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BINGYI

The artist

Born in Beijing and educated in the United States, Bingyi received her
Ph.D. in art history from Yale University in 2005 where she specialist in the
literature and culture of the Han Dynasty. There, she developed her ability
to compose texts in various classic formats whether in ancient shijing-style
poetry, rhapsodic fu-style verse or ancient guwen-style prose. Like the great
literati artists of the past, Bingyi approaches painting as a personal practice
of spiritual self-cultivation, as a speculative inquiry in the history of art and

culture, and most importantly as an exploration into the nature of creativity.

Bingyi has exhibited internationally at the Philadelphia Museum of Art
(2022-2023), Art Basel Hong Kong Encounters (2022, 2017), Los Angeles
County Museum of Art (2021), the Brooklyn Museum (2019) the National
Art Museum of China (2017), Shanghai Museum of Contemporary Art
(2016), Istanbul Modern (2016), Museo de Arte Contemporaneo de Alicante,
Alicante, Spain (2014), St. Johannes-Evangelist-Kirche, Berlin, Germany
(2012), Smart Museum of Art, University of Chicago, Chicago, USA (2010),
Galerie Erna Hecey, Brussels, Belgium (2009), Contrasts Gallery, Shanghai,
China (2009), and Max Protetch Gallery, New York, USA (2008). Her works
have also been included in Surveyors, Albright-Knox Art Gallery, Buffalo,
USA (2011), and Yipai, the Opening of the New Wing, Today Art Museum,
Beijing, China (2009), and featured at The yth Gwangju Biennale, Annual
Report: A Year in Exhibitions, Gwangju, South Korea (2008).
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BRITTA ERICKSON

Curator

Dr. Britta Erickson, INKstudio’s Artistic Director, drives all aspects of its
programming and scholarly activities. 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. Ms.
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.

Her publications include three books—The Art of Xu Bing: Words without Meaning,
Meaning without Words (Seattle, 2001), On the Edge: Contemporary Chinese Artists
Encounter the West (Stanford/Hong Kong, 2004), and China Onward; The Estella
Collection: Chinese Contemporary Art, 1966-2006 (Humlebeek, 2007)—as well as
biographical entries for Grove Art Online (Oxford, 2005) and numerous articles

and essays. She is frequently a speaker at international symposia, invited as an

authority on issues in contemporary Chinese art practice, collecting, and criticism.
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TAIHANG RHAPSODY

Bingyi
Translated by Tina Liu

What a tragedy, all beings are taken by it!

The vegetation is flourishing and the white birds are returning,
Mountain forests are clear and the sun sets over the hills,

A thunderbolt from light and shadow, for the frost and for the river,
The man on a long journey, travels across mountains and waters.
Faraway from home, he embraces the blue sky.

The phoenix sings as if in a deep valley,

The crane dances without being confined in the long gorge!

The beautiful girl had a rough and bitter life,

The shortsighted man was fickle and cold-hearted!

Hearing the news the magical Kunpeng stretched its wings,
Willing to be the field on the ridge!

King Wu of Zhou’s troops were delayed by the heavy rain,
Distressed and sleepless he became.

The wild goose is grieved, returning only by itself,

The cold rain is lonely and quiet, hiding its voice.

Looking towards the mountains, King Zhou of Shang’s troops missed their hometown,
Hearing the cry of the deer they headed north.

The heavy rain kept pouring, nonstop,

Wail and cry throughout the night!

The sounds resonate in the deep valley, getting stronger from within,
Trapped and submerged without support.

At such times of sorrow the lonely spring sings,

Leaving our homes and country we headed towards the Taihang Mountains.

Through the winding path up to the mighty peak with forests in the sky,
Looking north to the smoke and clouds, lamenting the Pine Hills.

The trees are desolate and the wind full of pain,

Snow is falling heavily with a long deep sigh.

Lost in the cold path and cry for the East Mountain.

Emperor Guangwu had no idea that a thousand years had passed,

The vast plain cannot explain that everything demands accumulated thinking.
At first sight I understand your heart

Longing for you I play my zither with deep thoughts

Grass turns yellow after the autumn equinox

Phoenix trees drops their leaves with morning dew

The day is bright and the Feng (male phoenix) is singing

The night is long and the Huang (female phoenix) is crying

May the virtues and compassion of the beloved land

Keep you healthy and blessed!

The spirit of a true mountain is with a divine appearance

The form of the grand vision is luxuriant

The state of the clouds is hidden

The mists of the four seasons are different

Upon the birth of heaven and earth,

Mountain saw their will but did nothing

When the wind and the rain both came,

Water understood the beginning and end of their forces but said nothing
Drifting in the vast ocean I wish we will never encounter
Cloudy or clear, from a distance you can tell

The deep valley is spiritless and unfamiliar,

Travel around the world without being heard of.
Wandering in the vastness and be self content

Traces of light and dark are hidden.

The crane is soaring in the sky but where to stay?
Distance is shown through the arrangement of trees,
Depth of water is perceived through cascading streams.
Riding on the freedom and ease of the immortals,

I will travel around and dwell in the clouds!

The grand mountain is the king of all beings

The running creek is the water of ancient times!

Wish the meteor be my messenger,

Forget about the ephemeral and head towards chaos

The sky is clear and boundless, covered with floating clouds,

The earth is warm and the waves are rising

The upright pine is the appearance of the mountain

I’'m worried how to take this thing from my heart?

Wisteria vines curl up as the skin of the cloud

Looking like a noble man reclining at ease

The heart cannot be the slave of the body,

Without support the body rides against the wind like an immortal!

The shape of the mountain changes from time to time as one walks around step by step
Mists in the mountains differ at dawn and dusk

Drizzling rain in spring mountains is mesmerizing

Fine trees in summer mountains are calm and soothing

Falling leaves in autumn mountains are dreary and lonely

Snow cover on winter mountains is cold and desolate

Seeing green smoke rises from mountains and streams one thinks of traveling,
Growing on the plain the fragrant grass wishes to shinel!

The four seasons change like the wheel of heaven and earth,

The eight wildernesses remain still as the vast night travels down the grand river!
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BINGYI: THE EYES OF CHAOS

Craig L. Yee

The emperor of the South Sea was called Shu [Brief], the emperor of the North
Sea was called Hu [Sudden], and the emperor of the central region was called
Hun-tun [Chaos]. Shu and Hu from time to time came together for a meeting
in the territory of Hun-tun, and Hun-tun treated them very generously. Shu
and Hu discussed how they could repay his kindness. “All men,” they said,
“have seven openings so they can see, hear, eat, and breathe. But Hun-tun
alone doesn’t have any. Let’s trying boring him some!”

Every day they bored another hole, and on the seventh day Hun-tun died.

——Zhuangzi

INKstudio is proud to announce the opening of Bingyi’s third solo
exhibition at the gallery entitled “Bingyi: The Eyes of Chaos.” An artist,
architectural designer, curator, cultural critic, and social activist, Bingyi (b.
1975, Beijing) has developed a multi-faceted practice that encompasses land-
and-environmental art, site-specific architectural installation, musical and
literary composition, ink painting, performance art, and filmmaking. In
"The Eyes of Chaos" INKstudio will debut Bingyi’s latest grand, speculative
narrative about Art and its relationship to Nature, Literature, History and
Politics as retold or reimagined from a woman’s point of view.

Bingyi tells her story through two bodies of work resulting from her
investigations over the past five years into the origins of the ink monochrome

landscape in China: The Eyes of Chaos: Temple of the Matriarch of Painting ——
the organic development of Bingyi’s land-and-environment art practice into
historical landscape painting; and Dream within a Dream within a Dream ——
a speculative, archaeological reconstruction of the life of Hua, the “Matriarch
of Painting.” Hua, it turns out, was not only a visionary woman artist but

a philosopher and political thinker who, in the Northern Song, created an
alternative aesthetic system that de-centered the Patriarchal, Confucian,
Brush-centered and Humanistic mode of literati landscape painting and,
from a Woman’s point of view, re-centered the expressive possibilities of
brush and ink on Ink and Water, on Taoism and on Nature.

Bingyi: The Eyes of Chaos is the worldwide debut of Bingyi’s speculative grand
narrative about the life of Hua, Bingyi’s Matriarch of Painting. The Eyes of
Chaos: Temple of the Matriarch of Painting is the premier of Bingyi’s Taihang
series landscapes in China and the first time Bingyi’s complete vision for
the Taihang temple installation will be fully realized. A smaller version of
this installation was debuted at the Philadelphia Museum of Art in 2022 by
curator of Chinese art and head of the East Asian Art department, Hiromi
Kinoshita, an earlier four-panel composition of the Taihang Mountains was
exhibited at the Asia Society in Houston in 2023 by independent curator
and scholar, Susan Beningson, and a full version of the installation has been
selected for a forthcoming solo exhibition for the artist at a major North
American Museum of modern and contemporary art.
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TEMPLE OF HUA THE MATRIARCH OF PAINTING

Outside of the gallery, one encounters a stele uncovered deep in the Taihang
Mountains by Bingyi the archaeologist. This stele, it turned out, was part

of the long lost temple complex for Hua, the Northern Song Matriarch of
Painting:

In the depths of the Taihang Mountain, the archaeologist Bingyi excavated
the entrance to the Temple of the Matriarch of Painting and thus discovered
another magical and unknown civilization parallel to the Northern Song
Dynasty. The first sight of the Temple shows that an unknown civilization has
long existed.

In the first room to the exhibition, one then encounters the biography of
Hua, the Matriarch of Painting, in the form of a long handscroll. The first
panel in her biography is a page from the archaeological report documenting
the discovery of the Temple. In it, we learn that there are six major spaces
in the Temple that correspond to the six major galleries in the exhibition:
Hua’s Entry Hall, Hua’s Temple, Hua’s Study, Hua’s Meditation Room,
Hua’s Chamber of Dreams, Hua’s Hall of Music. According the texts and
the artifacts that follow, Hua was born in 1156, the year after the death

of Li Qingzhao (1084 - 1155), China’s greatest female poet. Was Hua the
reincarnation of Li Qingzhao as China’s greatest woman painter, lost

to history until this extraordinary discovery? Furthermore, among the
discovered texts were writings such as the “Sutra of Madness” that had only
recently been recovered through research on the long-lost Lotus Dynasty.

Philological research then confirmed a stunning discovery: Hua was not only
the Matriarch of Painting but also the spiritual founder of the Lotus Dynasty
—— “a utopian society that exists in a slip of time after the Southern Song
where wars are fought not with weapons but with poetry, where rivers flow
with fragrance instead of water, and where the capital city contains not
palace buildings but only mountains and streams filled with music.”

In addition to Hua’s Biography Scroll, we also encounter three of the four
landscape paintings that Hua painted to reflect the four stages of her life,
and the very first monumental ink monochrome landscape that she painted
of the Taihang Mountains which she aptly titled Chaos Opens.
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Ink on paper 44K =

34 X 670 cm

(BY433)

2019-2023

27



28

Artist inscription:

Following the Heaven’s will,

Hua bears the brightness of the sun and embraces peacefulness.
She worked assiduously day and night,

for the good of the country and the people.

Every moment of her life she kept doing so,

with a thoughtful and respectful heart.

To look back in time and record her merit,

this passage was written:

Atayoung age,

Hua bears a free and wise mind,

placing her feelings on a broad range of expressions.
The Dao of painting,

and the form of landscape,

among which pure ink and water is the best.
Comprehending the characteristics of nature,

and achieving the merit of creation,

A small painting close at hand,

depicts the views of a thousand miles.

East, west, south and north,

all brought to your eyes.

Spring, summer, autumn and winter,
all under the solitary brush.
Mountains and trees,

are like the ode to it [the painting].

For landscapes, the one with a precipitous and tough environment is the best.

If you express it with forms and shapes, then you will probably end up
with tears.

The reason for it,

is the vicissitude of all beings,

and the ultimate end of human beings.

See its purpose,

Taihang is the deepest.

Among all the Daos,

I only express my thoughts,

and wrote this rhapsody.

It writes:

What a tragedy, all beings are taken by it!

The vegetation is flourishing and the white birds are returning,
Mountain forests are clear and the sun sets over the hills,

A thunderbolt from light and shadow, for the frost and for the river,
The man on a long journey, travels across mountains and waters.
Faraway from home, he embraces the blue sky.

The phoenix sings as if in a deep valley,

The crane dances without being confined in the long gorge!

The beautiful girl had a rough and bitter life,

The shortsighted man was fickle and cold-hearted!

Hearing the news the magical Kunpeng stretched its wings,
Willing to be the field on the ridge!

King Wu of Zhou’s troops were delayed by the heavy rain,
Distressed and sleepless he became.

The wild goose is grieved, returning only by itself,

The cold rain is lonely and quiet, hiding its voice.

Looking towards the mountains, King Zhou of Shang’s troops missed

their hometown,

Hearing the cry of the deer they headed north.

The heavy rain kept pouring, nonstop,

Wail and cry throughout the night!

The sounds resonate in the deep valley, getting stronger from within,
Trapped and submerged without support.

At such times of sorrow the lonely spring sings,

Leaving our homes and country we headed towards the Taihang Mountains.
Through the winding path up to the mighty peak with forests in the sky,
Looking north to the smoke and clouds, lamenting the Pine Hills.

The trees are desolate and the wind full of pain,

Snow is falling heavily with a long deep sigh.

Lost in the cold path and cry for the East Mountain.

Emperor Guangwu had no idea that a thousand years had passed,

The vast plain cannot explain that everything demands accumulated thinking.

At first sight I understand your heart

Longing for you I play my zither with deep thoughts

Grass turns yellow after the autumn equinox

Phoenix trees drops their leaves with morning dew

The day is bright and the Feng (male phoenix) is singing
The night is long and the Huang (female phoenix) is crying

29
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May the virtues and compassion of the beloved land

Keep you healthy and blessed!

The spirit of a true mountain is with a divine appearance
The form of the grand vision is luxuriant

The state of the clouds is hidden

The mists of the four seasons are different

Upon the birth of heaven and earth,

Mountain saw their will but did nothing

When the wind and the rain both came,

Water understood the beginning and end of their forces but said nothing
Drifting in the vast ocean I wish we will never encounter
Cloudy or clear, from a distance you can tell

The deep valley is spiritless and unfamiliar,

Travel around the world without being heard of.
Wandering in the vastness and be self content

Traces of light and dark are hidden.

The crane is soaring in the sky but where to stay?
Distance is shown through the arrangement of trees,

Depth of water is perceived through cascading streams.

Riding on the freedom and ease of the immortals,

I will travel around and dwell in the clouds!

The grand mountain is the king of all beings

The running creek is the water of ancient times!
Wish the meteor be my messenger,

Forget about the ephemeral and head towards chaos
The sky is clear and boundless, covered with floating clouds,
The earth is warm and the waves are rising

The upright pine is the appearance of the mountain
I’'m worried how to take this thing from my heart?
Wisteria vines curl up as the skin of the cloud
Looking like a noble man reclining at ease

The heart cannot be the slave of the body,

Without support the body rides against the wind like an immortal!

The shape of the mountain changes from time to time as one walks

around step by step
Mists in the mountains differ at dawn and dusk
Drizzling rain in spring mountains is mesmerizing

Fine trees in summer mountains are calm and soothing

Falling leaves in autumn mountains are dreary and lonely

Snow cover on winter mountains is cold and desolate

Seeing green smoke rises from mountains and streams one thinks of traveling,
Growing on the plain the fragrant grass wishes to shine!

The four seasons change like the wheel of heaven and earth,

The eight wildernesses remain still as the vast night travels down the

grand river!

In the twelfth lunar month of the Xinchou year, the situation of the
captives was unpredictable. I travelled to Linli, Xiuwu, in the Taihang
mountains, and found that the guard there had escaped. After that I went
to Changsha and visited the Eight Views of Xiaoxiang, but none of them
remained. The imperial court dismissed hundreds of officials. After that
I went to Zhejiang and then Guangdong. In the beginning of the Guimao
year, I went to Xiamen and then Chang’an. In such a big city, there was
only one person outside the palace selling sugar water. I asked him why
there was only him, he cried and said that during this pandemic, all his

neighbors were infected and became ill.

31

Every city in China that I traveled to was like this, people were hardly
seen and every family was in danger. I had no choice but to return to
Taihang in Linld. In Honggu Mountain, I observed heaven and earth
alone, they all looked like weeping. The mountains had different

expressions, and the water looked like joy and sorrow.

From that moment I realized that life is like mist and lightening, the
world is like a dream within a dream within a dream. Only the landscape,
poetry and literature are the foundation of all phenomena. The man with
the highest level of moral cultivation is able to conform to the rules of
nature and therefore forget about himself. The man with extraordinary
level of self cultivation does not care about worldly success. The man with
the greatest mind does not care about prestige or popularity. So I founded
the Lotus dynasty. And the Temple of Hua was hidden in deep mountains,
unknown to the world. Chaos has no eyes, but it is the spirit of the world.
The way Hua rules her country is the beauty of chaos. Landscape and all
beings, appeared from then on, and became all things in the world. On
Hua’s stele, there is the map of the waters on earth, and the chart of stars

in the sky, which are the fundamental elements of a country.
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On Top of Mount Jieshi ZRInt&HA,
Ink on silk 284K 2=
38.5x181.5cm

(BY417)

2019-2023

4
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Artist inscription:

The spirit of a true mountain is with a divine appearance, the form of the
grand vision is luxuriant. The mists of the four seasons are different, clouds
and fog from the eight directions faraway are clear sky blue. Upon the birth
of heaven and earth, the mountain saw their will but did nothing. When the
wind and the rain both came, water understood the beginning and end of
their forces but said nothing. Drifting in the vast ocean I wish we will never
encounter, cloudy or clear, from a distance you can tell. The deep valley is
spiritless and obscure, seeing its trace, the heron flies above it but without a
place to stop. Distance is shown through the arrangement of trees, depth of
water is perceived through cascading streams. Riding on the freedom and

ease of the immortals, I will travel around and dwell in the clouds. Yi
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Autumn Mountain Waiting for Ferry FXLLFE, 2019-2023
Ink on silk 2847k 28
42.5x 176 cm

(BY416)
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Artist inscription:

In autumn, the shape of the mountain changes from time to time as one
walks around step by step. Leaves on the autumn mountains are falling and
people are feeling cold. The dwelling of the recluse, faces the mountain of
the southeast. Crossing the river in autumn while everything is covered
with white dew, thinking about the blue bird that is deeply hidden, the
lake is green and colorless, fragrant flowers and grass are criss-crossing. The
mountain is bright and refreshing as a whole, the water from underground
is deep. A thousand miles away, the sun and the moon is dimly bright,
approaching the dim sky. The gentleman’s behavior is noble, and his ambition
is built in the changing world. Branches and vines lead to springs to explore
the profound and mysterious, time is far away and eternal, changing and

moving the grand wilderness. Written by Bingyi
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Lofty Record of Forests and Streams MRS,
Ink on silk 28K 2=

39.5x 181 cm

(BY411)

2019-2023
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Wind in Pines Among a Myriad Valleys /38X,
Ink on silk 28Kk

39.5 x 182.5 cm

(BY413)

2019-2023
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THE EYES OF CHAOS

In the main gallery on the first floor, one then encounters a monumental
ink-monochrome landscape painting installation entitled The Eyes of Chaos.
Created during Bingyi the artist’s 2020-2023 research trips to the Taihang
Mountains in Northern China’s Eastern Yellow-River Loess. The installation
is modeled on Northern Song temple architecture and Bingyi imagines her
Taihang series landscapes as the architectural paintings in the Temple of the
Matriarch of Painting. The birthplace of Fan Kuan (c. 960 - c. 1030), Guo

Xi (c. 1020 - c. 1090), and Li Tang (c. 1050 - 1130) —— three ink painters of
the Song Dynasty (960 - 1279) who defined monumental landscape painting
practice, the Taihang Mountains are both the historical and spiritual
birthplace of the Chinese landscape painting tradition .

The central masterwork of Bingyi’s Taihang series is the four-panel
masterwork The Eyes of Chaos: Dharma, 2021-2022, flanked on one side by
Taihang Rhapsody, 2022-2023, a truly monumental and immersive eight-
panel work 3.7 meters high and 12 meters wide, on the other side by single
panel landscape compositions inspired by the real Taihang landscape ——
as in Secluded Forest in Flying Waterfalls B’ €% & —— and by ancient
masterworks lost to history —— as in Cold Mountains in Dancing Snow % |1|

Y=,

From a distance, Bingyi’s Taihang landscapes exhibit all of the qualities of
solid form, spatial depth and resonant space that one expects in a traditional
landscape. However, seen up close, all of Bingyi’s forms dissolve into
formless and chaotic, fluid movement. In her approach to landscape, she
returns not to the Northern Song but to the Five Dynasties Period (907 - 960)

specifically to Jing Hao (c. 855 - 915). In his seminal text the Bifaji or “Notes
of Brushwork”, Jing Hao challenges the artist to transmit the character and
movement of universal gi energy in nature through the vital gi energy of the
artist’s mind and body to the aesthetic gi energy of the painting through the
spontaneous use of brush and ink. For Jing Hao, the brush must move freely
and naturally and ink, when applied properly, should make any trace of
brushwork imperceptible.

B Z AR

EER—ENEIRT, WEBEIERKELKEEFR (BEZR) —
& 2020 FE 2023 FAEEARIBATT LMK RIS Z IREA B & 2 IS P elfE
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BEfFEREHE "BoR TREASLE. KITWKEZEHPELKERD
REZUEERENZAR, HPEEZSAHRALK=ZRR: BXE (950-
1032) | 3BEE (£91020-£91090) z=E (1066-1150) , IEXT
JEREBILKERES S K. Fitb, ANfTWLRKAEREILKEE SRS
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Taihang Rhapsody X{T7MH, 2022-2023
Ink on paper kA K s

371.5 X 1129.5 cm

(BY402)
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Eyes of Chaos: Dharma JE 2 iR: AEE,

Ink on paper KAIKz=
362.5 X 573.5 cm
(BY431)

2022
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Chaos Opens ;B #]FF,

Ink on paper kA Kz
356 X 142.5 cm
(BY384)

2022

Eyes of Chaos: A Glance Back ;2 fR: [GIf&, 2022
Ink on paper K&K z=

362.5 X 142.5 cm

(BY381)
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Cold Mountains in Dancing Snow 2| ¥E &, 2021-2023

Ink on paper XAk
361.5 X 142 cm
(BY400)

Deep Forest and Lofty Mountains #A[ES A E, 2021-2023
Ink on paper K&K z=

361.5 X 142.5 cm

(BY399)
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Journey to the Snowy Mountain E 19T, 2019-2023

Ink on paper kA Kz
361 X 142 cm
(BY410)

Secluded Forest in Flying Waterfalls H#4#A ¢&E], 2021-2023
Ink on paper K&K z=

361.5 X 142 cm

(BY401)
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Trees by Hua #EKE], 2022

Ink on paper kA /K s
361.5 X 142 cm
(BY389)

Pines in Deep Mountains JRFAE], 2019-2023
Ink on paper kA 7K =

360.5 X 140.5 cm

(BY409)
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HUA’S STUDY AND MEDITATION ROOM

Off of the main corridor, one will find Hua’s study where Bingyi has
installed a gold screen painting of the site in the Taihang Mountains where
Hua’s Temple was hidden. On the walls of Hua’s Study, Bingyi has hung
additional pages from the archaeological report on the discovery of Hua’s
Temple. Inside Hua’s Study, one then encounters her darkened Meditation
Room where one will find her most refined, fine-line baimiao Landscape
Fairy paintings, her poetry-inspired fine monochrome landscapes on silk and
her monumental Tea Sutra —— a philosophical meditation on the creation

of the universe as experienced in a single sip of tea.

BT BESESTHRE

BR—EEBRMNEEZES BE, KEEEFZ2NT—EEERFNX, FrEE
BESBRENTRAMNEL, BERE LRSS HRKERENEMLIG
FEEAIEM AR B, HPRENZKEUFARE, DRSS
BHBmBOAPMEERN R BERLIKIER (WXAY) . UKERER (5
2) —XTFHZBMNWIES S B EE—BEREIRZ .,
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Map of the Sacred Mountain (EIE) —FH#E, 2019-2023
Mixed material on ancient Japanese Screen ZR&#M ¥, HAHFENX
158 X 263.5 cm

(BY432)
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Tea Sutra 7% , 2017-2022
Ink on paper KAk ==
33.5 X 1550 cm

(BY437)
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Mountain and Water as Rocks LL|7K#0fA, 2019-2023
Ink on silk 284K 2=

26.5x 138.5 cm

(BY436)



Artist inscription:

The mountain and the water are like rocks, in the realm of glazed glass, the
stones are black crystals, the mountains can be seen in black, crystals are
the myriad of all things, and it looks even more like it when viewed from a
distance. The clouds are just beginning to bloom. The mountain is without
its mist, and the water without its trace. There is ink without brush, and
there are traces without methods. This is the real mountains and real water

without tangible forms.

I painted the four realms of landscapes, each realm is like a mirror, reflecting
the sparkling crystals, the form of the universe tends to flow far away,

then circle back as black lights. Wanting to fish, the deep valley just began
to descend, the brush left this trace, to connect the spiritual thoughts of a

thousand miles.

Travelling deep in the mountains, sitting towards the rising water. The north
and the south are all green and clear, the birds fly back once in a month.
Visiting the stone path with a walking stick, and leaving the Zhoushan

mountain several times. Bingyi
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Mountain and Water as Encounters LLIZKZ0#K, 2019-2023
Ink on silk 28K 2=

27.5X141.5cm

(BY434)
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Artist inscription:

The mountain and the water are like forests, and they are the spirit of the
four realms. The forest along the ancient Pingshui river, surrounded by
towering peaks and mountain ranges. The shadow of the wind is soaked in
cold water. The waterfall flies into the air, rushing down and striking the
rocks. The water mist drifting in the wind across the mouth of the valley,
and the forest appears on top of the cascading streams. The mountain at dusk
is full of mist. The tree has two pines, three trees and four osmanthus trees,
five trees and six pines, gnarled trees, ancient trees and old trees, all hanging
along the riverbank and the cliff. There is snow on the top of the peaks,
dancing on the bamboo leaves. The wind from the west is extremely moist.
Drunk in the Pine Pavilion, seeing the two mountains connected together,
there are trees of rain and snow, trees of river and of the clouds. Strange
rocks on autumn rivers, the smartweed flowers on the river, and the delicacy
of the reeds, they can dance in the wind. Clear spring rocks in the empty
mountains, floating mist of the dawn is green, sometimes joined together
and sometimes apart, sometimes gathered and sometimes scattered, changing

indefinitely. Written by Bingyi
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Mountain and Water as Clouds LLI7K40 7z, 2023
Ink on silk 28Kk

26.5 X 133.5 cm

(BY435)
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Artist inscription:

The mountain and the water are like clouds, cotton or fabrics. The shape of
the mountain changes from time to time as one walks around step by step.
Drizzling rain in spring mountains is mesmerizing, fine trees in summer
mountains are calm and soothing, falling leaves in autumn mountains are
dreary and lonely, snow cover on winter mountains is cold and desolate. The
dwelling of the recluse, faces the mountain of the southeast. The mountains
have many strange peaks, that reach beyond the sky. The rain falls from the
seam of the sky, and the waterfall of a thousand feet falls into the clouds.
Crossing the river in autumn while everything is covered with white dew,

the sky in winter is stretched with thick clouds again. Written by Bingyi
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Mountain and Water as Winds LLIZKZ[X, 2019-2023
Ink on silk 28AR/K 2=

27.5X 134.5 cm

(BY439)
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Landscape Fairies LLI7K/3%), 2019-2022
Ink on paper KA 7K =

34X 34cm/p

(BY420-429)
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DREAM WITHIN A DREAM WITHIN A DREAM

Bingyi’s narrative continues on the third floor in Hua’s Chamber of Dreams.
In this space, Bingyi has installed Dream within a Dream within a Dream

—— a trove of paintings and texts by Hua herself recovered by Bingyi, the
archaeologist, at the site of the Temple of the Matriarch of Painting. In the
Dream Within a Dream Within a Dream scrolls, the Matriarch of Painting
creates an exquisite literary, conceptual and architectural complex that
reimagines the space-time relationship between various literary traditions
over the past two thousand years. Each of the scrolls is a magical allegory
drawn from an ancient text. Each scroll starts with a historical remnant

or reminiscence, then unfolds into the main narrative scene, and finally
completes itself with a final image or poem written in one of the Matriarch’s

distinctive antique calligraphic styles.

THERY

KRR TEFAVENNEEER=_ENEBSTRIPRERFT. TRYED
THGRE (BHREHE) R, EH-RINEGENXFIEREAR, MXLLE
BXFEHE & XUEFLFZF, FEFHZFKRERTREN
BoBAE. ZRIINFED, BOIET —THXZE. BRNERFAHRDN
BEMEXRMER, EFMRBTRTFRERXZERZANNEXR. &
—IBFEMEINHEAXFIEHPH— P, F—EHEU—IHEEDHKO
12AFiR, HMEFENEHR, REVU-TEGRE—8UERFNS
FHESHMOFRIENEE,



Dream of South Branch F#i]—2%F, 2019-2023
Ink on silk 28K 2=

30.5x 231 cm

(BY403)
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Artist inscription:

s oM R A W o 2 5o % B R TR O R K 7
R 2o AR Mmoo TR kB x kE WL T b4
Native of Dongping, Chun Yufen used to be rich and successful. He once the source of the dream in reality, you will find that it was just a south F * g 73 %:E 2 e /%;i ' E § 7 N i—%\ FAF = % IS F,L %3; ‘
served in the Huainan army but had been dismissed because he offended branch. % *ék f;i % [ Ujg % (L LU JliflL g% ﬁ % 7}% ﬁg ;ﬁi }% I
7 | ’ ! 7N ° 3¢ PN 7 1 5 ’
his general. Disgruntled, he became an alcoholic. There was a big pagoda It = j? WoomE [Z1.7 3 4 ﬁﬁ A - T R X W % 2
: - ’ - inting, while painti s by oo £ It 5 % - % g 2z K owm o, oo
tree to the south of Chun’s house where he often drank with his friends. I often ask, what is a dream? Poetry is formless painting, while painting i Y m & z 2 o it . Z 5 u kO 2\ i
{ = = ° ° o =
is poetry with visible forms. Poetry, writings and paintings, they are all % ¥ ﬁj‘: ;#g J WA o/ W N o B ok }é% Lz
(=4 A s > —‘ i - ° > TEN
One day he was drinking again under the pagoda tree and became heavily formless. What makes the south branch touching is that the painting I E/f g% sz & Eué W é% % % % ﬁ %% B i % %
drunk. Two of his friends carried him inside to sleep. In a half-asleep makes you feel like traveling in a fairyland. Sitting quietly, you feel the ° 7 {gi I 2;: R 1} a2 Zz EET- B q; g L
state, Chun Yufen saw two messengers dressed in purple garments came to dream of the south branch, realizing the formlessness of all beings, and ﬁ i{?‘ % § %[ % )% /,\ ]KJ:E = ‘g: ? 1};{ N % g
his house and took him on a small carriage heading to the hollow under the transience of time and the human world. The vastness of the universe Z HFOH g | SO S 7 S L S U N % A
o . , (= H &% £ = M - A Hop Moo
the pagoda tree. He then lived in the kingdom under the tree for more is all but a dream. R i W & F 1 om 7 T i " ¥ R
than twenty years, almost feeling like an entire life, until he realized that S | iF Koo HE e % A ?ﬁ % »AF
: : : o : o : m > g : SIS VRS /R - S /S BT 24
all these were just a dream he had while sleeping. Written in the first year of the Lotus dynasty by Bingyi at the mansion of O OE Y — i - R = o g AT
Ruyi. oo o B S S I SRR TR

A dream is like fragrance that draws people into it. You lost the sense of

time while in the mountain or a cave. When you wake up and search for
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Dream of a Swaying Lingzhi R ZJHIEX,
Ink on silk 28K 2=

34.5 X 264.5 cm

(BY415)

2019-2023
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Artist inscription:

In ancient times there was a kind of lingzhi, Hidden in deep mountains, G2 s PR 1) A /(1 B S = SO ( | B 4 M B o X T E B
7 WoodE W h IS > T :

which can sway by itself without wind, the magical plant lingzhi grows, %% :IU[JZ % % % % % A g;% %% % i * ;%r %\i zE Jé‘ E X
Its stem as thick as a finger, The place looks like a fairyland, 7/ (1T 5 R mo % E A 12: il woow 2 W T ORE i%

. : 2L I ) AN (A R N (=R -
and its leaves resembles that of the amaranth, and every step leaves a fairy track, s R , s s R s s )
Its roots with the shape of a funnel, The immortals drink tea,
They were scattered around, far from each other, and travel through the mountains and waters,
It grows in high mountains, The melody of the fairyland is like the music of joy,
If you eat it, you will become immortal. The place is like the cave of the immortals beyond the human world.

The pride of the osmanthus is fading, . . , .

| o ? ° e | - SO ST TR N
Hesitate to play with the lingzhi plant, While the exquisiteness of the lingzhi reaches its best, U S N e | A Ol
Stopped to reach for the osmanthus, The trace of heaven and earth, ?—% % ,ﬂj %E: % ?:E'; %%E\ 1%% %E % % g %

= g N Z. Z) FH,
While the osmanthus seemed domineering, Not to be discovered by ordinary human beings, ° ’ ’ ’ ’ ’ E T ’ ° ’ ’
S

the lingzhi was exquisite and lovely,

Like a dragon then like a horse,

Turning into a pavilion and then a palace,

Out of nine splendors emerges the purple canopy,
Six delicate flowers lead to the recluse,

The immortal of the north Mount Cangshan,

Swaying by itself without wind.

Under the roof of the grand palace,

People of extraordinary talents come and go,
as if beyond the mundane world,

Only the swaying lingzhi,

Makes you think there is wind when there is not.

5
b
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Golden Millet Dream #32—
Ink on silk 2847k 2&

31x 258 cm

(BY412)

#4
>,

2019-2023
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Artist inscription:

In the 7" year of Kaicheng, there was a young scholar named Ying, who
encountered a Daoist priest named Li Sheng while travelling in Handan.
Sheng told Ying that he would answer any requests he had. Having a poor
life, Ying wished for a good fortune. Sheng then gave him a pillow and
asked him to sleep on it. At that time, the owner of the inn was cooking

a pot of millet. Ying quickly fell asleep on the pillow and dreamed that

he married a beautiful and wealthy woman, succeeded in the imperial
examination, became a high-ranking official, had children, and enjoyed

a life of wealth and comfort. Upon waking up, he found that the pot of
millet was still cooking on the fire. Ying then realized that it was only a

dream. And priest Ld smiled and said that life is also just like a dream.

After experiencing the golden millet dream, Ying went to the mountains

and became a Daoist practitioner.

Writing is a formless dream. It started with the secret talk between Ying
and the Daoist priest. Ying said, “I've had a disorganized life, muddling

along all day, what comfort is there?”

Priest Lt said, “if this isn’t comfortable, then what is a comfortable life?”

Ying said, “the life of a scholar, should be about contribution and
achievement, becoming a government official and making the entire
family prosperous. Then he could be considered having a comfortable life.
I am now in the prime of my life, but still have to work hard in the fields,
won’t stop unless extremely tired. So I just sleep on my pillow, no matter
what I see in my dream, immortals, kings, or ghosts on a night march, just
stay calm, concentrated and silent. Even the thunder in my dream, cannot

disturb my sound sleep.

Written by Bingyi at the Lotus Palace
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Dream of a Pine Tree by Ding Gu T E%#a, 2019-2023
Ink on silk 284K 2=

31.5 X 248 cm

(BY414)
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Artist inscription:

Ding Gu was from the State of Wu during the Three Kingdoms period. in the vastness of the world. The tall and upright pine tree had nothing
When he was young, he dreamed about a pine tree growing on his belly, to rely on in the cold winter, and the green mountains were scattered, vk — 5 T ¥ Ok T T K Vif b= ZS i 5\ A [‘% = &
reaching the clouds. He then told people that the character for “pine forming its own shadows. Ding Gu dreamed about the pine tree, yearning % K ? %]\ }r;iz ;’r 3% ﬂ[% ﬁ:ﬁ i_ﬂg E = ?E ot }ﬁk X
N R - ? ° >= :
[#A]” is composed of the graphs for “eighteen [ 1+/\]” and “minister [ A ]”. for the green peak, while Zhang Dai was inspired with noble feelings at ¥+ FOEOK o 3B fﬁ A i N H :uﬁ; woE B A
3% be ) 7 ) s .
Eighteen years from now, perhaps I will become a minister. In the end, it the center of the lake. Integrity and righteousness are always found on gﬁ fi% o m g Lra\ i i i@ TR ?\ ] % {ﬁﬁk‘ % T’A
2 & N = o >
turned out just as he had dreamed. Ding Gu’s body is like the mountain lonely trees, birds that break away from the flock cannot survive in the JC 1) E;E wo E K K W 5 Fd T =
J g y y y i L (i3] < e R A v ‘
rocks born from the clouds, and from the rock emerges three pines, which vast desert. The group of eagles stand proudly on a single tree branch, the % ;K i{é ;‘E\ 3;’( iﬁA gk 5% % ? f% N %‘ ;:E [7;]7
=4 7z , N, S, P E 7 4 H\
then turns into plum blossoms that brings fragrance to all beings. frost touches the moon in the clouds as the dream gets deeper. S| ;ZED ﬁﬁ: 'Té S %k — i B £ % N
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Zhang Dai wrote about the snow of the West Lake. In the twelfth month Ding Gu slept on the water, while Zhang Dai got drunk surrounded by ) J i ?;1 IERLS g ;/ﬁ i ;u; i = o %
of the fifth year during the Chongzhen Reign, Dai went to the West Lake. the snow. They became the poem of all beings. Landscape is empty and %%% é [é] ﬁfi ,'% % ;T] : S - - ° i = E;E'i
It snowed for three days, and the lake was void of sounds from humans formless, and life is like a dream within a dream. Eighteen years passed E)Fl; T ?)é o ;ﬁ; [ I g ;J; H i j{ é
3 ! o ) )
and birds. He sculled a small boat and went alone to the Lake Center in the blink of an eye, as if real or illusory, like the light reflected by the 3‘@ o I A 53 R % B
Pavilion to see th . The sky, the clouds, th tains and irror. A BOE H O SRR I a0k
avilion to see the snow scenery:. .e sky, the clouds, the mour.1 ains an mirror 417 > W o i I\ J; & om -
the water were all merged together in one whole stretch of white. The i H W B R L. 7 {ﬁ W Vel /H\ i}
only shadow on the lake was left by the long embankment, a dot of the Written by Bingyi in the first year of the Lotus dynasty, inside the Lotus A = e ’ = o £ o

Lake Center Pavilion, a leaf of his boat, and two or three people inside Palace

the boat. All the other things disappeared into the snow like a mystery.

Ding Gu dreamed about pine trees growing from his belly and Zhang Dai

encountered his bosom friends in the pavilion. Everything disappeared
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Three Lives and Three Reincarnations =4 =1, 2019-2023
Ink on silk 28Kk

30 X 259 cm

(BY419)
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Dream of the Plum Blossom in Luofu & ;%%Hg,

Ink on silk 284Nk £&
30.5 X 239.2 cm
(BY418)

2019-2023
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Artist inscription:

JB HEE
In the middle of the kai yuan years of the Sui dynasty, Zhao Shixiong

moved to Luofu. On a cold evening, he was in a semiconscious state,
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half drunk and half awake, taking a rest in a hut next to a tavern in the
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pine forest, then he saw a beautiful woman in white dress, coming out of

b=t -
o
=

the house to greet him. After a while, a boy dressed in green came, sang

and danced happily, it was quite enjoyable. Shixiong was drunk and fell

K
=
=

asleep, feeling cold as if sleeping in the wind. After a long time, it was
almost sunrise, he woke up and found that he was under a big plum tree,

TS

the moon had already set and the stars long gone, making him very upset.
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Plum blossoms came to Luofu, heavy snow all over the mountains, a E 'JZ;LS
noble man lying under a plum tree, there came a beautiful lady, as if from O M JE
s M

a fairyland beyond the human world, green bamboos were having a quiet
dream, birds were chirping in the woods, everything became dark, only
a thin curl of green smoke accompanied the gentle whisper of the zither.

Written by Bingyi in the Lotus Capital
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The Peony Pavilion #1345, 2019-2023
Ink on silk 28Kk

30.5 X 277.5 cm

(BY441)



Artist inscription:

In the autumn of the Guimao year, I pained The Peony Pavilion. Reading
the story about Du Liniang at night, I was moved by her deep love that
transcends life and death, the lover may die for love, and in love the dead
may revive. All women are sentient, but are there any of them whose
love can rival that of Du? Searching in the other world after she died and
finally found the one she dreamed of and came back to life. People like

Du Liniang, aren’t they passionate lovers?

This is the only kind of deep love, love is unconscious, unaware that
dreams can be real, love that occurs in dreams, why is it not real? I will

paint it with a little bit of change.

From left to right, the young man in the middle of the cloudy rocks, is the
sage of wisdom. The one with eyes all over his body, is Liu Mengmei [Du
Liniang’s lover]. The tree stretches throughout the scene, transforms into

mountains, rocks, clouds, trees, as well as the overall atmosphere. The

woman sitting alone in the tree hole of the cloudy rocks is Du Liniang,
and the man in the mirror is Mengmei. The Zen master in the form of a
bird hiding in the tree is observing the human world, and the bat boy is

also looking at the scroll.

A riot of deep purple and bright red, what pity on the ruins they
overspread! Why does Heaven give us brilliant day and dazzling sight?

Whose house could boast of a sweeter delight?

Life and death in the human world, are all big dreams. Love once begun,
will never end. The things in the human world, cannot be understood
thoroughly by human beings. People without a comprehensive knowledge
of the past and the present, tend to figure things out through reasoning.
From a rational point of view, what happened to Du Liniang and Liu
Mengmei must not exist, but who knows that from an emotional point of

view it must exist?

It’s barely autumn now, and Beijing is already experiencing the coldness
of winter. The purple gate reveals the column in the front hall, the red
veranda is hidden behind tall trees. The Yandai street is diagonal and
the pond is blue, the Yinding bridge is straight and the willow leaves

are exquisite. Standing on the street with a concentrated mind, leaning
against the broken wall with a deep sigh. Listening to the sound of the
imperial bells and drums, and acquiring the breath of the heaven. Deep
caves hidden in the pine mountains, and calligraphic inscriptions in
cinnabar red are on the walls. Tracing the marks on the ancient wall, the
island is full of clouds. The ruins of Beijing, has been visited throughout
the ages. The exquisite palaces, have suffered from wild weeds along the
winding paths. Holding the three tips [san duan]’ and mastering the six
arts [liu yi]®, understanding the beauty and strength of calligraphy and

the meaning of the brush is made clear.

This painting is the last section of the Dream of the Glazed Glass. Writing
on the walls, the brush points to the autumn of the capital city, and its

meaning remains startling for thousands of years to come.

1, The term “san duan” or “three tips” refers to 1) the tip of the brush of the literati; 2) the
tip of the sword of a warrior; and 3) the tip of the tongue of an elocutionist.

2, The term “liu yi” or “six arts” refers to rites, music, archery, equestrianism, calligraphy,

and mathematics.
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Dream of Flowers under the Brush & Dream of a Bird by Luo Han E 4 + TS, 2019-2023
Ink on silk 28K 2=

38 X 252 cm

(BY439)
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Artist inscription:

Silence reigns everywhere, only the sound of the jade zither is vibrant
and rhythmic, play it again and again, the sound lingered on and on,
the moon and the wind amidst the pines are as fresh and clear as water,
the mind embraces the vastness of green. The crane cries across the sky
for its loneliness, the enchanting music delights the birds. There is an
inscription by Luo Han at the bottom of the running script, which says:
[Luo] had great ambitious since a young age. He used to sleep during the
day. In his dream, a five-colored bird flew into his mouth, the bird had
outstanding literary talents. Luo’s aunt Zhu said: the bird has literary
talents, so you can definitely write great articles. Since then, Luo Han
generated new thoughts and ideas everyday, and his writings embraced

the grandness of mountains and rivers like that of a landscape painting.

When he was young, Li Bai once dreamed of flowers grew from the
tip of his brush. Luo Han lied on the pine in the clouds, and dreamed

of the five-colored bird. The brush generates all beings, concealing

the mountains and hiding the waters, the great ones are changing and
transforming, with forms resemble that of the mountains, and traces
resemble that of the waters. A painting sees its meaning but does

nothing to reveal it, the traces of the brush, the scene of the mists in the
mountains, are the myriad of forms. The scene under the brush, is back to
pure ink that generates five colors, like on top of the peak in the morning,

with the poem as the bright sun.

Painting and calligraphy are like stars, the brush that generates the flower,
and the five-colored bird, already became the landscape of all beings. In
the painting there are numerous peaks and rivers, the river is running
with a striking force, and the water as clear as the moon, the peaks on top
of the mountains, are facing each other from north to south. There are
short pine trees near the peak, with gnarled trunks and exuberant leaves,
mountains and peaks up and down like a forest, deep in the mountains it

gets cold and desolate, the springs are roaring and wind blowing, streams

and rocks are getting quiet, climbed over several peaks, all along the
mountain roads, down the foot of the hills are winding valleys, upon
mountain ridges are steep cliffs, the weather cleared up after the rain, the
sound of springs and the views in the mountains, are constantly emerging
and changing. The beauty of azaleas against green bushes is mesmerizing,
making people forget about the tiredness of climbing, clouds are seen

everywhere on the peak, saying this we arrived at the stone beams.

The brush is the vessel that generates flowers, the bird is the body the
bears literary talents. The river is deep and quiet, the dream precedes the
writing, the five-colored bird received the divine spirit, and the dream
transformed into the poem of all phenomena. Free from worries and
embrace the world with peace and harmony, the mind is rhythmic and
the way is clear. The birds are singing and the stream is fragrant, winding
into the long river, the pine trees are chanting with rhymes. The spirit

of a true mountain is with a divine appearance, the form of gathered

phenomena is luxuriant. The mists of the four seasons are different, the
clouds from the eight extremes are sky blue. Upon the birth of heaven
and earth, mountain saw their will but did nothing. When the wind and
the rain both came, the beginning and the end of the water follow the
ups and downs of the mountains. Drifting in the vast ocean we never
encounter, the human world is all but a grand dream, and only the poetry

transcends the past and the present. Bingyi

205



207

206

ﬁﬁ@ﬁ,igﬁ%%%,;%ﬁﬁﬁgﬁ,ﬁﬂ
mMEX -~ T2 - SEEHK | £ -~ EBReE
HERT o (DR ITRGTRIN ~ T - QITHSE - Wl -
R < T -~ e XEKDREE o RE A - &
LXK~ RUTE X - IMEUD ~ SHREIIR - [E
HEHIRE -

ERHIAE ~ RIRENHHRD - rem-HIMNE -
RHERL » EWHRE ~ BIEY - ENKg - &
AL ~ ERE T - HIEY - EREKRBEKR -
KENR -~ RERNI - RIR&K © §FNEK ~ &
EEEHHE - Huld-HEF- - X RO

FIEHI ~ HRINE ~ HRNE ~ DRIKRVK -
EEHEES -~ XIS -~ EERm ~ T -
ERER ~ TRP[EL ~ WH-EE -~ BEOR -~
I - BTIRE ~ REER ~ MIOES - LR
e -~ SmEE-SAE ~ RIPEE - REKEIN ~ [ER IR
B~ KL - HWE - M IEER - <
RV ~ TEERHIN - ITZEREK

PR HDNEE » PRAENE  HREK - RRH
HNR - DT R B - RORIRENIE « PR
[ ~ I - SR - E<EIT - WOV -
BINEEER - BRNFCER - ERERED)
IR~ ZRIMEROHEE « K BHRHE - IREKIBE
R KEHMBE - $REENGETR - $OHE
KH RS - SRR« X8



208 209



210 y

Rhapsody on the Luo River Goddess /&K, 2019-2023
Ink on silk 284K 2=

31 x 265.5 cm

(BY440)
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Artist inscription:

Cao Zhi wrote the Rhapsody on the Luo River Goddess, it says:
I turned my back on the lowland and climbed the height;
My feet went forward but my soul remained behind
Thoughts taken up with the memory of her image,

I turned to look back, a heart full of despair.

Hoping that the spirit form might show itself again,

I embarked in a small boat to journey upstream,

Drifting over the long river, forgetting to return,

Wrapped in endless remembrances that made my longing greater
Night found me fretful, unable to sleep;

Heavy frosts soaked me until the break of day

I ordered the groom to ready the carriage,

Thinking to return to my eastern road,

But though I seized the reins and lifted up my whip,

I stayed lost in hesitation and could not break away:.

In his Records of Famous Paintings of All Dynasties, Zhang Yanyuan
includes a record of Gu Kaizhi, he comments: After viewing thousands

of paintings, you will find that only Gu Kaizhi are able to capture the
essence of the ancient masters. One will never get tired facing a painting
by Gu, it allows you to empty your thoughts and bear a concentrated
mind, to perceive and understand the subtlety of nature at a transcendent
level, forgetting both the physical world and the inner self, detached from
the constraint of form and consciousness. The body can be like a piece

of withered wood, and the heart can be like cold ashes, this is the way

to achieve the essence of the principle. The way of painting, the way of

literature, as well as the way of emotions, are all the same as this.

Cao Zhi, Gu Kaizhi and Zhang Yanyuan all read Zhuang Zi, and
understood its underlying principles: Nan-Guo Zi-Qi, sitting and leaning

on a small table, was looking up to the sky and sighed deeply as if he has

abandoned his body. Yan Cheng Zi-You, who was standing before him in
attendance, said: What is this? Can the body be made to become thus like
a withered wood, and the heart to become like dead ashes? The one who
at this moment is leaning against his table is not he who leaned against it
a while back. Zi-Qi said: Yan [Zi-You], you did well to ask such a question.
I had just now lost myself, did you know that?

Now that I painted the Rhapsody on the Luo River Goddess. Cao Zhi was
very affectionate when he was young, with deep and profound eyes,
though at a young age, his heart is like dead ashes, he said: such is my fate,
on the other side of the Luo river, I see that age is approaching, the Luo
river is cold and quiet. In his later years, Cao Zhi’s heart is like dead ashes,
then his body is like a piece of withered wood, only the high mountains
and flowing water accompanies him. The self-less heart is able to witness

the time of the formless. Cao Zhi and his concubine Mi, they are two

individuals, but form three entities, young and old, life and death, all end
up as a dream. Cao Zhi once wrote about Mi’s beauty, praising that she
is “as elegant as a startled swan and as graceful as a wandering dragon.”
Thus, this scroll opens with the scene of a wandering dragon hidden in

the water.

My dear friend Dan wrote the Rhapsody on the Luo River Goddess, it is

my favourite. Upon departure, the spirit of the Luo river was touched,
confused and hesitated. The divine light dispersed and combined,
flickered between yin and yang, this is the first appearance of the spirit of
the Luo river. Thus, the white crane is flying in the wind and concubine
Mi is without a concrete form, and this is the case with all kinds of

emotions in the world.
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HUA’S HALL OF MUSIC IBS KRB

In the final gallery, one encounters Hua’s Hall of Music where Bingyi ERE—TNET, UEBHNES R, KEEEP—EE E2W T A
has installed on one wall her Archaelogy of Sound paintings that capture T EE— T A AR Y R R NS E R R EA T IR
the intensive flows of matter and energy in the natural world and the _ — _

s ERET. 52ZANELNRATRIILABEREUENNRIEER,

frequencies or sounds at which they resonate, and on the facing wall her

Taihang Landscape paintings rendered now on an intimate scale. On the wall UFRE—EENR (SWURK) —BIEERE, HoULKE, 59050
in between, hangs the painting Mountain and Flowing Water —— part Sound FBEINEFHNRAERINME, BREERSMHA.

painting, part Landscape painting, it leads us to know the World and to know

our Self and Others through knowing sound.
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Sound of the Empty Valley &L E, 2021 Twin Waterfalls XURE], 2022
Ink on paper A7k 2 Ink on paper £EA7/KZE
135 X 67.5 cm 135 X 67 cm

(BY342) (BY356)
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Archaeology of Waves (6) JX1B4E (6), 2019

Wave Painting: Summons for a Recluse JEHH4R[E: #Ea+, 2019-2023
Ink on paper KAk S5 Ink on paper KA 7KSE
136 X 69 cm 179 X 90.5 cm
(BY322)

(BY404)
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Dragon Pines in Lonely Valley JEiRHAARE], 2022 White Clouds and Dark Beasts H=&41, 2021
Ink on paper 4KA/KSE Ink on paper KA 7KSE
135 X 66.5 cm 134.6 X 67 cm

(BY395) (BY341)
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Wave Painting: The Immortal Land JETB4R1E]: flIfF, 2019

Wave Painting: Heavenly Journey ;EMH4RE: Jf#lll, 2019
Ink on Paper FEAs7K 2 Ink on Paper A7k 25

136.5 X 67.5 cm 136 X 67 cm
(BY326(2))

(BY326(1))
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Wave Painting: Peach Blossom Spring JE1H4RIE: #IEIR, 2019

Wave Painting: Chrysanthemums JEH4RIE: %, 2019-2023
Ink on Paper XAk Ink on paper A 7KE

136.5 X 67.5 cm

137 X 69 cm
(BY325(2))

(BY406)
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Wave Painting: Spring in Peach Blossom Cascade JE1H4zH: HETEE, 2019

Wave Painting: Bamboo JE1H4zH: 17, 2019-2023
Ink on Paper KAk S5 Ink on paper KA 7KSE
136 X 67 cm 137 X 69 cm
(BY325(1)

(BY407)
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Wave Painting: Peony JEHB4:H: 47T,
Ink on paper kA Kz

137.5 X 68.5 cm

(BY408)

2019-2023

Mountain and Flowing Water & LUK, 2019-2023
Ink on paper KAk s

95.5 X 179.5 cm

(BY405)
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SEEKING THE TRUTH OF CHAOS

Gao Minglu
Translated by Tina Liu

Today, discourse surrounding art and culture fundamentally engages with the
comprehension of global changes, which requires a shift of perspectives. We
as practitioners in the fields of art history and cultural studies must uncover
diverse modes of thinking and epistemological perspectives to scrutinize the
developmental trajectory of history and future directions of contemporary
art and culture. Hence, the focus of my research is how to discuss art history
and artworks taking into consideration both the emergence and development
of artistic phenomena and the changes in epistemological perspectives across
different periods; and at the same time, to examine the value of contemporary

art and the direction of its future development from this perspective.

For instance, when we look at ancient Chinese art, a prevalent viewpoint is
to construe these artifacts as the spiritual essence of Confucianism, Daoism,
and Zen Buddhism, or delve into the materialization process of aesthetics
from the perspective of brush and ink techniques. These two viewpoints,
however, fundamentally originate from a dualism of spirituality and
materiality, significantly influenced by Western dualistic paradigms since
the 20th century. In fact, Chinese art and culture embody a strong non-
dualistic tendency characterized by neutralizing and intermediary factors.
For example, in the early civilizations that revolved around the origin of
written language, characters, calligraphy, and images are intermediary factors.
They are both medium and identity, as well as the profound spirituality

of “the utmost of literature,” which is distinctively Chinese. I have long

been focusing on the discovery of cultural constituents and cognitive
modalities with multifaceted interactions, reciprocal coexistence, and
mutual representations that are able to break the dualism of spirituality and
materiality. This thematic undercurrent permeates my oeuvre, including
seminal works such as the synthetic theory of Yi Pai, Theory of Western Art
History, Contemporary Chinese Art History, as well as numerous articles and art
reviews, all orchestrated to delineate a coherent epistemological standpoint

and methodological approach.

Bingyi’s selection of “Eye of Chaos” as the title for her exhibition
demonstrates a keen thematic alignment. Firstly, the placement of the
artwork within the East Asian Gallery of the Philadelphia Museum of

Art, amidst ancient architectural marvels and ceramics, creates a cohesive
and visually harmonious environment. Secondly, the overall effect and
fundamental concept are exceptionally well-delivered, seamlessly blending
the ancient with the contemporary, at the same time enabling a cross-
referencing process between the two epochs. Though ink, as a medium,

is traditional, it now has a distinctly contemporary perspective, serving

as a continuum and development of the past, thereby enabling a dynamic
interplay between the past and the present. Thirdly, in terms of the
artwork itself, from the Yi Pai theory’s perspective, or more specifically the

maximalism perspective, it fits well into such a framework.
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In terms of scale, it evokes the majestic style of Northern Song landscape
paintings. Evidently, we find in Bingyi’s works the overall sense of grandeur
and visual impact characteristic of Northern Song paintings. However,
disparities arise in the specific ways through which this grand sense of
wholeness is articulated and how to guide the viewer to perceive the overall
composition. These nuanced distinctions aptly reflect Bingyi’s relentless

pursuit of a contemporary perspective.

What is this contemporary perspective then? Rather than defining it
conceptually, a more illuminating approach is to reconstruct the creative
process itself. Consider, for instance, Fan Kuan’s iconic masterpiece Travelers
Among Mountains and Streams, the overall composition is harmonious, with
the main peak in the center surrounded by side mountains, seamlessly

meld with the foreground, engendering a unified pictorial narrative. The
painting is full of intricate details and meticulous brushwork, yet, they do
not hinder the cohesive unity between the whole and the parts. We cannot
imagine how many textured strokes and brushwork the artist applied, the
process is unreconstructible, only to be perceived or experienced. Yet, these
perceptions and experience are subdued by the holistic coherence of the
overall composition. Whether viewed in close proximity or from a distance,
this enduring relationship persists—an eternal continuum that envelops the

process within the sublime majesty of the landscape.

Bingyi’s artworks also exude a sense of grandeur, yet her approach and
creative process differ in several respects from traditional monumental
landscape paintings. Notably, she focuses on providing a more nuanced
presentation of the creative process to her audience by enlarging certain

parts of the entire composition in great detail. Viewers are drawn to the

intricacies of these details, textured strokes, and ink washes. We are able to
experience how she channels her feelings into the process of artistic creation
through her techniques. Thus, details are important, yet it leads to another
important relationship—how the part unfolds itself or gradually blends

into the overall composition. Unlike traditional compositions featuring
prominent main and side mountains complemented by a foreground—a
visually intuitive sense of unity—the visual unity in Bingyi’s paintings does
not rely on composition only, rather, it unfolds gradually through guiding the
viewer from one detailed part to another within the painting. This engenders
a perception that each part seamlessly contributes to the entirety of the
composition. Ultimately, the viewer’s viewing experience culminates in a
holistic perception devoid of a reliance on pictorial compositions. Rather,

it traces the imprints left by the artist’s mental images on the painting, and
this repetetive trajectory forms a characteristic feature of what I call the

< . . »
maximalism”.

Maximalism eschews the practice of a one-off infusion of emotion and
connotation into brushwork, without the impetus of “a gifted brush
generates flowers” driven by an impulsive burst of personality and passion.
Instead, it remains steadfast in the ongoing process of repeated “narrative”.
This perspective rejects the obsession with brushwork or the idea of a
“permanent presence of individuality within brushwork”—an outlook
characteristically contemporary. This contemporary perspective is no

longer obsessed with an overarching sense of compositional unity, rather,

it must capture the wholeness inherent in the artist’s mind throughout the
painting process. Whether for the artist or the viewer, it represents a “holistic

perception” formed through the process of experiencing and understanding.

This concept of “holistic perception” differs from the notion of “meaning
verification” or “injecting meaning” into an artwork all at once. It seemingly
embodies a quality of dispersal and overflow of meaning akin to the
popular concept of deconstruction in contemporary discourse. However,
it does not align precisely with deconstruction but rather represents a
form of construction that requires delving into the pictorial surface and
inject or conceal meanings into its deeper layers. Some may interpret this
holistic sensation through the concept of “abstraction”, yet I argue that
Bingyi’s paintings are beyond abstraction. From the perspective of Yi Pai,
these works with characteristics of maximalism should be termed “mutual
representation,” that is, objects and self-representation, concreteness and

abstraction, mind and state, etc., which all serve as pairs of mutual referents.

Underpinning this discussion is a broader issue—the notion of “perception”
introduced earlier. From an epistemological perspective, a painting’s
representation of the world as perceived by humans typically stems from two
main starting points: one seeks the verification of the “truth,” while the other

involves the perception of the “truth.”

I argue that contemporary art in post-pandemic era will witness a resurgence
of the epistemology of “perception”. Why so? For the past three hundred
years since the 18th century, we have been deeply influenced by European
Enlightenment epistemology, including humanism, historicism, and
speculative metaphysics—all aimed at seeking meaning in the world and

in human existence. The subjectivity theory of Enlightenment speculative
philosophy has had a profound and enduring impact, not only in the Western
world but also in China. Therefore, whenever we encounter a problem or

facing an artwork or a novel, all these “texts” produced by humans are subject
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to scrutiny regarding their meaning.

In China, one or two centuries ago, “meaning verification” is almost an
unreasonable inquiry. Consider this: if you were to ask Dong Qichang the
significance of Ni Zan’s landscape paintings, Dong Qichang would never
answer such a question. Because first, it cannot be considered a question,
and second, it has no answer. Verifying the meaning of an artwork is not

a preoccupation among ancient Chinese intellectuals. Hence, Western art
historians do not consider Dong Qichang an art historian or critic but rather
a mere connoisseur. This highlights a fundamental discrepancy between

the two artistic discourses. Ancient artists like Dong strive to recapture the
essence and process of painting and calligraphy by their precedent masters.
Their focus lay in reproducing the process, the aesthetic pleasures, the
richness of brushwork, and individual taste of painting. When they discuss
personality, sentiment, taste, and even morality, these facets all emanate
from distinct processes and contexts—what we referred to as “perception,” a

process of reconstructing perception through perception.

Yet, the notion of “perception” holds not only paramount importance
in traditional Chinese culture but also served as the primary mode of

epistemology in the West prior to the Enlightenment.

Think about ancient totems, divination rituals, and sacrificial ceremonies—
are they not exemplars of perceptional civilization with the participation of
human activity? Chinese bronze inscriptions, stone carvings on Mount Tai,
and the subsequent literati philosophies like the exhaustion of rationality,
the solitary reflections, and unfettered seclusion—all embody a “perceptional”

thinking. The Book of Changes epitomizes the essence of this notion.
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Perception serves as an epistemological method that is mediated by the body
(no distinction is made between the mind and the body, or the individual and
ethnic groups) and relies on non-human or superhuman powers (divinities).
“Divine revelation” transcends mere superstition, representing instead

a harmonious resonance among divinities, humans, and nature. In the
Western context, up until the advent of the Enlightenment, “perception”
remained a primary avenue for apprehending the world. Subsequently, the
Enlightenment era witnessed the compartmentalization of science, religion,
and culture into distinct disciplines, which then lead to the emergence

of epistemology predicated on the dichotomy between subjectivity and
objectivity, seeking the ultimate meanings of things, life, and existence in a
logical way and from a scientific perspective. The Enlightenment bestowed
the right of “divine revelation” upon humans, turning it into a rationalized

“human revelation”—humanism.

In my opinion, Western postmodern criticism of Enlightenment humanism
actually stems from a profound disillusionment and skepticism concerning
human subjectivity. However, various contemporary theories, including
artistic creation, still draw upon explicit anthropocentric perspectives, but
shifting from universal humanism towards geographical and individualistic
humanism. Consequently, we witness the rise of pragmatic political cultures
centered around geopolitical interests. The myriad crises of recent years—the
9/11 attacks, financial crisis, the COVID-19 pandemic, the Russia-Ukraine
war, and even conflicts of civilizations—can be traced back to the disruption
of global relations caused by this obsession with “human subjectivity.”
Therefore, we need to rediscover the philosophy of perception and its

cultural epistemology that reveres nature, the divine, and the Other.

Turning to Bingyi’s artistic oeuvre, I feel that her creative methodology
closely aligns with the contemporary viewpoint of “process perception.” Her
advocacy for “pure art,” in my interpretation, represents her attempt to break
away from the conventional rhetoric that has been regarded as the norm, or
to depart from the mainstream discourse of “meaning verification” prevalent

in contemporary cultural politics.

Bingyi’s Eye of Chaos: Dharma poignantly reflects her apprehensions about
contemporary culture, using ancient motifs of nirvana to reveal the crisis of
humanity in contemporary society. Over the past half-century, contemporary
art has witnessed an excessive integration of practical political concerns

into artistic creation and art criticism. The fundamental reason behind

this phenomenon, as I previously suggested, lies in the prevailing ethos

of “meaning verification.” This approach certainly carries merit, as it can
advocate certain social values and moral standards through such verification
if utilized positively. However, if used excessively, it will become pervasive,
forming a situation where everyone just follow the herd. Thus, there is an
imperative to break free from this cycle. In this light, Bingyi’s work stands as

a testament to contemporaneity.

The theory of Yi Pai pertains to the reflection on the epistemology of art.

In the post-pandemic era, it represents a departure from old perspectives

on global relations. Even if we cannot entirely break away from these
perspectives, we must endeavor to find ways to transcend them. However,
mere metaphysical impulses toward transcendence or obstinate adherence
to one single direction are still inadequate. The best transcendence lies in
achieving synthesis. What is synthesis? It means realizing that nothing exists

in isolation, whether on a cosmic scale or zooming in on various elements

in the art world. We must acknowledge that in this world, whether it is
between civilizations, or between different cultures like Confucianism,
Islam, or Christianity, their relationship should be co-exsisting, interactive
and interdependence rather than conflicting. Even on the level of material
production, a painting, for instance, requires physical materials, a certain
amount of intentional investment, and something you feel—context.
During the process of artistic creation, all these factors are interwoven;
none can be singled out as the ultimate factor. Whether on the level of
civilization, materiality or cultural production, we are all integrated into
such a comprehensive relationship—heaven, earth, and humans in one, or
humans, objects, and circumstances in one. The epistemology of perception
emphasizes more on this oneness relationship and actively engages in the
process of experiencing it. In the 21st century, only such an epistemology
can rescue the world with increasing conflicts, as well as the art and culture
that have been hijacked by pragmatic politics. Human nature is inherently
transcendent, and as a mode of thinking inherent to human nature, art should

likewise be transcendent.

Recognizing the principle of oneness is not enough; there must be a
breakthrough. What is this breakthrough? It is essentially about anticipating
and addressing a problem with concerted effort. This world is shaped by

the entanglement and involvement of multiple factors. For instance, the art
world, according to Zhang Yanyuan from the Tang Dynasty, involves the
interaction between i or reason, shi or cognition, and xing or form. Within
this interaction, there inevitably exists points of convergence, varying in size
and constantly moving. It is not a static, fixed area but rather a interactive
state characterized by constant intertwining, fusion, and separation—a

process itself—during which certain deficiencies in discrepancy will occur.

Therefore, the theory of Yi Pai argues that it is precisely because each of them
(1i, shi and xing) possesses such inherent deficiencies that they are able to
interact with each other, since each part requires complementation from the
others. Hence, the Yi Pai theory does not view “discrepancy” as the nature of
all beings and the universe; rather, it is merely a superficial phenomenon—
there are as many discrepancies as there are things in the world. The essence
of the world and its myriad beings lies in “deficiency,” without which the

world and all its beings would not exist.

From this point of view, good art never pursues “perfection”; rather, it is
precisely because it possesses this inherent deficiency that it is able to achieve
perfection. This is evident in many aspects of ancient Chinese art and culture,
such as the notion of “clumsiness rather than skillfulness”, “dirty rather than
pure”, or “not to seek formal resemblance”, etc., which all acknowlege the
value of deficiency. As deficiency leads to interaction, when we recognize
deficiency, we recognize and understand interaction; and within interaction
arises many other denotations such as displacement. Furthermore, is this
displacement merely an ungraspable state? To answer this question, I propose
a core mode of thinking and methodology in the Yi Pai theory, which I call
the “being of non-being.” In the process of interaction, the overlap of several
components gives rise to new boundaries, which remain in constant motion.
However, we have a relatively stable area of intersecting overlap after all. This
area may seem inconsequential to the epistemology of “meaning verification”
because it is uncertain, unable to identify what is “being.” However, for Yi
Pai, it is an essential cognitive element. It is not the absolute “being” as seen
through the lens of “meaning verification” but rather a “non-being” within
the process of perception. The Yi Pai theory believes that only by identifying

this “non-being” can we approach the “being” during the process presented
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by “non-being”. This is the principle of what I call the “being of non-being,”
which is not a definite meaning but rather a presentation of changing

relationships—a core perspective of the Yi Pai theory.

Therefore, to answer what the “purity” of art is, we must first understand the
complexity of the relationship between things, rather than simply assigning
to them a clear black-and-white “identity”. Indeed, good art and artistic
interpretation sometimes deliberately render something as not something,
realizing the fact that everything, including those expressed in art, exists in a
complex relationship in the first place. Ancient people used the term “chaos”
to explain it, in my view, perhaps to avoid an explicit verification. Hence,
they advocated that “the meaning lies beyond the words” and “the words do
not fully convey the meaning”. Additionally, chaos serves another function: it
allows us to avoid the direct one-to-one connection between things, as well
as between linguistic expressions and the things being expressed, which is
the symmetry of logic in meaning verification. Instead, we need to employ
asymmetrical metaphors. Consider how the Book of Changes elucidates
hexagrams—in the descriptions of all sixty-four hexagrams, natural objects
and social phenomena such as mountains, water, clouds, and trees are used

as metaphors to describe each hexagram, non of them contains an explicit
explanation of their meanings. Therefore, we must adopt a different
approach, avoiding the one-to-one correspondence that leads to dualism (the
unity of opposites). I encapsulate these perspectives and principles with the
concept of the “being of non-being.” In short, the epistemological perspective
of “being of non-being” is inherently immune to any preconceived notions of

binary symmetry.

Thus, purity actually originates from complexity. A particular form of

chaos embodies a particular form of complexity. Chaos does not provide
direct guidance; rather, it requires you to discover a certain intersecting

area or relationship within it. The Chinese idiom “only to be perceived, but
not expressed in words” conveys such a notion. Chaos on the cosmic level
encompasses everything—One produced Two; Two produced Three; Three
produced All things—this is xuanxue, or Neo-Daoism. In the early 20th
century, scholars translated xuanxue as metaphysics, which makes sense to a
certain extent. However, this is to understand “xuanxue” from the perspective
of “meaning verification,” which overlooks the fact that the concept of
“xuanxue” was not formulated for the philosophy of verification based on
logical speculation, but primarily for meditation based on perception and
experience. It is inseparable from the physical, tangible realm, as expressed
in the famous quote from Guo Xi—“enjoying the beauty of mountain spring
as if dwelling in nature without leaving the banquet at home.” Essentially, Yi
Pai aims to acknowledge chaos on a strategic level, while dissatisfying it on a
tactical level. Although the concept of chaos in the past accurately captured
the state of “being as non-being,” we still need to employ it as a methodology
of “being of non-being.” It is not only beneficial for criticism but also crucial
for artistic creation. If both of them are forms of perception, then criticism is
considered the perception of perception. Understanding an artwork should

be regarded as another means of comprehending the world.

Once you delve into the process of meaning verification and attempt to
define chaos, or become obsessed with the visual effects of chaos during
creation, you will lose the essence of it. Chaos is not a one-time manifestation
or an effect seen immediately. It is rather something invisible yet palpable—
you understand it in your mind but cannot explain it clearly. There is no need

nor a possible way to seek verification for it.
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Bingyi: Invisible Rivers Invisible Towns, projects staged in various outdoor
locations, as published by Art Map, Beijing, China

Dawns Here Are Quiet I, Ethan Cohen Fine Arts, New York, USA
Dawns Here Are Quiet I, Center for the Arts, Buffalo, USA

Between Omnipresence and Reminiscence, Sanshang Gallery, Beijing, China

SELECTED GROUP EXHIBITIONS

2024

2023

Translations: Afro-Asian Poetics, The Institutum, Singapore
Mountains and Rivers Remain, The Institutum, Singapore

Global INK: INKstudio’s Ten Year Anniversary Exhibition, INKstudio, Beijing, China

2022

2021

2020

2019

2018

2017

2016

2015

2013

2012

Summoning Memories: Art Beyond Chinese Traditions, Asia Society Texas Center,
Houston, Texas, USA

Oneness: Nature & Connectivity in Chinese Art, Philadelphia Museusm of Art, USA
Ink / stone, Fairfield University Art Museum, Fairfield, USA
Ink Dreams: Selections from the Foundation INK Collection, Los Angeles, USA

63% Rhetoric: Case Study of A Chinese Contemporary Art Collection, Jinying Art
Museum, Nanjing, China

At Ease In Xichong, Bi-City Biennale of Urbanism\Architecture, Shenzhen, China

Unknown City: China Contemporary Architecture and Image Exhibition, Pingshan
Art Museum, Shenzhen, China

Reconstructing Utopia—Architecture and Art Exhibition, Hua Museum, Shenzhen, China
Blissful Land II: Still Waters Run Deep, Himalaya Art Museum, Shanghai, China

Texture of the Times—Exhibition of Sichuan Fine Arts Institute Works, National
Art Museum of China, Beijing, China

Wuhan Ink Art Biennale — Pursuit for Ink, Wuhan Art Museum, Wuhan, China
China Now: New Literati Art, INKstudio, New York, USA

Till It’s Gone: An Exhibition on Nature and Sustainability, Istanbul Museum of
Modern Art, Istanbul, Turkey

Humanistic Nature and Society (Shan - Shui 1|7K ) - A People’s Biography,

Shanghai Himalayas Museum, Shanghai, China

Beyond Architecture—Beijing Design Week 2015, China Millennium Art
Museum, Beijing, China

Myth, Whitebox Art Center, Bejing, China
Shadow of Dust, When the Sun Blooms, WiE Kultur, Berlin, Germany

Chinese Female Artists Exhibition, Xi’an Art Musem, Xi’an; China and Museum
of Chinese Women and Children, Beijing, China

Original Forms of Chinese Ink Painting, Sanchuan Modern Art Museum,
Nanjing, China

2011

2010

2009

2008

2007

Decade of The Rabbit, White Rabbit Gallery, Sydney, Australia
Surveyors, Albright-Knox Art Gallery, Buffalo, USA

Half of the Sky: Women in the New Art of China, National Museum of Art of
China, Beijing, China; Drexel University, Philadelphia, USA

Wild Things, Kunsthallen Brandts, Odense, Denmark

Ten Years at the White Rabbit, White Rabbit Art Gallery, Sydney, Australia

Yi Pai-Century Thinking, Today Art Museum, Beijing, China

Opening Exhibition, The White Rabbit Collection, Sydney, Australia

Dress Codes: Clothing as Metaphor, The Katonah Museum of Art, Katonah, USA
The Yi School: Thirty Years of Chinese Abstract Art, CaixaForum Madrid, Madrid, Spain
The 7th Gwangju Biennale, Annual Report: A Year in Exhibitions, Gwangju, South Korea
State of City, Rochester Contemporary Art Center, Rochester, USA

The New Chinese Paintings, The Deutsch Bank Gallery, New York, USA

City, New Landscape: Contemporary Urban Architecture Biennale (a sub-
exhibition of The 2nd Shenzhen Biennale: 07 Shenzhen-Hong Kong City and
Architecture Biennale), Chongging Urban Planning Exhibition Hall (main
location), Chongging, China

Seduction and Confusion, Keumsan Gallery, Beijing, China; Seoul, South Korea

SELECTED COLLECTIONS
White Rabbit Art Gallery, Sydney, Australia

Smart Museum of Art, University of Chicago, Chicago, USA

Museo de Arte Contemporaneo de Alicante, Alicante, Spain

Museum of Chinese Women and Children, Beijing, China
Brooklyn Museum, New York, USA
Mount Holyoke College Art Museum, MA, USA
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