ninth century calligrapher Liu Gongquan #IA%X (778-
865); the eighteenth scholar Yuan Mei =# (1716-1797); the Qing dynasty
painter, calligrapher, and seal carver, Huang Shiling; and the important
collector of rubbings, Zheng Fu A[E8 (1622-1693). Below we shall examine the
relationships between these great men, and to the theme, gianxing.

"QIANXING" IN POETRY: DU FU AND YUAN MEI; AND CARVED IN STONE:
HUANG SHILING

Qianxing means to express or give vent to one’s feelings in response to a
current circumstance: those feelings may be longing, or excitement or mood.
Circumstances incite strong feelings, and to express those feelings is to require
attention to the current state of things. Qianxing was established as a poetic
theme by one of China’s most revered poets, the great Du Fu. He authored
Qianxing Wu Shou 1E3¢T1 & (Five Poems on the Theme of Qianxing), a group
of poems taking as their ostensible subject the lives of sorely unappreciated
highly able men who served society to the best of their abilities. Among the
people Du Fu references are the famed poet recluse, Tao Yuanming f&)#B5 (Tao
Qian [/ , c. 365-427); the Three Kingdoms statesman and military strategist
Zhuge Liang 1EE = (181-234), who retired from service and was known

for his fairness and loyalty; the great poet Meng Haoran Za;59A (689/691-

740), who earned his jinshi degree (the highest of the three civil service
examinations) but was not given a position until much later, and then he
resigned before a year had passed; and the poet and minister He Zhizhang 28
FNES (ca. 659-744), who served under four emperors as his duty, but longed for

retirement.

In writing so movingly and wistfully of these great poets and scholars, Du
Fu identifies with them and thus expresses his own longing for a time when
the government and society functioned in a more ideal manner. Thus, his
Five Poems convey Du Fu’s sense of being wounded; and in marking how
dysfunctional governments disserve both the people and the intellectual and
governing class, he calls for change.

Fig 4. Burned landscape using incense stick ZZLIK/ER

Subsequent writers took up the theme of gianxing: a thousand years after Du
Fu, the scholar official Yuan Mei =# (1716-1797) penned Qianxing Er Shou 1E
X" H (Two Poems on the Theme of Qianxing, 1791). Disenchanted with the
status quo, Yuan Mei was a prodigy who earned his jinshi degree when he was
just 23, was appointed to the prestigious Hanlin Academy, but resigned from
government service early in his career, in 1748. In these poems he writes of the
difficulties of composing poetry, and of the attitude one should take towards
that art, saying that if you only are willing to search for it, then it will come to

you. It is as if a feeling of longing for the words will pull them to you.

A hundred years after Yuan Mei, the renowned seal carver Huang Shiling
carved the two compelling characters, gianxing, into a seal: the presence of that
seal in this exhibition acts as a conceptual focal point.

LIU GONGQUAN, THE CALLIGRAPHER

Born seven years after the death of Du Fu, Liu Gongquan fJZ21X (778-865) was
one of China’s most revered calligraphers, his works serving as inspiration for
centuries of calligraphers. He was stylistically indebted to Yen Zhenqing ElE
JBD (709-785), who was slightly his senior, and who along with Liu is considered
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one of the handful of greatest calligraphers. He also studied the calligraphy
of the polymath Wang Wei F4£ (699-759). Interestingly, when asked by the
emperor for some calligraphy pointers, Liu told the emperor that one’s moral
standing was crucial to good calligraphy. This was a hint that the emperor
should cultivate moral integrity in all his activities, including ruling.

When Liu Gongquan was 76, he wrote out a text composed by Xiao Ye 7
IS (d. 874), a man who served three Tang dynasty imperial administrations
in many capacities, including rising to the post of prime minister. The text
commemorates the scholar-politician Gao Yuanyu S5t (774-850). Liu
Gongquan’s calligraphy of this text was carved into the stone Gao Yuanyu
Stele &7C#4H% and dates to 853, three years after Gao’s death. This stele is
highly revered, and considered a key piece of calligraphy.

In China, rubbings of great works of calligraphy carved in stone were an
important resource for those who wished to study calligraphy. Such copies
of rupestral reproductions of works of the great masters circulated much
more widely than could originals. Wang Tiande includes a rubbing of the
Gao Yuanyu Stele in this exhibition. The stele itself is no longer accessible,

so it is no longer possible to produce rubbings. It was in storage in Luoyang,
but during the 20th century came under the care of changing governmental
organizations. Ultimately in 1978 it was transferred to the Luoyang Cultural
Heritage Unit, after which it became inaccessible: it was buried under the
earth, and there it remains. Wang acquired the rubbing of the stele at auction
earlier this year, and it dates to the 1970s period. Over time it had suffered
some damage, most likely from being folded and having the corners lightly
abraded. Wang mounted the rubbing, which is to conserve it, strengthening
and protecting it so that it can last for centuries. But then he has cut it in
two, appropriating it for his own work of art, and mounting those two pieces,
embedded, within his landscapes. What does this mean? It is an act of respect
to care for and restore this neglected paper treasure/document. Furthermore,
it will bring Liu Gongquan’s calligraphy to a new and much larger audience
than it has ever reached: it will be replicated in this catalogue, and an
international contemporary audience will be exposed to it, both in the original
(in exhibitions) and in reproduction (in this catalogue and beyond into the
future). Can we compare the destruction to that of Robert Rauschenberg’s
(1925-2008) Erased de Kooning Drawing (1953), for which Rauschenberg asked
Willem de Kooning (1904-1997) for a work of art, which he then proceeded

to erase? Wang’s work doesn’t entirely delete the original work of art, as did
Rauschenberg’s, but in cutting and displacing it, it overwrites the original
meaning.

Steles often are dedicated to recently deceased prominent individuals, and
when a great monk has passed away, his bones may be placed in a pagoda,
perhaps with an associated stele. Upon the death of the great monk Duan

Fu ifES (770-836), his bones were enshrined in a pagoda, which the Tang
emperor Wenzong X 5= (809-840) dedicated and named Xuanmi ta ZXFIE ,
the Mysterious Pagoda. The scholar official Pei Xiu 2E{K (791-846) composed
a memorial text which, while praising the monk, also remarked on the times
of a select few Tang emperors: this was a period of dangerous intrigue, thus
to remark on positive aspects of the emperor’s predecessors may have seemed
like a good idea. Liu Gongquan wrote the calligraphy, the Mysterious Pagoda
Stele (841), with two brothers, Shao Jianhe AF#E# and Shao Jianchu A2

] , responsible for the stone carving. (By the time the stele was carved, the
emperor Wenzhong was deceased.) The backstory of this rubbing is thus
particularly complex, comprising sediments of bones, stone, and paper; of
histories of emperors and a monk; and the actions of a writer, a calligrapher,
and supporting carvers. Wang Tiande presents a copybook used for studying
this rubbing, as an homage to Liu Gongquan: he adds artist to the list of actors.

ZHENG FU AND THE PASSION FOR RUBBINGS

Appropriating a second artist’s work, Wang Tiande presents a section of

text written by the 17th century polymath Zheng Fu: “Close the door and
live quietly, entertain yourself by playing the zither and reading books [7]
J58E, ZPEYR”. To thus retire is the action often taken by literati who
for idealistic reasons find themselves unable to continue in service to the
government. Like many loyal to the Ming dynasty, Zheng stepped down rather
than serve the foreign Manchus who, in 1644, overthrew the Ming dynasty
and established the Qing. Zheng was a leading figure in the movement to
study the traces of China’s past through inscriptions on stone steles and on
ancient bronzes. One aspect of this movement was a nostalgia for China’s
glorious past, and this longing for better times can be thought of as gianxing.
Zheng was extraordinarily devoted to collecting rubbings and, to understand
rubbings, it is well to consider excerpts of the highly evocative texts that
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describe his passion. Wang Shizhen F 14l (1634-1711) writes of the energy
Zheng spent on washing steles that had become covered in moss and lichen,
“scraping and picking at vegetation . .. until they showed their ancient face.”
And Zheng’s student Zhang Zaixin 5K7E3F (1651-1738) wrote that the master
was so intent upon gathering Han dynasty stele rubbings that he had filled
four large cabinets and continued to search for more. His dedicated study of
writing manners of the past led him to become a leading force behind the
development of jinshi studies, a movement that gathered energy and injected

new vitality into calligraphy and painting.

Again working with calligraphy by Zheng Fu, Wang Tiande has created a set
of five hanging scrolls (Fig. 5), four of which are landscapes he has produced
in his signature manner of layered painted landscape with burned landscape.
The fifth is a reproduction of Zheng Fu’s calligraphy, whose original is now in
Wang Tiande’s collection.

CONCLUSION

With the current exhibition, Wang Tiande reveals the layers of cultural
sediment that comprise Chinese cultural history, each layer observing and
then building upon the past. Whatever form contemporary culture may take,
however distant chronologically, philosophically, and empirically it may seem
from the past, it is nevertheless possible that it find relevant deep roots in
that past. Wang makes the case that the historical giants of calligraphy are
pertinent to the present, as is the thinking behind their layered works of art.
And finally, both the rubbings and the thought processes that inspired them
can be catalysts for creating fresh works of art.

1. Jonathan Chaves, “Startled Birds and Angry Dragons™ Chinese Poets Sing of Calligraphy,” in
Michael Knight and Joseph Z. Chang, eds., Out of Character: Decoding Chinese Calligraphy (San
Francisco: Asian Art Museum, 2012), p. 59.
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1. Jonathan Chaves, “ ‘Startled Birds and Angry Dragons’ Chinese Poets Sing of Calligraphy,” 5 Michael
Knight % Joseph Z. Chang % , Out of Character: Decoding Chinese Calligraphy, |HLL: IMNEAREYIE, 2012 5,
W59
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INTIMATE DISTANCE: WANG TIANDE’S BURNED
LANDSCAPES

Alan Yeung

A burned landscape by Wang Tiande is a liminal object. It is an absence and
a shadow joined in dialogue, in which they paradoxically silence and give
voice to each other. In its skin-deep concealments and revelations, it seems
to encode certain privations of recent and personal histories but ultimately
dissolves them in an abstract poetics of trauma and transcendence.

Each burned landscape essentially consists of two overlapping sheets of xuan
paper. The overlayer retains a composition negatively, in the form of burn
marks produced by an incense stick (fig. 1). With their jagged and singed edges,
these perforations invoke rockery and hoary trees, but their foremost impact
is visceral, as evidence of erasure and fragility. While intact, the painted
underlayer is obscured and modulated into a grey shadow that intrudes
intermittently through the burn marks. The two compositions are related

but unidentical, with similar passages purposely offset. By turns they cohere
into credible spatial illusions—rolling hills, mist-shrouded groves, zigzagging
riverways—and bifurcate into contradictory surfacea (fig. 2). While the overall
image is unmistakably a Chinese landscape, it is illegible in its details or as
brushwork, suspending the viewer between familiarity and estrangement.
Mounted alongside fragments of calligraphic rubbings and impressed with
antique seals, the burned landscape subsumes subversive contemporary artistic
concepts—the readymade, the simulacrum, the pastiche—into the familiar
forms and operations of classical Chinese connoisseurship and artmaking.

Wang Tiande’s process is a series of iterative calibrations and induced
accidents. It is fraught with uncertainty: by the artist’s own account, one in
every few promising compositions unpredictably transforms into a failure
upon mounting. After painting the original composition in brush and ink,
he traces its contours onto another sheet in pencil (fig. 3). He burns away

Fig 1. Burned landscape using incense stick &2LIKJER

these contours on a wooden rack before placing the now-tattered copy over
the original to make fine adjustments (fig. 4). In an alternative process that
the artist has recently embraced, he burns the original composition instead
and uses it as the overlayer, painting the underlayer with the pencil copy as

a reference. Since brushwork is more intricate than what can be reproduced
by burning, traces of it necessarily remain as penumbrae around the singed
edges (fig. 1). Finally, the artist sometimes adds, to works already mounted,
small touches with a brush to finesse transitions and expand the overall tonal
range. In one work in this exhibition, he even culled back with a knife some of
these final brush marks that he found excessive. The burned landscape in its
current form thus consists of not only two but several layers of mark-making,
interwoven in a way that the viewer can hardly parse and retrace.

Wang exploits his intimate knowledge of his materials. He uses custom-made
xuan paper embedded with dried corn-silk threads, which help to maintain
its structural integrity, and lets it age for a year to develop its capacity for
tonal subtleties. The fibers are close to the singed edges in their natural color,
registering the weight of the mounted substrate and adding an even texture
across the pictorial field without being distracting. Being non-absorbent,
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Fig 3. A pencil copy $A%fs

Fig 4. Wang Tiande’s process (photograph by Alan Yeung) FXEEIHEIRE (45
RERIR )

moreover, the fibers leave an off-white resist effect within passages of
saturated wash (fig. 5). As an incense stick burns, the soft coatings quickly turn
to ashes, leaving behind a wooden core that smolders into a pointed tip (fig. 6).
Wang achieves different effects by varying the tip’s angle, speed, and pressure
and fine-tunes details by manipulating frayed and already-burned pieces of
paper with his left hand. A light perpendicular touch of the tip merely singes
the paper, whereas a burn from an angled application quickly penetrates the
paper and radiates in an unpredictable way that barely registers its initial
direction and velocity. This is not unlike the spread of saturated ink wash.

The ash on the incense stick has to be periodically discarded, just as one has to
reload a brush. Despite these surprising similarities with ink painting, burning
affords even less room for error.

Wang Tiande has refined his burning method continually since its inception.
The initial inspiration came in summer 2002 in Paris, where, stifled by heat,
he passed time in his studio by smoking and one day accidentally dropped
cigarette embers on a painting. Impressed with the mark thus created, he
experimented with burning imaginary symbols on paper, unsure yet whether
this would turn into a sustained practice. By 2004, he had begun to burn
Chinese characters with cigarettes on the outer layers of silk robes and on
paintings of robes, both entitled the Chinese Clothes series. The painted robes
soon incorporated landscape motifs and later morphed into full-blown
landscapes altogether (fig. 7). Around the same time, Wang also created

the first burned calligraphy, entitled the Digital series (fig. 8), which soon
developed from one layer to two. In 2006 he introduced the first burned
landscapes, also called Digital, and continued to develop them until 2014,
when he gave them independent identity as the Rear Mountains series. While
preparing for a 2015 gallery show in Vancouver, where indoor smoking had
been banned, Wang resorted to using incense sticks. Quickly grasping their
ritualistic significance and synesthetic appeal, he set up an altar in the gallery
in which visitors could insert their own incense sticks. Since then, the artist
has used incense sticks exclusively.

As indicated above, Wang’s early burned works were primarily calligraphic.
His first burned landscapes were simple linear forms that reinforced or were
subservient to the calligraphy (fig. 9). Over the years, landscape gradually
became the primary subject in his practice, taking shape in denser and more
intricate compositions. Enabled by the greater finesse of incense sticks over
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cigarettes, this development also reflects his study and collecting of classical
literati landscape paintings, particularly the works of Dong Qichang (1555-
1636) and the earlier painters of the Wu School. Around 2012, he began to
mount calligraphic fragments and stele rubbings alongside his landscapes

and to impress old seals on his underlayers, drawing into his works the

larger context of late-imperial literati antiquarianism and epigraphic studies.
Retaining the weathering and imperfections of antique inscribed steles that
are themselves reproductions of brushed originals, these rubbings reemphasize
the burned landscapes’ themes of duplication and erasure. Conversely, the
landscapes' singed edges and interrupted brushwork resonate visually with the
mottled textures of the rubbings, focusing our attention on the material and
aesthetic subtleties of each.

The works in the current exhibition reach back further in time. Their physical
dimensions are determined by the incorporated rubbings, made from large-
scale court-commissioned engraved steles from the Han and the Tang periods
measuring over two meters in height. This expanded scale encourages
elaborate compositions that are ecologies unto themselves, complete with the
“three distances” of the classical Northern Song monumental landscape: depth,
elevation, and level expanse. Wang’s latest works are a return to origins also in
their exclusive focus on snow scenes. Stripped of color, texture, and movement,
snowscapes are nature in its closest formal state to ink monochrome, wherein
a snow-clad mountain and a leafless tree become silhouettes of themselves.

A ink snowscape by the poet-painter Wang Wei (699-761), who was later
canonized as the founder of the literati tradition, is famously said to have
included the summer plant of plantain as a Chan Buddhist-inspired inversion.
In practice, historical painters generally represented snow as reserved blank
space set against dark ink wash, a technique that Wang Tiande also employs.
Such visual and conceptual reversals resonate with the subtractive burning
and concealment in his process and indeed with the irony of a snowscape
rendered by fire.

With his unseasonable plantain, Wang Wei claimed for literati painting

the same imaginative license as poetry, turning it away from objective
representation and into a self-referential tradition. If tradition is not pregiven
but made, then it can be remade or brought close. While Wang Tiande is
moved by genuine reverence for China’s cultural past, the attitudes his
practice displays towards it are ambiguous. The burned landscapes evoke

Fig 7. Wang Tiande £X/&, New Chinese Clothes #4 i ERE 2T , 67x67cm,
ink on paper and mixed media &&AKBLREM L, 2003
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Fig 8. Wang Tiande X, Digital Series 04-EMo1 J#5
04-EMo1, 183x32.5cmx2, Xuan paper, ink, fire 54, 2.
KIE, 2004

destruction and trauma, but at their foundation is also a lighthearted embrace
of make-believe and an almost childlike fascination with transmutation
across media. Just as the Chinese Clothes series encompassed both physical and
painted robes, Wang created the Digital series concurrently with composite
digital photographs of mountain ranges formed by ashes from burned
calligraphy books (fig. 10), suggesting a conceptual link between physical and
virtual duplication and manipulation. Unlike classical landscape painters,

he rarely makes specific references to personal or period styles, in part
because texture strokes and tonal gradations are impossible in burning. His
incorporation of calligraphic fragments and rubbings is dependent on their
affordability and availability in the art market. While the artist does research
their provenances and textual content, these are secondary to their immediate
tactile and aesthetic qualities. More than definitive statements about the past,
the burned landscapes are open-ended invitations to discover and produce
new connections on one’s own, including for the artist himself. In a similar
vein, Wang has made the centerpiece of the current exhibition, Huang
Shiling’s (1849-1908) Qianxing seal, into something of a riddle by displaying an
indistinguishable 3D-printed facsimile in its place, alongside impressions of
both (fig. 11).

For Wang Tiande, tradition is a horizon of potential meaning to be articulated
by every artist and activated in every encounter between artwork and viewer.
Considering past literati masters, he is drawn to the slippages between
personalities and personas constructed through art, between ideals and lived
realities. He remarks on the surprising equanimity of the landscapes that
Dong Qichang painted after losing his estate—within walking distance from
Wang’s studio in Songjiang—to peasant rioters. He delights in the irony that
Wen Boren (1502-1575), imprisoned after a lawsuit against his uncle Wen
Zhengming (1470-1559), would become the elder Wen’s ablest and most
faithful follower in art. Above all, Wang Tiande finds poignancy in recovering
the complexity and subtlety of an artist’s private experience that is necessarily
tenuous to begin with and so often lost to history. In Wang Yuanqi (1642-1715),
maligned since the May Fourth period for repeating formulaic compositions
throughout his maturity, Wang finds the refinement of lines elevated into a
lifelong practice of introspection.

Generally elusive about his own past, Wang Tiande narrates the pivotal
moments in his career in terms of chance and circumstance, such as the
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Fig 9. Wang Tiande £X%& , Digital 06-EMo2 ¥f5 06-EM02,
134x66.5cm, Xuan paper, ink, fire 545, 2. /&, 2003

embrace of burn marks and the switch to incense sticks mentioned above.
His deeper commitments and aspirations can often only be obliquely
perceived behind the self-conscious, slightly ironic trappings of a modern-
day recluse-literatus. Nonetheless, it is clear that landscape, more than subject
matter or imagery, is a constant and defining metaphor in his thinking. He
acknowledges that renaming his works Rear Mountains, intended initially

as a mere expedient, engendered an important conceptual reorientation
towards the literati tradition. At a recent calligraphy exhibition at the China
Academy of Fine Arts, he made headlines with the clever tongue-in-cheek
proclamation that “calligraphy is a mountain, a southern mountain,” the
latter being a pun on a famous line by the recluse-poet Tao Yuanming (365-
427) and the Academy’s Nanshan campus. Wang likens life to incense ashes
repeatedly piling up into a hill and being flattened again to make a new and
imperceptibly higher foundation, leading ultimately to a stage where one can
"see the bodhisattva." Like Wang Yuangqi’s painting, this is a cyclical and self-
reflexive process that nonetheless gains substance over time.

Shortly before Lunar New Year in 1983, while preparing for entrance
examinations for the art academy, Wang Tiande took a few days off from his
factory job and traveled to Mount Tai. It was the young Shanghainese native’s
first trip to the north. Walking up a quiet mountain path alone, he was startled
by the appearance of a stranger in the distance. As Wang hesitated, fearfully
grasping a knife and a stick, the stranger beckoned him over to offer him food
and hot water. At daybreak the next morning, Wang ascended a peak to find

a vista of the vast northern plains punctuated with patches of snow and, in
their midst, the Yellow River frozen into a band of glimmering silver. He spent
the rest of the day making a complete copy of the famous, two-millennium-
old Zhang Qian Stele (CE 186) in subzero temperatures, holding down sheets of
paper with shivering hands and pacing around the stele periodically to warm
himself. This intimate encounter with the sublime landscape, at once beautiful
and terrifying and freighted with immense history, was seared into the artist’s
memory. Some four decades later, he makes his return journey.
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Fig 5. Burned landscape using incense stick ZZLLIK/ER

Fig 6. Wang Tiande's Process TREOIFITIZ
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NECESSARY SERENDIPITIES: AN INTERVIEW WITH WANG
TIANDE

Wang Tiande and Alan Yeung
October 2019, Songjiang, Shanghai

Alan Yeung: What does the exhibition title, Qianxing (“discharging feelings”),
mean to you?

Wang Tiande: Qianxing is the text of a seal in my collection carved by
Huang Shiling. Huang Shiling was a native of Yixian, Anhui, but he
supported himself by selling paintings and calligraphy in Guangzhou. He
probably carved this seal to express his homesickness. Qianxing is also the
title of poems by Du Fu and others expressing their yearning for home
and family. My daughter went abroad to study at age 15. Although it is
much easier to stay in touch nowadays, I still miss her dearly. This is the
feeling of gianxing for me.

It also reflects a larger social condition. A significant number of
Chinese parents send their children abroad for schooling. Qianxing
expresses a general parental longing. Ink art should concern itself not
only with mundane matters of technique and form or with theory and
abstract concepts. It should also find new expressive means to address

contemporary social issues.

AY: Unlike in previous exhibitions, you have not radically transformed the
exhibition space or included new media works.

WTD: I put a lot of effort into these works, hoping to develop a new
expressive language. I wanted the exhibition to be in November so that
viewers would better appreciate the snowscapes. My past exhibitions
sometimes heavily featured new media installations, but this time I would
like to emphasize the paintings themselves. I want my works, displayed

on these large walls, to engage in quiet dialogues with viewers and even
with each other.

In the main gallery, I have purposely placed Zheng Fu’s calligraphy, based
on his study of the Lu Jun Stele, and my quadriptych that incorporates
rubbings of the same stele. Zheng Fu wandered in Hebei and Shandong
in search of Han-dynasty steles and was one of the first proponents of
epigraphic calligraphy. His tireless trekking north and south of the Yangzi
deserves our admiration. The 3D facsimile of Huang Shiling’s Qianxing
seal, a physically miniscule object that condenses centuries of history,
expands the perceptual experience of the gallery space by contrast and
facilitates the interaction between artwork and viewer.

AY: Is there a story behind wanting viewers to feel the cold in your
snowscapes?

WTD: One week before Chinese New Year in 1983, I took time off from
my factory job to travel to Shandong. I wanted to make some sketches of
young men to include in my application to the art academy. For a long
time, I climbed up the rear mountain of Mount Tai by myself. Then a
man suddenly appeared in the distance in front of me. It was snowing
lightly, and he was boiling water on a stove. From a hundred meters away,
I studied him for at least fifteen minutes, grasping my stick and my knife
and too fearful to approach him. At last he called out to me, “Relax. We’ve
been here for years. We just serve travelers hot tea. Trust me.” When

I went over to him, he did serve me hot water. I could even pay him
whatever I could afford for a bun. I was very moved. I reached the peak
and stayed there overnight. At daybreak, I went out to watch the sunrise
in a borrowed military coat. Next to me sat two soldiers from Shenyang.
Glancing towards the north, one of them said, “See that strip of white?”
That was the frozen Yellow River, which gleamed like jade. The sun had
just risen, and the entire northeast opened before my eyes. That winding
jade belt crystallized the energy of the land.

Afterwards, I spent an entire day at the foot of Mount Tai copying the
Zhang Qian Stele in its entirety. I had bought a lot of paper from the store
and borrowed five empty boxes to carry it with. There was nobody around

59



60

me. The temperature was eight degrees below zero. I kept stomping

my feet to stay warm, walking around after copying every dozen or so
characters. After much effort I finished copying the text. I could still
feel the cold in me when I was making the works in this exhibition. So
gianxing expresses not only parental longing, but also nostalgia for a past
memory.

AY: Your recent works have incorporated Han and Tang steles. Why?

WTD: By incorporating Tang and pre-Tang calligraphic fragments and
rubbings, I hope to capture the cultural atmosphere of the north and the
sedimented weight of its history—vicissitudes that predate the Ming and
Qing periods. Liu Gongquan spent most of his life at the imperial court.
His insistence on the “bone” of calligraphy reflected the intellectual

and ethical tensions within him. Even now his calligraphy radiates

his charismatic personality. My works in this exhibition incorporate
fragments of rubbings of Liu Gongquan’s Gao Yuanyu Stele and Feng Su
Stele. These stone monuments crystallize the verve and power of Han and
Tang culture. When I was working with them, I felt the vastness of the
northern plains and the monumentality of Song court landscapes, whose
scope encompasses heaven and earth.

AY: How can contemporary ink art crystallize history as these ancient steles

WTD: How can we develop new expressive languages in ink to interpret
deep cultural history? This is exactly the question we need to be thinking
about. Chinese contemporary art has been around for some four decades
already. We have good reasons, as well as the responsibility, to take the
time to appreciate our own works quietly. We should also let our works
from a decade or two ago engage in dialogue with our current works.

AY: What is your view on artistic lineages and the classical canon?

WTD: The great masters of the past did not think about their own
legacies. If they knew that their “lineages” live on today, they would

probably be disappointed that they have yet to be surpassed. We organize
their art into styles and schools and parse their formal characteristics and
developments. This is simply our attempt to learn from and surpass them.
We should not forget that, in its original historical context, calligraphy
was not only an art, but also and more importantly a means of propagating
information and a way of life. Past artists were part of artistic ecologies,
through which they defined their positions in society. Every era leaves
behind its own classics. The more classical a work of art or literature is,
the more likely it is further propagated. Not many images from the Tang
dynasty remain, although we can paint the images evoked in its poetry.

In the digital age, preservation is no longer an issue. A hundred or even a

thousand years from now, our classics will surely still survive.

AY: Tradition is not fixed but requires an act of historical imagination.

Every artist in every era constructs his or her own tradition. When Dong
Qichang formulated his theory of the Northern and Southern Schools, he was
constructing his own tradition.

WTD: True. Tradition is open-ended. It is a resource for anyone to draw
on for nourishment. Dong Qichang’s Southern School was a horizon of
possibility that he created for himself.

AY: There are many antique objects and works of calligraphy and painting in
your studio. How do they inspire you?

WTD: I spent six or seven years studying the culture and artifacts of
Songjiang, familiarizing myself with the place where I live and work.
Songjiang has nurtured many intellectuals, artists, entrepreneurs,

and craftspeople, and preserved outstanding gardens and works of
architecture and furniture. Because of this history, we feel as if living on a
plane elevated above the mundane.

AY: How did avant-garde art of the 1980s and 90s impact your work? Your own
work from that period has a subversive edge, like Ink Banquet.

WTD: When western culture entered China in the 1980s and 9os, all
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young people were influenced by it to a degree, including myself. But this
influence was mediated and incomplete. Western texts were inaccurately
translated into Chinese. We had not been systematically educated in
philosophy and aesthetics, nor had we lived in the west. It was hard for us
to digest the new ideas fully.

The Zhejiang Academy’s curriculum was distinctive for its thorough
grounding in traditional art. As students in Chinese painting and
calligraphy, we were taught a most valuable lesson: “However strong the
west is, China’s traditional culture still stands like the Baoshu Pagoda [in
Hangzhou] and remains as beautiful as West Lake.” The persistence of
tradition is proof of its value. How do we refrain from over-adherence to
tradition? How do we define a new artistic ecology? The entire art world
at the time was pondering these questions. In the mid- and late-1980s,
splashed ink and experimental calligraphy were all the rage throughout
the country. After graduating in 1988, I spent over a decade thinking
about how to go beyond these practices.

AY: How did you start in calligraphy? How does calligraphic training inform
your landscape painting?

WTD: Back then, all Chinese children practiced calligraphy. I started with
a pen at five or so and with a brush at six—with Liu Gongquan’s Xuanmi
Pagoda Stele. In primary and secondary school, I continued to practice Liu
Gongquan’s style. At the Shanghai Art and Design Academy, I switched
to Yan Zhenqing’s style. At university I focused on Yan’s Self-Transcribed
Imperial Decree of Appointment, Draft of a Requiem to My Nephew, and Yan
Qinli Stele. These works were part of my life. The key to calligraphy is not
maintaining a discipline on purpose. One should feel naturally drawn
into its depths. When I paint, I feel the force of calligraphy at every
moment. In brushwork and in resonance, painting is thoroughly one with
calligraphy.

AY: What was your experience of growing up during the Cultural Revolution?

WTD: Coming of age during the Cultural Revolution, people of my

generation missed the opportunity to receive a basic education. In
secondary school, we had to visit a factory and a farm once every semester.
At the factories all we did was to move things around. It was simply to get
a taste of how the rest of society functioned. To combine schooling and
production was not a bad idea in the first place, but we wasted a lot of
time during that foundational period of our education.

AY: Why did you choose to study figure painting at the Zhejiang Academy,
and how did you move towards landscape painting afterwards?

WTD: First, the best and most renowned figure painters gathered at

the Chinese Painting Department there. Second, during the Cultural
Revolution, all we saw were figure paintings. All the “big character
posters” featured human figures. The key to figure painting is achieving
the quality of “elevated antiquity” (gaogu). Chen Hongshou’s paintings
have this quality because he studied Gu Kaizhi’s work. Later painters
rarely managed to attain it. During my last two years in university, I lived
at the foot of Mount Yuhuang near the academy with three classmates.
We were the first students to rent a place outside campus. We drank from
mountain streams and enjoyed ourselves in the beautiful nature around
us. It was like the kind of countryside homestay that people are so fond of
these days.

AY: The compositions of the two layers of a burned landscape occlude and
disrupt each other. Is this on purpose? What does it mean to you?

WTD: The painted layer and the burned layer come together like two
trees intertwine in nature. It is a serendipitous occurrence. It is only
natural for the two compositions to be displaced from each other. Its chief
significance to me is this: through the burned holes, some of my brush
traces are revealed, and some remain occluded. The revealed traces may be
what we need now, and the occluded traces are what we do not yet need.
Perhaps they will be seen only in fifty or a hundred years. On my larger
works I usually impress a seal formerly belonging to Qi Baishi that reads
tianyi wufeng [*heavenly garments without seams”]. This time, I hope the
meanings of gianxing are seamlessly integrated into the substance of my
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works.

AY: Accident and necessity are both integral to your work. By chance you
encountered Huang Shiling’s seal at an auction. It resonated with you and
became the impetus of this exhibition. I read that you also happened upon the
burning method accidentally.

of creating them is joyful. Conversely, if a work fails, it brings me a lot
of sadness. Sometimes a work that I put a lot of effort into turns out a
failure after the mounters mount it. For me art-making is to slow down

time and to open myself to both joy and sadness.

WTD: In 2002, I was invited to participate in an exhibition in Paris. I was
not allowed to bring any materials. So I brought only eight or nine packs
of Double Happiness cigarettes and a lot of paper. My temporary studio
had no air conditioning or even an electronic fan. It was sweltering,
especially in the evenings, when the hot air from the Seine rendered

me unable to do anything for an hour or two. So I would smoke to pass
the time. One evening, I dropped ash from a half-smoked cigarette on

1”2

a painting and singed it. I said, “My god!” God showed me the perfect
material to work with. Without a clear idea about making it art yet, I
experimented with burning a lot of symbols resembling Arabic characters
on some letters. Several months later, these symbols turned into Chinese
calligraphy. This serendipity has motivated my art since that day, but I
could take advantage of it only because of many years of thought and

attention.

AY: Why did you start burning with incense sticks?

WTD: In 2005, Zheng Shengtian mounted a solo exhibition of my work
called Redolent with Incense in Vancouver, a city that banned smoking
in all indoors spaces. So I had to use incense. At the exhibition I set up
a platform and covered it with sand brought over from a beach. Every
incoming visitor had to light an incense stick and insert it into the sand.
That was how it all started.

AY: How do you feel when you are burning your works?

WTD: Burning is a process of reviewing and remaking my work, and
of discovering different possibilities. There are two or three layers in
each of my landscapes. Even if they are ultimately invisible, the process

AY: It is also a process of simultaneous creation and destruction.

WTD: Yes. Honestly speaking, art-making is an ordeal. At one moment
you feel on top of the world, and at another you feel like an abject failure.
Being an artist is a game of deluding oneself as a way of deceiving others.
If you do not achieve anything in the end, then it becomes something like
a long, solitary walk towards the sea, into the sunset.

AY: Some of your works also feel like games played with the viewer. The
materials you bring together are not related in obvious ways, asking the viewer
to guess at their meaning. There also seems to have been some provocative
humor in calling your first series of layered burned works Digital.

WTD: I would rather say “interactivity.” I called that series Digital
because in 2002 the internet and digital media were relatively new in
mainland China. In a world in which analogue and digital imagery
coexisted, which would ultimately defeat the other was in itself a game
of historic proportions. One technology would win, and the other would
exit the historical stage.

AY: There are people who lament the digital age because we can no longer tell
true and false apart.

WTD: I decided to use a high-fidelity replica of the Qianxing seal in this
exhibition precisely to drive this point home.

AY: You mean that even a fictional or virtual existence has value.

WTD: Anything that exists has value. Without fiction, novels, films,
music, and most visual arts would disappear. Fiction satisfies certain
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human and social needs. Moreover, we cannot simply dismiss as false all
cultural and historical phenomena that cannot be proven according to
scientific standards.

AY: In contrast to fictionality, many of your works are marked by a strong
sense of materiality and craft, especially the Chinese Clothes series that you
made as part of the Made by Tiande project.

WTD: Made by Tiande was a large-scale exhibition I mounted at art fairs
in Toronto in 2005 and 2006. I set up an installation and hired several
women from a local clothing factory to sew my works. I placed many
paper boxes in the area to simulate the factory, but by that time it had in
fact gone out of business.

AY: So the “factory” was doubly fictional.

WTD: Yes.

AY: What conceptual changes did renaming the Digital series Rear Mountains
entail?

WTD: In 2014, I had solo exhibitions at the Today Art Museum and the
Suzhou Museum. The former was called Kai Men [Open Doors]. One
night, I thought of the phrase kaimen jian houshan [“opening doors to

see the mountains behind”]. So I decided to title Suzhou exhibition Hou
Shan [Rear Mountains], and all my subsequent burned landscapes went by
that name. This change was crucial. It reoriented my subsequent works
towards the legacy of the Wu School. From 2014 to 2018, I delved into the
Wau School painters, as well as Wang Yuangji.

AY: Speaking of Wang Yuanqji, for the past century or so, the Four Wangs have
been maligned for stifling Chinese painting’s creativity and expressive power.
What is your opinion about this?

WTD: We tend to criticize Wang Yuanqi for his conservatism and

refusal to change. Rather we should ask ourselves seriously why he never
changed his painting manner. In works from his middle and late periods,
we see the influences of Shen Zhou and Wang Meng, but what we sense
above all is the substance and supreme confidence of his brushwork.
Through his formulaic compositions, he distilled a powerfully expressive
brushwork language. This is exactly what I am after: compelling
brushwork expressions within understated and repeatable images. We
enjoy boisterous paintings because we recognize them immediately in
any context. But rarely do we find scalable, reproducible, and powerful
brushwork expressions in paintings that do not grab your attention.

AY: People tend to regard Wang Yuanqi’s method as a kind of self-repression
or self-concealment. But in your view his brush method constitutes and
actualizes a more powerful self.

WTD: Without a doubt he was aware of this. Otherwise he would not
have devoted his life to rehearsing his formulaic compositions again and
again. It is humbling even now to see his body of work. I myself have
pursued the same style for a long time. I suspect many other artists would
find this exhausting.

AY: What do you look forward to in your future career?

WTD: Last week, a magazine reported asked me when I expect the next
apex in my art. There is actually no such thing as an apex. Think about the
mounts of incense ashes at a temple. No matter how high they rise, they
are swept away at the end of the day or the next morning. In my studio,

I sometimes accumulate several months’ worth of incense ashes, which I
habitually level. It is only by resolutely placing ourselves on a level plane
that we may glimpse divinity [lit. "see the bodhisattva"]. It is only by
refusing summits that we may find a path towards higher ground. There is
no such thing as a strong or a weak image. All you need is to look silently
and intently within yourself.

(Edited by Alan Yeung and Chen Siyuan, translated by Alan Yeung)
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O1

Reading the Stele in Light Snow
R

2019 | Ink, calligraphy and burn marks on xuan paper E4%. 2. K&, 3% [166 X 49.5cm, 166 x 80 cm x 4

71



78

79



80

Reading the Stele in Light Snow (Detail)
EEEEE ()
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Reading the Stele in Light Snow (Detail)
EEEEE (BE8)
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Reading the Stele in Light Snow (Detail)
EEEEE (B5)
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Reading the Stele in Light Snow (Detail)

WLERE (55)
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02

Liu Gongquan
LIV

2019 | Ink and rubbing on xuan paper §4%. £, ¥k |279.5Xx142cmx 2
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Liu Gongquan (Detail)
AR (D)

93



94

Liu Gongquan (Detail)
IR (/53E0)
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Liu Gongquan (Detail)
BIAR (D)
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Liu Gongquan (Detail)
IR (/53E0)
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03 Reading the Stele down the Horizontal Mountains
FUEEE

2019 | Ink, rubbing and burn marks on xuan paper S4%. 2. Y&, R | 221.5x121cm
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Reading the Stele down the Horizontal Mountains (Detail)
FUxE (BE8)
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Reading the Stele down the Horizontal Mountains (Detail)
FUxE (BE8)



108 109

Reading the Stele down the Horizontal Mountains (Detail)
FUxE (BE8)
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Reading the Stele down the Horizontal Mountains (Detail)
FUERE (BE8)

m
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04

Seeking the Path along the Stream in the Mountain
MERITE

2019 | Ink, rubbing and burn marks on xuan paper S4%. 2. Y&, R | 221.5x121cm

13
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Seeking the Path along the Stream in the Mountain (Detail)
HREE (BE)

115
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Seeking the Path along the Stream in the Mountain (Detail)
HREE (BE)
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122 123

Thousand Layers of Snow by the Pine Trees

FEEE

2019 | Ink, rubbing and burn marks on xuan paper E4%. 2. X¥&. #AH|223.5%x99.5cm

O5
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126 127

Thousand Layers of Snow by the Pine Trees (Detail)
FEERE (BE)
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Thousand Layers of Snow by the Pine Trees (Detail)
FEERE (&)
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Installation View
=(a)E
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Walking along the River across the Bank
06 g g

PRiFE7KE

2019 | Ink, rubbing and burn marks on xuan paper 848, 2. Y&, ¥H | 231.5x99.5cm
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Walking along the River across the Bank (Detail)

WBEREkE (BaF)
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Walking along the River
across the Bank (Detail)
lBEEKE (BE)
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Walking along the River across the Bank (Detail)

WBEREkE (BaF)
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Strong Wind Coming through the Snow Cottage
RAZE

2019 | Ink, rubbing and burn marks on xuan paper E4%. 2. X¥&. #AH|223.5%x99.5cm

07
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Strong Wind Coming through the Snow Cottage (Detail)
RAZE (B3E6)
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Fine Snow Entering the Woods

MENHE

2019 | Ink, rubbing and burn marks on xuan paper E4%. 2. XI&. 5| 283 x1375cm

147



Fine Snow Entering the Woods (Detail)
MENME (BE)

149
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Fine Snow Entering the Woods (Detail)
HENNE (BE0)
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Fine Snow Entering the Woods (Detail)
MENME (FEB)
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O 9 Listen to the Crystal Snow while the Night Falls
AEIRERR

2019 | Ink, rubbing and burn marks on xuan paper 4%, 2. K&, #5283 x1355cm



Listen to the Crystal Snow while the Night Falls (Detail)
NKIFEBS (B5)
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Listen to the Crystal Snow while the Night Falls (Detail)
NKIFEBS (B5)
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Listen to the Crystal Snow while the Night Falls (Detail)
ANRITERR (BE8)



10

Snow on the Northern Mountains

TELREE

2019 | Ink, rubbing and burn marks on xuan paper 4%, 2. W&, AR [ 216.5x73cm
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Snow on the Northern Mountains (Detail)
JEWLAREE (BE0)
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Snow on the Northern Mountains (Detail)
JEWLAREE (B50)
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Observing the Snow on the Lake

L

2019 | Ink, rubbing and burn marks on xuan paper E4%. 2. K&, ¥H|160.5 x 115.5 cm

15
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Observing the Snow on the Lake (Detail)
HLEEEE (BE)
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Observing the Snow on the Lake (Detail)
HWLEREE (BE)
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Observing the Snow on the Lake (Detail)
HLEEEE (BE)

179
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Clear Sky after the Snow at Dusk
BETE

2019 | Ink, rubbing and burn marks on xuan paper E4%. 2. K&, ¥H|160.5 x 115.5 cm

11
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Clear Sky after the Snow at Dusk (Detail)
RESE (BE0)
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Clear Sky after the Snow at Dusk (Detail)
BESE (BE)



190

101

12 Upright Trees after the Snow
ERWE

2019 | Ink, rubbing and burn marks on xuan paper S4%. 2. W&, #H |98 x80.5cm
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Upright Trees after the Snow (Detail)
ERME (BH)
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Upright Trees after the Snow (Detail)
ERME (BH)
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After the Snow the Boat Returns
E5 =S ]

2019 | Ink, rubbing and burn marks on xuan paper 4%, . K&, | 98.5x80cm

13
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After the Snow the Boat Returns (Detail)
EEFE (EE0)
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Playing with the Snow on the Boat
BR&ES

2019 | Ink, rubbing and burn marks on xuan paper 4%, 2. Y&, AR | 98.5x79.5cm

14
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Playing with the Snow on the Boat (Detail)
BRET (BH)



204 205

,l 6 In Search of the Snow on the Lake
i EinEE

2019 | Ink, rubbing and burn marks on xuan paper 4%, 8. Y&, ¥R |68 x57cm



206 207

Seeing the Snow at the Stone Gate
ArInEsE

2019 | Ink, rubbing and burn marks on xuan paper 845, 2. K¥&. #AH|37.5x65cm



208 209

Seeing the Snow at the Stone Gate (Detail)
Al nEE (B )
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210

19 Dreaming about the Late Night Snow on the Boat
BBz

FEANAR TS
whn 2 E%
2019 | Ink, rubbing and burn marks on xuan paper 845, 2. K¥&. #5|37.5x65cm 2019 | Ink, rubbing and burn marks on xuan paper 4%, 2. Kk¥&. #H|37.5x65cm

18 Recalling Jiangnan in the Heavy Snow
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213

The Being of Snow
20 8
e

2019 | Ink, rubbing and burn marks on xuan paper 4%, 2. XJI&. ¥4H[375x65cm



214 215



216 "

On the Frontier
BRE i

l\\‘E
2019 | Ink, rubbing and burn marks on xuan paper 845, 2. K¥&. #5|37.5x65cm 7019 [N UbPINg an bt arks on xuan paper S5, 5, AL SRR 178 X0 e

Lighting Up the Snow
1 ghting Up 22



218 219

Traceless
23
Tk

2019 | Ink, rubbing and burn marks on xuan paper 845, 2. K¥&. #AH|37.5x65cm
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Traceless (Detail)
Tk (BEB)
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28 Ink Sketch
KEES

2019 | Ink and burn marks on xuan paper, sketch S4%. 2. XA J&H5 [184 x84 cm
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228 229

Ink Sketch (Detail)
KEERRE (BE)
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24

Sketch
& (—)

2019 | Pencil drawing £ _FERZEJERS | 25 x 29 cm

25

Sketch 2
& (Z)

2019 | Ink on paper, sketch £ _F7KZBJERS | 25 x 29 cm

231



232

26

Sketch 3
B (=)

2019 | Ink on paper, sketch £ _EKZJERS | 25 x 29 cm

27

Sketch 4
&ts (1)

2019 | Ink on paper, sketch £ _EKZBJEERS | 25 x 29 cm

233
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CURRICULUM VITAE

1960

Born in Shanghai, China

Currently a professor at Fudan University, lives and works in Shanghai.

EDUCATION

1988
2014

BA China Academy of Art, Chinese Painting Department
PhD China Academy of Art, Department of Calligraphy

SELECTED SOLO EXHIBITIONS

2018

2017

2016

2015

2014

2012

20M

2010

2009
2008

2007

2005

2004

2003

"Awaiting: New Works by WANG Tiande", Alisan Fine Arts, Hong Kong

"Over Mountains And Across Valleys: WANG Tiande Solo Exhibition”, Guangdong
Museum of Art, Guangzhou, China

"Literati Gathering: New Work by WANG Tiande", NanHai Art, San Francisco, USA
"The Palace”, The Palace Museum, Beijing, China

"Kai Men", Today Art Museum, Beijing, China

"Mountain Forward", Suzhou Museum, Suzhou, China

"Gu Shan", Sanshang Art, Hangzhou, China

"Gu Shan", Nou Gallery, Taipei

"3720", Chambers Fine Art, New York, USA

"Boat", Gallery 99, Aschaffenburg, Germany

"3,720", Chambers Fine Art, Beijing, China

"Shuang Shuang", University of Sidney, Sidney, Australia

"Up Down: WANG Tiande Art Project”, Spencer Museum of Art, Kansas, USA
"WANG Tiande: One Meter Seventy-Three," Contrasts Gallery, Shanghai, China
"WANCG Tiande Solo Exhibition", Xerxes Fine Arts, London, UK

"Made by Tiande II", Chambers Fine Art, New York, USA

"Shan (Mountain ) & Shui (Water) ", Alisan Fine Art, Hong Kong

"WANG Tiande Solo Show", Han Art, Montreal, Canada

"Redolent of Incense", Yishu Space, Vancouver, Canada

"Made by Tiande", Chambers Fine Art, New York, USA

"One-man Show", Galerie 99, Germany

"WANG Tiande: Ink for the 21st Century”, Alison Fine Art, Hong Kong

SELECTED GROUP EXHIBITIONS

2019

2018

2017

2016

2015

"Inquiry on Water", Suning Art Museum, Shanghai, China

"Spirit of Ink Art: New Creation from Traditional Thoughts and Wisdom", Jining Art
Museum, Jining, China

"Writing Non-Writing: Hangzhou International Modern Calligraphy Festival”,
China Academy of Art Art Museum, Hangzhou, China

"Reconfirming: The Future - Oriented Ink Art", National Art Museum of China,
Beijing, China

"Ink Worlds: Contemporary Chinese Painting from the Collection of Akiko Yamazaki
and Jerry Yang", Cantor Arts Center of Stanford University, California, USA

"From the Canglang Pavilion", Suzhou Jinji Lake Art Museum, Suzhou, China
"Splendors of the Sun and Moon: Contemporary Art Exhibition of China", Museo
Querini Stampalia Fondazione, Venice, Italy

"Chinese Expressionism: The First International Exhibition of Chinese Contemporary
Art", Cui Zhenkuan Art Museum, Xi'an, China

"INK: Zeitgenossische Tuschemalerei aus China", Kunsthalle Goppingen,
Goppingen, Germany

"Luxehills Art Museum Contemporary Ink 10: More Than 10 Feasibilities of Ink",
Luxehills Art Museum, Chengdu, China

"Mountain Removing: The Thematic Exploring of 13 Contemporary Artists",

Ucity Art Museum of Guangzhou Academy of Fine Arts, Guangzhou, China
"Crisscrossing East and West: The Remaking of Ink Art in Contemporary East Asia",
MOCA Yinchuan,Yinchuan, China

"Boundless: Ongoing-Chinese Ink Art 2017", Art Museum of Sichuan Fine

Arts Institute, Chongging, China

"Mandala of Ink Art", Kaohsiung Museum of Fine Arts, Kaohsiung

"Gather They Conceive Donations: Suzhou Museum Modern and Contemporary Art
Exhibition", Suzhou Museum, Suzhou, China

"In Disguised Forms: The Dimension of The Ink Painting, Guangdong Museum”,
Guangzhou, China

"Annual Review Exhibition of China Contemporary Ink Painting 2015-2016",

Today Art Museum, Beijing, China

"Polar Light, Ink Ocean: The Exhibition of Chinese Ink Painting and Artists to the
Antarctic”, Today Art Museum, Beijing, China

"Haunt of the Recluse: Chinese Contemporary Ink Art Invitational Exhibition”,
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2014

2013

2012

2012

20M

201

2010

2009

Artist",

2008

2007

Dachuan Comtemporary Art Center, Changzhou, China

"Within & Without", Museum of Stanford University, California, USA
"Contemporary Ink Art Exhibition”, Nanhai Art, San Francisco, USA

"Shuimo: Water Ink", Sotheby’s S2 Gallery, New York, USA

"The Joy of Collecting Art", Chiang Kai-shekMmorial Hall, Taipei

"Ink Art: Past as Present in Contemporary China", Metropolitan Museum of Art,
New York, USA

"Insightful Charisma: Inaugural Exhibition of Shanghai Himalayas Museum”,
Shanghai Himalayas Museum, Shanghai, China

"Chinese Modern Art Exhibition", British Museum, UK

"New Ink Painting"”, Saatchi Gallery, UK

"Ink Painting Promotion: International Ink and Wash Painting Exhibition", Sun

Yat Sen Memorial Hall, Taipei

"Red Flag: Contemporary Chinese Art in Montreal Collection”, Montreal Museum of
Fine Arts, Montreal, Canada

"Word: China Mainland Contemporary Art Exhibition", Huashan1914 Creative Park,
Taipei

"Papercut: Exchange Exhibition of Sine-German Contemporary Art Work", Creative
Centre of Shanghai Artists Association, Shanghai, China

"Create Something Out of Nothing", Hong Kong Central Library, Hong Kong

"New Ink", Mingyuan Art Center, Shanghai, China

"Memories of the Past: Contemporary Chinese Ink Painting", Transylvania University,
Kentucky, USA

"Ink Not Ink: Contemporary Chinese Art", Drexel University, Philadelphia, USA

"Contemporary Ink Art Evolution: Nominating Exhibition of Contemporary Ink

Fairbank Center for East Asian Research, Harvard University, USA

"YI PAI: Century Thinking", Today Art Museum, Beijing, China

"Chinese Minimal Art 30 Years", La Caixa Forum, Palma, Spain

"The Transforming Marks of Ink", The Staatiche Kunstsammlungen,
Dresden, Germany

"New Ink Art", Hong Kong Museum of Art, Hong Kong

"Extension Deduction Permeability: Ink, Pure World", Kyo Po Pen, Tokyo, Japan
"FUN: Taipei Calligraphy Biennial", Taipei Fine Art Museum, Taipei

"China Onward, Luisiana, Museum of Modern Art, Copenhagen, Danmark"

2006 "Brush and Ink: The Chinese Art of Writing", Metropolitan Museum of Art,
New York, USA

2005 "The 2nd Chengdu Biennale”, the International Museum of Chengdu,
Chengdu, China
"Contemporary Ink Art of Korea and China", Seoul Municipal Museum of Art, Seoul,
South Korea

2004 "Contemporary Chinese Art", Dublin Contemporary Art Museum, Dublin, Ireland
"Modern Times of Shanghai”, Museum Villa Stuck, Germany

2003 "An Opening Era", National Art Museum of China, Beijing, China
"Art of East Asia: 20th Century Painting Exhibition of China", Golden Palace,
Paris, France
"Dots and Beyond", National Art Museum, Kuala Lumpur, Malaysia

2001 "Ink Color", National Art Museum of China, Beijing, China
"20 Years of Experimental Ink Paintings", Guangdong Art Museum,

Guangzhou, China

SELECTED PUBLIC COLLECTIONS

The British Museum, London, UK

The Metropolitan Museum of Art, New York, USA

Museum of Fine Arts, Boston, Boston, USA

The Art Institute of Chicago, Chicago, USA

Brooklyn Museum, New York, USA

Asian Art Museum of San Francisco, San Francisco, USA
The UC Berkeley Art Museum and Pacific Film Archive, California, USA
Spencer Museum of Art, University of Kansas, Kansas, USA
Royal Ontario Museum, Toront, Canada

Montreal Museum of Contemporary Art, Montreal, Canada
The National Art Museum of China, Beijing, China
Shanghai Museum of Art, Shanghai, China

Suzhou Museum, Suzhou, China

Today Art Museum, Beijing, China

Guangdong Museum of Art, Guangzhou, China

Shenzhen Art Museum, Shenzhen, China

Hong Kong Museum of Art, Hong Kong
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1960

Zh

1981
2014

N
2018
2017
2016
2015
2014
2012
2011

2010

2009
2008

2007

2005

2004

2003

BETFHELE
WEEEXRFLE

R hEEAZER (R IER) PEBFR
B PEEAFR (FinIER) BER

FH—T: EXEHERE, 288K, &8
MTE: ERENE, THREANE, M, FE

M. EXEHIERE, ms2AP0, IR, =E

|, WEBERERES, tx=, PE
I, SEEAE, tm, FE

B, FRNEeptE, T, FE

M, FUN=EHLEARIE, TN, FE
M, #hEr, 8t

3720, BUKEIER, HY, XE

h, AAERB, BP5E, BE

3720, BUKEIR, Jt=, FE

W, BRZAKZE, B, BAFIT
£ T, BREZESEAE, HFE, XE

—K - Bl ERENE, WHEZE, B8, fE

FREMNE, Xerxes Fine Arts, 63, =E
KEBHNE, BIKEE, A, EE

WK, ZEeaE, &8

FXEMNE, Han Art, FEFIR, 12X
X, ZARZTIE, BEE, MEX

KESNE, BUKEER, LY, EE

FTRENME, Galerie 99, ZEH

FXRE: TH—HIEKERS, ZEEE, &5

R

2019

2018

2017

2016

2015

2014

2013

2012

201

Kia, HFFEAE, £iE, FE
IKEIEH: NERBEBIEZPREMFONE, FTrmaEAE, F7T, 8
B 3EB: 2019 MMNERRILREZART, FEERFRENE, N, FE
RA—IR: EERRIVKEBEAR—2018 PEXSRKBEE=AFHE,
FEZENE, b=, FE
215 BB FSHBURKENAPEREUGR, FHERASEIEFIRZEARF0,
FtERI, =E
B BR=: ZERE, HMNECHEARE, 5N, FE
HE%®E: FEHREZARE, EERIMBIHNTESSEYE, HEth, EAF
FEEEN: BRTEUREREREERE, EREEAE, Ak, FE
INK: FEZBRKER, BFIRERNE, 8FR, EE
BULSEARIESMIKE0: FEEKkEN+HMaIE, BULISEAIE, mEE, FE
REMAKESFLE 2016-2017 FTHE B Bl +=UHREARRMNESZREK,
TINERSERAFIWEARIE, M, FE
ARG RIKEZARNANEIE, RIIBRERNE, B, FE
TiR: TRk EEs), FESKEFERRE, W/IIERERENE , FE
IKESRT, SEMIIEARE, S
BEFTA: FMNEMIERIIUAZAIBERE, FNEE, BN, FE
FoEBHKETE: T - KENEE, | RENRIE, f'"‘, ‘:F‘f
PESIKBELER 2015-2016, SHEARE, 4tx=, FE
RHER: FEREZAREEREBENE, SHENE, b=, FE
B FESKEFARBERE, KIBLERFL, BN, FE
Within & Without, BMBfEAZIEMIE, MFERIL, =EE
KELHEARRE, mBEARFL, IHEW, EE
KEBELE, BELL S2 ZARZ(E, ALY
WEBEZ%E, PELEE, &t
IKEBEZARELAFE, AOXESIBE, A9, EE
BR. SHUBEANEHER, SSREEAE, B8, FE
nRFEER, KRBIE, BE
FKE, FEEHEE, RE
LT 2012 EfvkEXRRE, StERXERE, &t
I FEHAZAE, RSF/REME, =
NF: KESHEARRE, iz, it
4 PEIARNZARERIARE, LBEARPSEEHO, B8, FE
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2010 THEE, FEEPL, EETREBRE, &8
FokE, BEZAPL, L, PE
PESUKEZRE, BF=ARRIAFEARE , SEE, X£E
2009 SirE: PESMUKER, %, =E
KEEN: BKEZARREERE, BRAZHEEFEHRRFLO, EE
Bk - HeBgER, SHEAE, R, 1

[

2008 Bk PEHMKRZAR="1F, ARDPHBDHENE, WRIG, I
LZAYKE, RRIFMEREAE, BRI, £E
FKEZR, EBEZRE, FB

2007 R RE. BB £, PePHER, KK, &R, BF

FFFUN: &itERBENER, &itmhiEARE, &t
CHINA ONWARD, IERZERZEBEMIE, STARIR, &
2006 KE  FENBEZAR, KESEREYIE, AN, X£E
2005 FEIEREBNER, REBERREE AL, AES, FE
BrhSKER, BRMIZEANE, B8R, HE
2004 H2%: PEHRERE, BR=ZFREANE, &K, 2R=
LEIBEEE, Museum Villa Stuck, =E
2003 FRRORTA, FEZEANE, b=, FE
FAEEEA: FETHHELER, ®08, BR, £E
ISR KERENKFREA, DSRATERENE, SEEK, DRAT
2001 KEARE, REZEAE, bR, FE
HRE, KBL_+F, JTHRENE, M, PE

EENE

REEEYE, €, =&

REPIEYE, AN, EE

IRTIASEATE, R, EE
ZNFEREME, 208, =&
mETHENIE, A4, XE

B2 LITMZAREYE, IB2W, <&
DN ATERID AR EYIE, I, EE
HEREETAFEREEZEAE, HE, EE
ERTAREWIE, 202, IEX
SEFRICZAEMIE, =HFFR, MEX

PEZEAE, tR=, FE
EiBEAE, B8, fE
BNNEE, BN, FE
SHERE, =, PE
TEHREAE, TN, FE
YIERE, R, PE
BEBZARIE, &
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