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PREFACE

Britta Erickson

A painter of great intellect and talent, Tai Xiangzhou is also a man of
conviction, determination, and daring. Having felt a strongly insistent
compelling desire that he become an artist, he turned aside a successful career
to follow his heart and mind. He understood that it was his avocation to paint,
and to ignore such a strong pull would be to miss out on the fullness of life.

While studying painting in the time-honored manner of copying from the
great masters, he conducted a parallel study, delving deeply into the history of
cosmology. Landscape painting and cosmology are linked in that they express
an understanding of the relationship between humankind and the universe.
Extending his study to embrace contemporary Western philosophy and
science catalyzed new interpretations of the landscape and of humans’ place
within the cosmos.

Tai’s years of diligent study included such exercises as copying segments

of works of great early masters of the Song or Yuan, but copying them to a
different scale. This forced the student to consider what kind of brushes and
brushstrokes would be best-suited to the forms. Over the years, Tai learned,
and then gradually began to shift to a personal style. In addition to developing
a personal brush language, he added dimension to his landscapes through

his fresh understanding of the landscape, informed by his vast knowledge of
Chinese philosophy and the cosmos. What a satisfying and important career
stage to have reached: the start of something new and personal and unique,
with vast amounts of fascinating work sure to come.
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INTRODUCTION
Alan Yeung

Tai Xiangzhou was born in 1968 in Ningxia to a scholarly family. As a youth he
studied calligraphy with the exiled master Hu Gongshi (1912-1997), roamed the
vast deserts of the northwest, and absorbed the diverse cultural legacies of the
Silk Road. After relocating to Beijing in 1986, he worked as an art conservator
and mounter and enjoyed successful careers in digital design and cultural
media. In the 2000's, he devoted himself fully to his artistic practice and began
to study under ink painter Liu Dan. Tai proceeded to earn a doctorate from
Tsinghua University with a dissertation on the origins of Chinese landscape
representations in classical cosmology, particularly its elaborate systems of
correspondence between the celestial, terrestrial, and human realms.

Working in the literati mode, Tai spent years copying and mastering classical
compositions and brushwork. He focuses on the landscapes of the Song
Dynasty (960-1279), considered a Chinese golden age for both pictorial

and astral arts. Speculative Cosmologies features select examples of Tai’s
classicizing style, including Mountain of Heaven, a virtuosic rendition of a
Song monumental landscape as a screen—a format charged with cosmological
significance; Cosmic Symphonies, an elaboration of a celebrated 13th-century
album depicting different aspects of water; and Microcosm-Macrocosm,

a primordial landscape without organic life generated from a miniature
scholar’s rock. Lovingly and intimately antiquarian, these paintings also

ask, speculatively and counterfactually, what a Song landscape would be if

it encompassed the vastly expanded scope of contemporary knowledge and

experience.

Tai’s distinctive cosmic scenes form the bulk of the exhibition, displayed
alongside actual iron meteorites in his collection. The monumental nine-
panel ensemble Parallel Universes immerses the viewer in the serene chaos
of cosmogony, with gnarled and perforated rocks hovering in space without
coherent illumination, perspective, orientation, or even causality. The

rocks recur within and across compositions, transposed and rotated and

morphologically transformed, and seem simultaneously to emerge from

and dissolve into the atmosphere. Elsewhere they resemble the fossils and
bones of an archaeological past or a post-apocalyptic future. Subverting
pictorial conventions and ungrounding the viewer from ordinary reality,

the cosmoscapes reinvest vision with visionary potential and images

with imaginative power. Painting thus becomes a medium not only for
representation or expression, but also for speculation at the grandest scale,
pertaining to the nature of space and time and the possibilities of invisible or
even imaginary universes.

Similarly, the interactive architectural installation The Gateway of Expedient
Means connects heaven and earth and reconciles rational thought, empirical
experience, and metaphysical wonder. Modeled on medieval revolving
repositories of Buddhist sutras, the installation is constructed in wood using
traditional mortise-and-tenon joinery. The viewer is invited to enter and
circumambulate it as in a ritual for karmic merit, and to contribute to a library
of shared knowledge by writing on its blank string-bound volumes.
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INFINITE REVOLUTIONS:
AN INTERVIEW WITH TAI XIANGZHOU

Tai Xiangzhou and Alan Yeung

February 2017

A: How does your upbringing in Yinchuan, Ningxia influence your artistic
development?

T: Located in northwest China, Ningxia has unique scenery and a long
cultural history. The Yellow River runs through Yinchuan. When I was a
child, it was very wide, and I could reach it by bike in 20 minutes. Around
Yinchuan are several deserts, such as the Tengri and the Ordos. I'd often
go to their edges, where I keenly felt the solitude and the majesty of the
vast wilderness. Growing up in Ningxia made fearless and gave me an
open mind. Living so close to nature in its bare essence, I didn't fixate on
anything and felt I could always start life anew.

A: Ningxia seems far from traditional literati culture. How did you become
interested calligraphy?

T: I come from a scholarly family. My grandfather was a teacher at

a traditional school in Yanbei, Shanxi and skilled at geomancy and
divination with the Yijing. My father was proficient in classical Chinese
and a fine calligrapher. When I was a child, a very important calligrapher
named Hu Gongshi lived in Ningxia. He was a disciple of Yu Youren and
served as his private secretary. After the Nationalist Party fled to Taiwan,
Hu was assigned to a reading room in Yinchuan to manage its holdings of
periodicals. At the time the Cultural Revolution was ongoing. My father
knew Master Hu and asked him to teach me calligraphy. Master Hu
liked children and taught me diligently. I visited him in the reading room
two or three times a week. He’d write on old newspapers to teach me
brushwork and character structure. I studied with Master Hu until the
early 1990’s, when he left Yinchuan and returned to Nanjing.

A: How did the cultural legacies of the Tangut Xixia empire and the Silk Road
influence you?

T: Ningxia was the capital of the Xixia Dynasty (1038-1227). Xixia studies
is a mysterious discipline. In the early 20th century, Western explorers
discovered many historical sites in northwestern China. During the
Song dynasty, Dunhuang was under the control of the Xixia, which was
responsible for the Yulin caves. The core of Xixia culture remains in

the Yinchuan area, including the North and West Pagodas and the One
Hundred and Eight Stupas of Qingtong Gorge. These sites yielded many
artifacts. I was very attentive to the archaeological findings. They were
often of art historical significance, such as Xixia Buddhist art and the
landscape paintings at Yulin, which bear a strong resemblance to Jing
Hao’s style. All this was part of my artistic upbringing from a young age.

The Tangut script also made a strong impression on me. It took only three
years to create and put to use. How could a culture so quickly establish its
own writing system? Once you’ve understood the principles of a system
of knowledge, then you can easily extrapolate from them standards and
rules by which to generate writing, images, history, culture, and religion.
The relationship between Heaven and humans is a key question for

Asian cultures. The Book of Changes says: “To contemplate the patterns of
Heaven to observe the change of seasons; to contemplate the patterns of
humans to effect the cultural transformation of the world.”

A: Your artistic path has been very varied: you trained in conservation and
mounting, worked as a media designer, directed cultural programs on CCTYV,
and founded the antiquities magazine Chinese Heritage. Do you regret these
experiences?

T: If not for these experiences I may have been unable to persist in

this path. They make me realize clearly my most authentic desires and
ambitions, and because of this I have faith in my art. The experiences also
broadened my intellectual and artistic horizons.

A: How did your study of classical cosmology relate to your decision to
become an artist?
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T: Why paint? In 2003, I became acquainted with Liu Dan, who had

just returned from New York. Hen was renowned in the West and had
opened new possibilities for ink painting. He had a strong foundation

in traditional ink painting, but his iconography and methods were very
contemporary. I was working in interactive media at the time. I hadn’t left
calligraphy and painting behind, but I was still in the stage of studying
and copying and unable to progress. I was deeply impressed by Liu Dan’s
work and admired it. I wanted to become his disciple. Master Liu said to
me, “You've done quite well in other fields. Why do you have to paint?
You need to think clearly about this.” This question remained on my mind
while I was studying with him. Later, by coincidence I met Bao Lin, who
at the time was the head of the Painting Department at the Academy

of Art and Design at Tsinghua University. Professor Bao had studied
philosophy in France, and his project was to construct a philosophical
system for painting. I was very interested in his ideas, and I asked him,
“Why do humans paint?” He said, “This question is too complicated. If
you’re truly interested, come and study for a doctorate with me.” So in
2006 I earned a PhD in painting at Tsinghua. My dissertation topic was
the “Concept and Structure in Chinese Landscape Painting.” How did
landscape painting arise? Why did the Chinese love to paint landscapes?
How did Chinese painting become a system? How should a contemporary
artist using ink present and express this system? Addressing these
questions ultimately led me back to painting practice. Both teachers
shared their expertise with me unreservedly and helped me develop my
own theory. I learnt that a personal pictorial language is only possible
when concept and practice are unified. I understood that artistic creation
of any period was founded on that period’s cosmology, which furnished
its speculative schemas.

A: Prior to this, why did you feel that you couldn’t progress as an artist?

T: Having written my dissertation I can now easily answer this question,
but at the time I had no clarity. China’s art academies operate under

two pedagogical prerogatives: the first is that art must serve as cultural
propaganda, and the second is that teaching must be practical and
oriented towards survival in society. If you want to explore alternative
ideas, you’ll find yourselves isolated and without opportunities to develop.

I’m interested in experimentally combining art, philosophy of science,
and cosmology, and I understand the differences in the mental lives of an
independent artist and an artist working “within the system” (tizhi nei). In
the past, however, these distinctions weren’t clear to me. Confucius said,
“Students of the past studied for themselves; students of the present study
for others.” What is taught in school tends to be “for others”—fulfilling
social needs. What I've been exploring is “for myself.” I've been exploring
the unknown, and what I discover is my own.

A: In your book, your mention that during the May Fourth period, Western
modern thinking had already had an impact on ink painting.

T: The May Fourth Movement began the radical overturning of artistic
traditions, including criticizing the Four Wangs, in the hopes of
remaking art on the foundation of realism. For me, such revolutionary
thinking and simplistic reconstruction are invalid. Chinese culture has
been continuous for several millennia, and an essential part of it is the
symbiotic relationship between language and images. Undergirding the
language is an intellectual system. If that intellectual system remains,
simply changing the images is meaningless.

A: In literati painting, brushwork tended to be an independent object
of aesthetic appreciation. Did this already constitute a departure from
cosmology?

T: Painting after the Song was mostly done on paper, and so “brushwork
flavor” was sought after in its own right. For the Orthodox School
established by the Four Wangs of the early Qing dynasty, painting was
simply about replicating traditional schema and brushwork faithfully. It
became a tradition of pure technique, without intellectual or conceptual
breakthroughs. But in the millennium between the Song period and the
present, there were many important artists who did aim to articulate a
cosmology through their art, such as Bada Shanren (1626-1705), Shitao
(1642-1707), and Dai Benxiao (1621-1693). That tradition was never
broken. Individual artists simply had to work more diligently and
persistently.



A: In recent years you've established a distinctive personal style. Before this,
you devoted a lot of time to copying classical paintings and especially Song-
dynasty landscapes. What is the significance of copying to your practice now?

T: When painting my cosmic scenes, I often pause and return to copying
and studying classical works. Copying them is mainly about technique; it
is like mastering a language. My “mother tongue” in painting is the Song
landscape. When I encounter difficulties I return to the Song masters
and seek their guidance. My own creative practice and copying classical
paintings are mutually illuminating. The Song people’s understanding of
landscape was close to our understanding of the universe. It is a realm of
ideals—ideals of nature and human existence. It is not mere scenery or
something like a photograph.

A: Has contemporary science demystified the universe?

T: Human capability remains very limited. Through telescopes and
spacecraft we can receive only simple images of the universe. A Song-
dynasty landscape is like the starry night sky. The ancients’ awe-struck
exploration of mountains and forests is very similar to our exploration of
the universe. That’s why we call a Song landscape “monumental.” Today,
our technologies have access to almost every corner of earth, which has
gradually lost its mystery. It is pointless to continue painting according
to the schema of Song landscapes. How to restore to painting a sense

of mystery is a current issue. Our technologies give us more mysterious
pictures of the universe and create more room for artistic creation.

A: What is the relationship between the feeling of awe and the pursuit of
beauty?

T: Humans are always in awe of the unknown. At night, when I'm alone

in the studio with the lights off, a fear sometimes arises in me. Such
psychological nuances can be very resonant in art. Actually, cosmological
awe is universal in humans. If we returned to antiquity and had to
recalculate our calendars—arrive at the figure of 365.25 days in a year, and
A (1K) divide the year according to the four equinoxes—this’d be an immense

Dai Benxiao, Landscape undertaking. We’d use our most beautiful language and images to define



this system in the most precise ways, and to express the awe and respect
that Creation inspired in us. If an artist working today maintains this awe

and respect, his or her art will resonate with more people.

A: Throughout history and across cultures, there have been various
understandings of vision. Plato famously proposed that light emanated from
the eye and captured objects. Daoism and Buddhism also developed their own
notions of “seeing.” What is yours?

T: The salient Chinese understanding of vision is encapsulated in this: you
first “look at a mountain and see a mountain,” then “look at a mountain
and do not see a mountain,” and finally “look at a mountain and see a
mountain” again. It’s about synchrony and empathy between the mind
and the universe. Chinese landscape paintings incorporate the viewer; the
painter or the owner of a painting tends to situate himself or herself into
the landscape. The same is true for bronzes. The inscriptions on Zhou
bronze tripods, for example, are on the side of the front legs because they
were intended for the recipients of the rituals. Painting likewise varies in
conviction and conception depending on whom it is intended for.

A: To be inside a landscape and to look back at oneself from the outside at the
same time—this transcends the dualism of “subjective” and “objective.”

T: Yes.

A: Is emotional expression a valid goal in art?

T: I started studying classical literature under Feng Qiyong in 1987.
One of the first lessons he gave was on “Letter in Response to Ren
Shaoqing,” from Sima Qian’s Records of the Grand Historian. It contains
a few sentences that may serve as principles for Chinese scholars and
artists: “Comprehend the relationship between Heaven and humans,
penetrate the transformations from past to present, and establish one’s
own discourse.” The first task is to know the principles of the universe,
the second to know the changes in human history. Only when you have
accomplished them can you succeed at the third.
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A: We live in an age of augmented and virtual realities. What can painting
offer that contemporary technology cannot?

T: I believe that the illusionisms offered by technology are merely optical.
We also need to distinguish between what’s popular and what’s timeless.
A two-dimensional painting is the more moving the more information it
contains. Multimedia works are popular; they cannot reach the level of
“holography.” They are simple images that are immediately understood

and lack more complex structures.

A: A hologram retains the visual information of three dimensions. Does this
pose a challenge to painting?

T: “Holography” can be understood in different ways. One is in terms
of capacity for information. The other is intellectual and pertains to
the reproduction of three-dimensional space, which is also something
artists seek. “Holography” is about storing information—for example,
the interview we are doing now is only a small segment in a potential
hologram. It’s the same with painting. If a painting contains only a few
pieces of information, it’s unlikely to stand the test of time.

A:You refer to T.D. Lee’s Science and Art project in your book. Can
contemporary art truly be at the forefront of science?

T: Often the work of a contemporary artist isn’t accepted during his or
her lifetime gains gradual recognition later. Contemporary art is art of
the future—it is conceptually prospective. And conceptual prospection
often manifests itself in the union of art and science. All Nobel Prize-
winning work is built upon previous accomplishments and in turn opens
new realms. Contemporary art-making must be ahead of its time. Good
works of art always transcend their times. Munch’s existential anxiety
transcended his time and is strongly resonant today:.

A: Is the ink medium particularly suited to manifesting contemporary
scientific ideas, such as the multiverse and the indeterminacy of quantum
mechanics?



T: Every medium contains a lot of information. Through the ink medium A: Painting is a continuous dialogue with the medium.

I discover this information and connect it with my thinking in a very

organic manner. The mysteriousness of silk and the fluidity of water T: Correct. There are two kinds of painting. The first kind involves

generate special structures. Silk can be raw or sized. Many painters aren’t creating a detailed draft and then transferring it to the work proper by

used to painting on raw silk, but I am familiar with the characters of both projection or another means. I prefer expressiveness and indeterminacy, I

kinds and can switch freely between them. This way I create richer and don’t know when the painting ends, and perhaps it never does.

more mysterious effects.

A: If a painting is never complete, it always leaves room for imagination. Aside

A: There are some imaginary structures in your paintings, structures that one from the awe-inspiring mysteriousness of the universe, your work also seems

doesn’t encounter in daily life. to contain a sense of randomness and play. The game of Liubo was related to

divination. The palindromic Xuanji poem is also a game.

T: These are visual structures that arise from the medium itself, and
from the brushwork practice that I've honed over the years. My practice
follows a certain internal rhythm, and accordingly gives rise to forms
that aren’t stable in appearance but are coherent in principle. Every of
my brushstrokes is generative, and their cumulative results are infinitely
variable.

A: What do you mean by the “mysteriousness of silk™

T: Silk is a textile woven from organic threads. Because of its sheen, its
appearance changes when seen from different angles, whereas paper
always looks the same. Raw silk is very absorbent, like raw paper. Water
diffuses immediately upon touching raw silk, without forming any
particular image. To draw a fine line on raw silk is basically impossible.
So, during the first stage of a painting, I use a large brush to bring out

the amorphousness of silk, and to suggest trajectories and imaginative
structures. In fact these are precisely what is meant by shi [“gesture,”
“dynamics”] in Chinese aesthetics. Du Fu (712-770) describes Madame
Gongsun’s sword dance: “As soon as she dances with a sword she moves all
four corners of the world, and accordingly Heaven and Earth rise and fall
for a long duration.” Zhang Xu (8th century) understood the dynamics of
cursive script. Du Fu said of Wang Zai’s paintings that “within them are
clouds that follow dragons in flight” and that he “in mastery of circulation
and dynamics far exceeds the ancients; [his painting of] a mere few feet
equates tens of thousands of miles.”

T: Unknown worlds are created by imagination and thought. Having
endured for four or five millennia, Chinese civilization has developed a
comprehensive cosmology and a comprehensive philosophy of human
development. These systems have given rise to many interesting games,
such as Weiqi. In Sudoku, every number has a predetermined place,
whereas the pieces in Weigqi do not. If we translate this difference to art,
then I am inclined towards the freedom of Weiqi. There have been so
many Weiqi players over the past millennia, but no two games are the
same. Herein lies the philosophy and mystery of the East.

A: What do you think of paper?

T: Although it’s said that paper lasts a thousand years, there’s much
low-quality paper being produced now. We must distinguish between
paper that’s suitable for art and paper that isn’t. This is basic. Historical
documents mention Emperor Li Yu’s (937-978) Chengxintang paper. Li
Gonglin (1049-1106) refused to paint on anything other kind of paper,
and Mi Fu (1051-1107) refers to it as well in a piece now at the Palace
Museum. How was Chengxintang paper made? According to historical
records, it was made on snowy days, using fermented rice paste as a
dispersant. When properly bleached, the paper had the appearance of jade.
For along time I wondered about the difference between old and new
paper. Through archival research and practical experience, I found that
the first difference is raw materials, and the second the treatment. Old
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ZHXKE=AIFRERXZEELNEE
Wooden Liubo board and game equipment from a Warring States / Western Han
tomb in Tianchang Coutny, Anhui

paper was treated with calcium carbonate, a substance similar to ceramic
clay. In ponds in southern China, beneath the surface black clay there’s a
layer of white clay called Kaolinite. It was ground into powder, dissolved
in a solution, and applied evenly on the paper. This increased the paper’s

tonal range. Modern factory-made xuan paper accommodates only about
ten distinct grey tones, while Chengxintang paper could show more than
a thousand.

A: How did Gateway of Expedient Means come about?

T: In 2009, I visited Longxing Monastery in Zhengdeng, Hebei, with
Professor Hang Kan, Director of the School of Archaeology and
Museology at Peking University. We saw a resolving sutra repository over
two meters in diameter. Professor Hang said that according to Song huiyao
jigao, this was a Song-dynasty library. Monks housed sutras in it and
turned it to retrieve them. This was the immediate inspiration.

Second, I wanted to explore the structural correspondences between
Heaven and Earth so pervasive in Chinese culture. For example, the
Northern Dipper corresponded to the Emperor, and the Forbidden Purple
and Supreme Palace enclosures corresponded to the Forbidden City and
Zhongnanhai and Dong’an Market. The interlocking brackets support
“Heaven,” i.e. the weight around and throughout the structure. And the
structure revolves, just like the seven stars of the Northern Dipper.

Visitors to Tibetan Buddhist monasteries like to turn prayer wheels. This
means they’ve “learnt” the sutras or mantras embedded in or cast on the
prayer wheels. It’s an expedient means, much like the instant conveyance
of all knowledge by Abhisheka. It’s also an optimistic suggestion that
everyone is endowed with the ability to read the sutras: today you may
only be turning the wheels, but someday, if you so choose, you can
actually start reading the sutras and change your life. Through this work, I
also hope to invite visitors to write history together. That’s why I've made
a thousand blank volumes. I want visitors to enter the library, pick up a
brush, and write down their ideas about the universe. I want them to co-
create the work with me.

25
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Revolving sutra depository from Lilie's Yingzao fashi

A: For a Buddhist practitioner, turning a prayer wheel is also a way to
accumulate karmic merit.

T: Yes. Octagonal structures also appear in the Kalachakra stupas of
Tibetan Buddhism, which are models of the universe. Kalachakra stupas
feature few icons; they are rather mandalas that structure the year and
the appropriate times for rituals, agricultural activities, family affairs, and
even medical treatments.

A: What inspired the nine-panel ensemble Parallel Universes?

T: The Chinese speak of “nine heavens.” Classical Chinese astrology-
astronomy referred to the Nine Stars of the Northern Dipper—seven
visible ones plus the invisible Fu and Bi stars. The Dragon King was
believed to have spawned nine sons. The painted lacquered coffin of
Mawangdui likewise shows nine dragons and birds. Traditional Chinese
architecture often features Nine-Dragon Screens. Parallel Universes
borrows from these traditional ensembles of nine. The panels are
interrelated, but each is also a standalone composition.

A: What attracts you to clouds, mist, and atmosphere?

T: The Song-dynasty landscape painter Guo Xi (ca. 1000-1087) liked to
watch clouds. His landscape paintings were in fact not about topography,
but about atmosphere. He discovered the secrets of atmospheric
perspective some five centuries before Leonardo da Vinci (1452-1519).
What impresses me most is that, through astronomical research, we’ve
discovered that throughout the universe there are solid planets as well

as gaseous ones. Some galaxies consist of gases entirely. Li Bai (701-762)
had a fanciful thought that “clouds arise from rocks.” Our understanding
of atmosphere is far more complex than the ancients’, and we thus have
many more possible ways to represent it. I understand atmospheric
structures not as clouds, but as the mutual transformations between solid
and gas. In many of my paintings, you find meteor-like forms that are half
solid and half disappeared in mist. My ideas and my brushwork naturally
motivate each other.

27
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A: Hubert Damisch in his A Theory of /Cloud/ points out that linear
perspective can never incorporate amorphous clouds. In classical
Chinese paintings, clouds often serve as transitions between disjunctive
spaces and times.

T: There’s a Buddhist transformation tableau upstairs with many
buildings and figures. It tells a host of stories set in different spaces
and times. To place so many different themes and scenes in the
same painting requires the use of clouds as buffers and transitional
devices. Also, cloud-computing is a trendy topic in technology
nowadays.

A: How do clouds and rocks relate to each other structurally?

T: I've long thought about the structural relationship between
clouds and rocks. My basic goal is to make rocks fly. According to
conventional thinking, iron is heavy and clouds light. If I paint
clouds that are heavier than even iron, then iron naturally appears
to hover by contrast. What clouds and rocks have in common is that
they’re both very difficult to fix in three dimensions. They become
strikingly different in affect when seen from different perspectives.

A: When you speak of subverting conventional ways of thinking and
looking, ’'m reminded of your interest in M.C. Escher (1898-1972). He
uses the linear perspective and chiaroscuro of the Western pictorial
tradition to create impossible spaces.

T: Escher’s paintings employ certain mathematical models that I
find fascinating. For example, if you project a section of a sphere

in a certain way, you get a straight line, but if you project it in
another way, you get a curved line. But both lines issue from the
same sphere. In painting, structures composed of curved lines and
those composed of straight lines have different affective impacts on
the viewer. The former have no definite boundaries and extend like
clouds; they are ambiguous and mystifying. The latter are closer to
design drawings. Escher’s fish recur infinitely, becoming smaller and

(=a)
Cloud Rock
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smaller like fractals. Some Chinese painters also employed this
principle of infinity, such as Wang Meng (1308-1385) with his
S-shaped “ox-hair” texture strokes and Dai Benxiao (1621-1693).
Dai Benxiao’s paintings seem to picture the crossing of two
distinct spaces; his trees look like mountains, and vice versa.

A: The astronomer Carl Sagan famously referred to the “pale
blue dot” of earth as seen from outer space. What are the ethical
implications of transcending the human-centric view of the world?

T: Living in smoggy Beijing, we cannot help but think about
the environment. But my main concern is with conceptual
and visual structures. Humanity shares the same earth and the

same universe. This is a very important point if you want your

art to inspire people of the future. It’s like Einstein’s theory Ly :;\‘i.y'
- i
of relativity. Will there be a new formula that describes the qs;“;e‘.:.:dil"

= YW
structure of the universe so comprehensively? Can your art be N e,

in synchrony with the grandest ideas?

A: Those who don’t know you well may think you want to restore a
kind of Chinese orthodoxy. But that’s not your goal, which is rather
to explore universally human experiences and imagination.

T: Humans’ relationship with the cosmos is not a Chinese
issue. Chinese traditional culture only gives me a familiar
language and means by which to explore it. Today we no
longer think in terms of East versus West, but rather about
humanity’s position in the world, in the universe. You should
think about the significance of your work in the history of
civilization. If your work truly expresses the knowledge or
beliefs of humanity, everyone will recognize its value.

(adapted and translated from the Chinese by Alan Yeung)

BE/R ( BA9BKHE )
M.C. Escher, Sphere Surface with Fishes



BEAR: MR
SN2
2017 %02 B

. ETERIINKIEN, WOTRFRNERNRE?

Z=:. FTEETEEIL, BIRSARIRIKGIERRIASRSE . R IAEETE=UrEE,
B/NHEEITIEER, B 20 oHHEIETN T . BSEE) IGF/ DR, &
BRRELVE. EERLVE, BNHEREE— P AMER TVRBLLE, A58, 5
BREARE “KEIVRE, KUEHR" HER, BEIANTHFHXR. T8
BREAEFEHATRIBHAEE, 8@k, XUWFRETAIOERR. £
XRA7KET, BERARMMBANAR, HUFBEAIUE, BRILUMLFKT .

% FENXAEHUTEIERS, RREEARER ESHEIR?

% RERHEY, BQRUFRIMWBSIT, BEEZY, RQOFHEY |EFRT] A Endi® ﬁﬁéﬁgﬁq"ﬁ*ﬁg’
=X, BE—FHF. WINHRFTEE A EEEBNPERWSAG, 2T ;**#*}‘*ﬁ | aKTRERE YAl gy
BERART, WIFETMARS. fﬁ%ﬁj}ﬂér%“ﬁj&ﬂm&\?i@@ii . M#iﬁ;_@_ wapn| |yt ngala gy
DRI —NAREEEEBR, SHVELSEEER, BRI, BOE S g | [ BTG R
B, BEARENNG, RO, B RS imﬁuﬁ*ﬁ*{& R 1 e i
SR, MAEIBRE B, BB FRLEE, X — BB IR A, ELIT Lo TRE RS L TS ST N
EEEREF TR, EEEE. piatly IR NS { PO 1
éi-;%&f‘ii'ni%fﬁ!am e Holy i

Ty .ama;’gs LK (89150l 00 4 97

: FBLURTH LIS S ASHRE A SA0? ¥AMOER SR g Eax - B K

Zx: TEEELAETEE (1038 -1227 ) NE#H . ASFEREMWIIFAR, Lt

), AAHRRREFEAICRE—HRE, KU TRSEE., FVEAEILARATHA

WHRAEES, MLFEREESIEAEAMEER, ASAROXXHEE TR

JIIXAMBT, teandeiE . s (BEKRSFE ) - SiEk—aS/\BEt TS

HFAESY) . IEAEXESAENEERHSRIER, XEFERFIUKIKRE,

ELANFAERIHBEAR . MNERE PR LFIEXEHILK, EHRIERE/NRHER (BNESHERL) — &
BANTHZARM&RZH . A page from Pearl in the Palm, a Tangut-Chinese bilingual glossary



34

X

1

PAEAI I RFIMIA . FENFRREIFIERRE T =5, — M Uhft

ABJLUMRIRAVES B CHINFRE? SR T BAIRERNEE, RRE%EE

JRIBRORGE, EXMAIEZ FRILESI . BB, [BSE. A =EUAH) .

RAXRERFS XA O, “WIZRALHE, R, SCBELALE, A, " “W
FAXL, MR T, 7

RAIBBIESRE, DIEERITIN. S5IXHBEMTERY, XD T (+
877 ) 8. MZARZIFESHE, STARBEEETIBAZIE?

Z=: IRRBEESZMERH, BKRMAUGEELT, FENLHIUIETERES
AL, RESMAA, RSEHA, TREESARLETRERBHIED . FRY,
LIBIHAIE B EARKEE L AE CRRBMIRS .

% WERFERAIARIITMNEZEREEDRR?

Z=: IARERE? 2003 F, BERTXIFEE. RINEE[ER. XFHER
BEERE, KERIHRE—RIFIXR, BEEhEEFKENREIRE, &
EX LD EE EXIFEAN . RENWMENSEANORE, E—EREZTHE
MEaEl, ZRXIEEEIREMZINE, REEEE. FEXIAEIPNERS
AIFFAEME, IFES, BEFAID. XIFEMEE: “HESEIREMISERE,
MrAZEE? FEC2BEE " FNXZIhFENENE—EEREX
[, BARE, HNRTBEERGERINNREEEHK. BEIDEEE
EFEZFH, FEBIEFNEANEEER—ESEAMAR . FXHMBAIESR
RS, giiafth: “ARTAZEE? * i “XPNEEAERT . NRIRE
RIEXE, FRRUIRFNEZ—MEIRARIE. 7 =2 2006 FHMEBEETA
BFELT, SHOSHRE (KB ESSES) , RRLKERIMTITRAI?
PEADTAIBASRUIKE? FELSEFZZMNTCBZAT? (FA—MERKSE
M ZARRNOZAMIRZ2MARA? XBEHEESE LB ZBAI— 1 RE .
PETENS B CRIFAM R LR EANERSAT, SLULHERZARE ChIE
. IEFES, RETEWSHISSERE—RIRHE &, T B U ME CHEE
155 1R, FRIBENENZRENE, &2 M AT EWEM E/Y,
BEaRREEER.

¥

¥
&7

¥%:

3

I ALBHMRTESE CHZARZERTE?

= BFERE DN ERALUREZ XN, BRI —EERENBH.
PENEREFEERFZ AN TRT, BEENLIFERT, —BERAXNLE
BiRSS, —RFLHA, EEEHE EEFNFRMEE. RSB CER
R—UHHEE, —RAEMaSREERE, —SREasEFAE. H
ARG EANMFEEE . FHEFFZRNEREGLN, SMmBEET M MRZ
ZARFIEFI N ZARREEHEEPHXE, BEENHMS , XEHSZREN .
LR "BZFEERC, STEEAN  FRIEFHKR, FER HAZE
—IBNHRTER, MERIAE, F—RIERIRN, B “hezs” , R,
BZzFe.

RBPRE), FHPELERNRINSEIE, RIS EEXT P EKEE

2L

Zx: DPNERIFHASHER S ARIITEE, thaltt “lE” , FFEIEIABEESR,
FEAEZA LBEZNSLE YAINE I X R B RAERZE M,
EATEXUEILTFTFRIBE, —BiEE. — P XHURROIIRIES XFHER,
MEEXFERENE—ETMHZYE, MRBHEZELE, MNAEER, B
BEXH,

EENNAETRIAFENR, XEACENRE 7 ERFTEN?

Z=: AMULE, TREEZRRACUE, MMmESERNARHESAIEER. 1
HETBYNERIMNIEREIRRS, T22fEEAEREN, FIMaEESE
EHEMER, (GEp TR ERIER, IRBTERBMS AP ENRE
SHEEMTE, ALMTREEFEWSHEANMBEEHNERZAK, W\

AUWA (1626-1705) « A% (1642-1707 ) « &AZE (1621-1693 ) E%&, Fr

LAk, FRERISCBKER IR BT, (BEEZSHIRKEZ AT MRS, THRMUAR

VTSR T HEAREERBRI D AXIE . ERTRAB T REMEIRELE, TEHERK

7K, IEEXHRHZRNELRBEHAENX?

35



36

¥

¥

%= BEAMFRSREIINIETEERE TR, EFFRIRELE. ARGE,
IFEEEEZNZALREE, G ABZE-TNESIMYE, HLER
EHEFEARNKERIRAR, BFEFEERINHE, —EZ 0 KB HRHY
EASEE . B CHIBHERIBARAZE I R — MEHEMRANIIE ARAXS T ULIZKAIER,
FFLEIA IS FEHAVIER, 2ER(E, EEASAENEEZE, MAE—7
N=EHsi—KER A

AR FRESEFEHERE?

= ABEHEERARIFEERAY. HIEmEIRHMEBITRE. FH i, REEmH
RE—LHENFEEEMS . —KREMG—REPHES, HAXAKRIES
B RERMBEAISKEAIPTHIRTIEERNL, FILIEEIRRANLER ‘&
SRE , IFBLEKR. SKENTLUSEREN. BEYALTTEAEREY
—MEE . IIMITRAIAMEMRBERER T, FJARER NN ERILIZKERT
EURFERTEZR. LERHEWRA NP IFREFAFTANRE . S
AORARTFER, LA LEAREMXWHIFEER, AZREHEH TEF
A9==iE).

ASIRRAIH RIS EANER Z BB AKEK?

2= ANRAMEFUKTREROTER . SRR, FLETFE, Xi
PFERINT, BRtEFESERYOIE . MRV OIERIIREZIEZ AR
EmPEALITHIAR . HE, AKHNFEMBELERT. BF EHI9T, o
MNEM="F5Fa0 (FP - RH) ik, EFEURMHRS, BH—F8
=EATENASZ—XT, oElEMHS: &9, Mo BEE £, XBE
EXNIRE, ERXEARIIRES, BAMSERANF. Bl E5EB0HEE,
o BRENENEZURISHINNEM MR ILESEK, WRIReHE—
lBEm, WABXENRIFIMEZ D, MeSEESWERYOIRIIN .

¥ [HSE ERM TN B EAIER .. IHAIEINNIRIBE e, EIMNREMR
felmk, HERBEAERER W ARS. MUMEETARE?

FBEE (BEHE)
Guo Xi, Early Spring

37



38

% BHEFYERNEIMEREERS, BT “EW M B0 TN,
ZJ_’%: %Ego

% DARIBRIFRAXRFIR E ZARIERRIBRG?
Zx: 1987 FFHAIMMBEBERASF S HENER, IBEERT EHE—2IRH
RO SRie - IRELIB ) . BEEE/LTERFEFE  EARRMAMEIEN: ‘R
RAZBR, BESZE, l—FRKIS . B ‘RRAZR REESFHIGEN,
‘BESZE REBANTEALLRIORE, AR PBIRSEM N EEE
ZR1ER, ‘B—FRZE" , o=,

. BEEMRRHRRRRE, BIJES AR VR, EXMIER MREIRREMEHZETR

= THIEE?
Zx: FSEHLREMERAVRIINEM T LA . BXEFER MRS, —N2RT.
— P REH, FEHNSE(FMm, HEBZSIEEEMEEET T . SEAEFmED
=T, BHRERIARE ‘287 iEE. CERIFREENER, HRrED
MEL T, FKEERIE

1% EREFREETR=HETEIRNINKER . XEEX ZHRVREFE Tk

& FESEEMNEN “BURW” 3 ‘BLFEL” BE ‘BRI A9mA,
ERROHBEARFHEIVIEMEES . FEUKERNERTES . (FEEERE
ERERBEBETIKZE., BFNBEREAREASEREED, WAR=
JEFHPRIEN, HRFEERIEN, FAXLENFRAFENRESHI . KERY
WEHEE “ M MRS EMIEEEL],

Z: ‘2R JLUNZERERRE, —MEREL, BICthE—MBESE.
REVFmRRENREBIIE, XBEZAKFMERN—1 A0, ‘€8 HELEf
THEEFESNER, BERHIISRANBINREE BT EHRE—/N
ThHE. fEN—F, NMRFEILABIIRXABRE, PBACHIARKEIFEER.

ESSIElY
A holograph

39



40

7 (RMEBERNFBERN “BESZAR” i AL EAREBHEIEREEERFAIRNG?

%= RESNZAREONERIZRLEER AR, MEERERERTIEE
WEIMEHED . BRZARMEBAREKEAR, AR SAIRIIEME. MWSHIRIENL
TBRFIT ZAMBENES . BFEIURRIIABIENE, #EEIERAR
it £, BRSXAFAFTIFHTHOA] . SREROEWFEEAITARIE, &
RITEmREl EREEF M ERTBRIRTURY . [EAISRTeSUBFI N RIS T (b AR A
£, ESXEEERAAILEINT .

7 KEMNEMFERTRESRISHFIEL, W TFH. EFHFETIIF
HEME?

Z=: SMENHEERZSES, MERBIKERENERRIXLER, FHEXL
EEFRABR RIS, BRUEMIE, KAOREIE, ENSa—L
FIRRVEEND . B M, EEENIRFRENTIEN. REBRFTETH
EEIFE, MBXIBAIEAFRIMFIEERAE, HAILEREBESER, XiF
SHMEFEMHEWAIEX .

. FEFERRERNEE, RHREETFFASEHEN.

%= XEHSIHEEIREASENERED . XEEHEET BB RA94%
SR —EEEIIR, XLEEIBREEX LS E—HE, KIEER
"D, AR, BLETMARE, EEERUETENELSS.

W T ARBRIHEE?

Z=: BREZAM, LEBIW), RKASERIE. N EBEWEESETEHR,
NMEFRRIFE, NETAREBEHE—F. £EG—KER—F, Sruki
F5R58, K—BEMENTT, EUHNESREPEAREHIEGRED, I—RER
JVF2AAIEER . FRLAESS—MER, e RIS, opk—
LEHD, FEXLAIDFRIN— LR . XESIHE ‘87 . tanktes (712-770)
BRIKIR “—EEARS, RAZAME. ” KB (8 HEZ ) AEFITE

PHSEHE. HEREENE ‘BRSO . AP HRl, RR
RZREHE, 7

% SRR RAEM AUSENE .

Z=: M. KEBRM, —MERILEEFRENREA, ARKREABIEMFR, L
REAENRCIFRIIERR X . RENRBEEXRAMONFE, FHREME, TAEM
ABEBETERY, AIREKTHEIAST.

1. BT, BEREMARAIESR DRI AR o B 7 RIS REAIATE R,
{RA R F BB S BB IR R, . 7EEERA S MEXER; ISR
— PR o

= AR EFEEIBRINBEELRTHAY . FEXNEHTNATF, M
LSFHAMDIER T TBAPARER, WAERIKBERENRRER, £/LE
FRPEZEIMTZEBAYEY, EWRERE, SRk CAE— T HFRE
BEEMERN, MEELAMEFHIBEEVE . XENEFUNREREZAR L,
HEMOTEE. BBAZF, BBAZEETF, EBFXEREERNES. X2
RIS EFFERERIPTTE o

1% BIIRRREE.

Z: BRIETE, BUEARSSRNMN. RINEDHHARBERITZARENE,

FAdTRRE, XR—MEARL. HENEEREZEE (937-978) HAVELE
4. RAHIZELEE (1049-1106 ) BB L ERABEE , HEFRAVKT (1051-1107)
AI—HFmtP IR RIXFTR . BREARIRAIE? SERHCERIKE RIS

ERSER, RERIFNRGE—F . ZF—BERFSHHRMNIENRREETE

A7 BYXEFNAELE, BAMFE—RMR, FE2RE, FRMEL, Bt

EERES, RMURZRRNL. EPERSRNIKEE, tTEEE—=ER, T

E—=E2HkE, SRS, BSUELIERME. Bk, AERTERL, 14

NEEMERLEF . RIAI £FNERE 10 MEAZEEMNE, BLERK
BILAE 1000 PALAIER .

4



42

SEMERI) I HELRS

A historical paper mill in Sichuan visited by Tai Xiangzhou
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Parallel Universes

FITFH

Artwork description {EitHA

(From left to right NEZEA)

011 Celestial Pivot #&I&FKAK [TXZ_016]

01.2 Revolving Jade Disc izl [TXZ_o75]
013 Shining Pear| ZEZEXH [TXZ_076]

01.4 Celestial Balance J&/&XKAX [TXZ_o77]

o1.5 Jade Sighting Tube E{&5&iz [TXZ 078]
01.6 Alcor ZTFFFBA [TXZ_o79]

01.7 Shimmering Brilliance JFHREESE [TXZ_080]
01.8 Mizar IBIHAXSE [TXZ_081]

01.9 Celestial Pole 1E3EK# [TXZ_082]

S (+EREER)
Wu Bin, Ten Views of a Lingbi Rock

EENERIFmENE THEANREZ .. ETEHIEY EBESIINEX, B5k. 2
LSURJUBXEL, BEISNHTE “IENE” (BEAMESHCEN L. BTRE ) .
TERAFEZ IS NBASChE BB EREMN (1572-1620 ) 19 (+HEREE) , NI TRREABERS
KBt (1670-1628 &) At “JHEEA” HREG. (FFH) f, SFFERENN=X
RENER, BREROILILINENE TS, JLUEBIVFRESIRINE . BgIEAE

~AFEEEN, RERRIYEY . B8, menh, EEFRTEECE. SRIYCEER
7 7 BIEAIERLZ B

FEMAMFEIIRELUREER, BUME., REZL OIS, LUYR. BREERER
HEIFR, BNFEZVMENRSES. EE LFEET, wE/REEH, Bes—h
T3 ORI o

This monumental nine-panel ensemble immerses the viewer in the serene chaos of
cosmogony. As Tai Xiangzhou explains in the interview, nine is significant in Chinese
cosmology and numerology, being associated with dragons, the emperor, and Daoist
conceptions of the Northern Dipper. The format recalls the late-Ming painter Wu
Bin’s (1572-1620) Ten Views of a Lingbi Rock, a famous series of depictions of a rock
belonging to Mi Wanzhong (1570-1628) from ten different angles. However, as their
overall title Parallel Universes suggests, the spatial and temporal relationship among
Tai's compositions is ambiguous. Each named after a star in the Northern Dipper, they
suggest but do not completely cohere as a continuous scene, and can also be viewed
independently or in groups and sequences of any number. The gnarled and perforated
rocks likewise undermine any consistency in illumination, perspective, orientation,
or even causality: they hover with surprising lightness, simultaneously emerge from
and dissolve into the background, and recur within and across the panels by turns
transposed and morphologically transformed. The silk’s shimmering surface adds to
their ethereal appearance.

Tai’s painting process has some resonances with the coalescence of matter in
cosmogony. He begins by loosely applying wash in liquid and diluted ink on the

silk, whose absorbency resists precise drawing. Then he gradually defines the rocks
against the atmospheric background with finer brushes and in darker tones, engaging
in a complex interplay with his materials, his imagination, and his experiences and
memories. Painting on a wall, he purposely rotates the silk from time to time to avoid a
definite orientation.
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2017 | Ink on silk ZKEBLEA | 199 x 118 cm x9
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Unity of Myriad Things
BH—i%

Artwork description {EgafiiA
2016 | Ink on paper JKE4EA | 28 x 40cm x 34

NELEHRESEG (FEME)
Boulders in Haishenchulu, Inner Mongolia (photograph by Tai Xiangzhou)

(From top to bottom, left to right #ZREIAFN EZE FIEER )
AEIMERF, SHEMUUERI AL aSRERESRLBRARZ S ERERNRE SE T2 MIE,
o Sing Crotto S (12 o 21 e At Profound Darknes EAEE (17 o) RSB SEREY, BENEERRERNSS. TR RS SRS
HRAUR AL BRESEAMET RS . SE - +RFESRENESHRESERANENEE, &

02.2 Soaring Rocks Z4A &2 [TXZ 056] 02.20 Traces of Yu the Great SE&SEBIE [TXZ_045] " s SRR, . A L
¢ BIKFINRIX 1 S EFREIMER T8 LIRS FSEENT A, ZAFKEREN=E TBECHN ‘8L,
02.3 Coalescence of Frigid Vapors =EHS, [TXZ_038] 02.21 Primordial Darkness 52 &% [TXZ_057]
02.4Staggered Slopes TS [1XZ 046] 02.22 Rocks Thrusting through Clouds i) KETHERROGRSERROLY . BE. WD, HIEERES, UFEIETREH
02.5 Precipitous Perch AEEfBE [TXZ_055] FUAZZ || [TXZ_060] ISR, —LAsSk O ARAERIATIEL., (FREVE T LB, ENEHBSIEENNE
. - S g B\ (424 BB S B
02.6 Transformations of Peng and Kun 8§88t [TXZ_039] 02.23 Wandering Dust ii# %88 [TXZ_o40] 5, ERERASSIFEE N AHENER .
02.7 Descent of the Vulture Rocks A€k [TXZ_048] 02.24 Dust Across a Vast Ocean /818 ¥4 [TXZ_070] ] ] ) ' o o
_ In the Unity of Myriad Things series, Tai Xiangzhou expands the traditional brushwork
02.8 Monumental Boulders 52557 [TXZ_044] 02.25 Misty Refractions =XEAIS [TXZ_043]

repertoire for painting rocks and atmosphere to represent otherworldly scenes. The
02.9 Jade Drifting Through the Heavens j£ZS K- [TXZ 037]  02.26 Myriad Things Returned to Dust compositions are dominated by layered washes of middle-grey tones. They leave almost no
areas of the paper untouched but rarely approach solid black, giving the scenes a pervasive

0210 Jade of Mount Kun B [TXZ_068] TR [TXZ_o58] A = s
N N B sense of ambiguity and mystery. Gnarled and perforated rocks, drawn in incomplete outlines,
0211 Rocks Plunging from Heaven KZ=84 [TXZ_067] 02.27 Clouds Arising from Cavities RESZE [TXZ_o47] seem to coalesce from or dissolve into the atmospheric background. Tai’s inspirations for
02.12 Breath of the Earth ZILEE [TXZ_062] 02.28 Vaporous Fossils ZZAE [TXZ_066] the rock forms include iron meteorites in his collection and the topography of Haisenchulu
_ . in Inner Mongolia, a former h lders and r rface h n heavil
02.13 Battle of Bulls Hfz= 344 [TXZ_061] 02.29 Land of Distant Dreams ¥EHEZE [TXZ_051] ! ¢ ongota, a forme .Seabed whose bou .de. s and rocky su gce av.e Eee Eam 4
- corroded by seawater and wind for some 150 million years—revealing their “bones” as the
02.14 Skeleton of a Stallion B8 [TXZ o054] 02.30 Shining Purple Star Y254 [TXZ_o52] artist describes it.
0215 Stream Severed by Stubborn Boulder 02.31 Mountains Locked in Mist Z=LLI{E#H [TXZ_065] ) ) L . . .
Without clear and consistent lighting, orientation, or causality, these scenes are placeless
BReEET [TXZ_os9] 0232 Realm of Subtle Mystery SAZRIE [TXZ_os0] and timeless, suggesting cosmogonic progresses, myths of deluge and world creation, or
0216 Jade Adrift in Heaven FE¥2 [TXZ_053] 0233 Dream Journey through the Primordial Chaos an idealized abode of immortals. At times the rocks resemble the bones and fossils of an
e archaeological past or a post-apocalyptic future. Subverting pictorial conventions and
02.17 Alien Ruggedness SAIIE [TXZ_049] TEHEIE [TXZ_069] & p p p yP Ep

radically removing the viewer from mundane reality, they reinvest vision with visionary
02.18 Ignited Rocks AKIEHE [TXZ_064] 02.34 Reclaiming the Seas I#AIEIE [TXZ_042] potential and images with imaginative power.
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02.1 Swirling Grotto JEAHEE] [TXZ_o41]
02.2 Soaring Rocks ZU5¥Z [TXZ_056]

02.3 Coalescence of Frigid Vapors ZERS [TXZ_038]
02.4 Staggered Slopes AIRIEE [TXZ_046]

02.5 Precipitous Perch AE&fSE [TXZ_o55]

02.6 Transformations of Peng and Kun B8 &é&{k [TXZ 039]

02.7 Descent of the Vulture Rocks 23k [TXZ_048]]

02.8 Monumental Boulders 55154 [TXZ_044]
02.9 Jade Drifting Through the Heavens i¥2 5 [TXZ_037]
02.10 Jade of Mount Kun ELLUFE [TXZ_068]
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02.11 Rocks Plunging from Heaven {<ZS8AF [TXZ_067]

02.12 Breath of the Earth 11 E1E [TXZ 062]
02.13 Battle of Bulls {iz3 14 [TXZ 061]

02.14 Skeleton of a Stallion 8 E [TXZ os54]
02.15 Stream Severed by Stubborn Boulder 3R A8 [TXZ_059]

0216 Jade Adrift in Heaven F %= [TXZ 053]

0217 Alien Ruggedness A [TXZ 049]
02.18 Ignited Rocks A KFHEBE [TXZ_064]

02.19 Jade Amidst Profound Darkness JBABE [TXZ 063)

02.20 Traces of Yu the Great ST [TXZ 045]
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02.21 Primordial Darkness 3tZ &8 [TXZ_057]

02.22 Rocks Thrusting through Clouds (ii) 24aZF= 1| [TXZ_o60]

02.23 Wandering Dust i {88 [TXZ_040]

02.24 Dust Across a Vast Ocean j8/8 ¥4 [TXZ_070]

02.25 Misty Refractions =HRETS, [TXZ_043]

02.26 Myriad Things Returned to Dust 5434 [TXZ_o58]

02.27 Clouds Arising from Cavities AE54E= [TXZ 047]

02.28 Vaporous Fossils =Z&AE [TXZ_066]
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02.29 Land of Distant Dreams 5B [TXZ 051]

02.30 Shining Purple Star ¢#2EE44 [TXZ_o052]

02.31 Mountains Locked in Mist LIRS [TXZ 065]

02.32 Realm of Subtle Mystery SHBHEE [TXZ_050]

69

02.33 Dream Journey through the Primordial Chaos 38 &/% [TXZ_069]

02.34 Reclaiming the Seas $#&AIEE [TXZ_042]



Unity of Myriad Things
B—i&

Detail /538
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RERIImE
Installation view
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O3

Mending the Sky (i)
KiriEsExh (1)

2015 | Ink on paper 7KZB4EA | 60 x 42 cm [TXZ_o05]
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04

Mending the Sky (i)
KiriEsExh (1)

2015 | Ink on paper ZKE4A | 60 x 42 cm [TXZ_o12]
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O5

Divine lllumination

TR

2016 | Ink on paper 7KEHA | 42 x 60 cm [TXZ_o06]
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06

Endless Wandering
iFi7 A FHE

2016 | Ink on paper ZKEHA | 42 x 60 cm [TXZ_007]
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07

Clouds of the Mind
=%

2016 | Ink on paper 7KL | 42 X 60 cm [TXZ_008]
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08

Abode of Immortals

RERiEM

2015 | Ink on paper 7KEHEAN | 42 x 60 cm [TXZ_om]
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09

Rocks Expunged by Rushing Springs
FRRA

2016 | Ink on paper 7KEHA | 42 x 60 cm [TXZ_o09]

91







94

10

Shimmers at the Edge of the Clouds

=ERX

2015 | Ink on paper 7KE4EAN | 42 x 60 cm [TXZ_o10]
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11

Projections of the Revolving Spheres

HELAR

Artwork description {EitHA

IE(FERERIRIESREIMR . KN —HIETRE IR . FRAD— LSRR RV TAUEIE
RURIESS, BEPEEAREMEARIITE . BEFIEMEBERINIEE, [REBBER.
. FESHERE, BIRTERCRERNSES. A+ I —FREFE, R
EACHERTE, TOAEAMNAE20ERS, BE—MER(UEL. T8 ZERIL
M—EBGF . XL SIEEETE X

This painting is executed almost exclusively in spiral and circular ink washes of
various sizes and tonal gradations. While isolated details somewhat resemble
billowing smoke, the overall composition is non-representational. It is an
image of pure potentiality, without dimension, orientation, figuration, or
expressionism, and also without the conventional symbolism of the Hetu or
the Taijitu. However, the term xuanji in the Chinese title is rich in meaning,
referring originally to the two outward stars of the Northern Dipper, but by
extension also to an ancient jade observational device used to track the Dipper’s
circumpolar movement, a ritual of religious Daoism, the acupuncture point
between the collar bones, and a palindromic poem—all connected by the
concepts of pivot and revolution.

SR8 E
T.D. Lee’s reconstruction of the Xuanji observational device
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11

Projections of the Revolving Spheres

HEL AR

2015 | Ink on silk ZKELE7 [ 162 x 137 cm [TXZ_002]
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Projections of the Revolving Spheres

LA R

Detail B8
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12

Mountain of Heaven

FS ST

Artwork description {EgafiiA

FEMBFIREZIRM (960 - 1127 F) Uk, LISEAMEMESERE. FIEFF
mF, RMESWKERAFERE, SKRAG—. (RIFSW) #R7IHMELSE,
PrcBIEHIREFS, MR—MEATENFE . EEGEEM Eaeik, BELERSE,
HBrEEE, LEEeR T, TWNCKTR, XASEHFAEMmE. BhRTAY,
HMLUNEBERNXO . BFSREEEEEITR. MEBIEEE (£95E517F 990 -
1030 F ) (EREMK) , HREAZENENLARERECEINSK, HIBLHR &
TR MUEZeZ=py (919 - 967 & ) 52REE (£91000 -£91090 &) . SREMELL, &
TEETNENFE, EAEBFHTRE. I, (FERERTFEHBER O IHEX
et BB EAYENE. EXOIRTE, SUEBFLEREERSEE. BERNSEIMNMIKE.
SFEMNEEB TN, BERERSOEIL T ITE2REAFIRI=X K.

Working in the mode of the traditional literati, Tai Xiangzhou spent years
mastering the compositions and brushwork of Song-dynasty (960-1127) landscape
paintings. Informed by Neo-Confucian philosophy, these landscapes attempted
to encompass the principles and workings of the cosmos with human-made
patterns, thereby achieving harmony between nature and culture. Mountain

of Heaven shares the same ambitious scope, picturing not a static scene but a
world in circulation: the peaks twist and turn and fold onto themselves, and the
waterfalls become rivers that then rise again as misty vapors. The mountain pass,
the rustic hut, and the elaborate complex (perhaps a Buddhist monastery) are all
connected by the path and offer different possibilities of existence, although no
humans are explicitly depicted.

This is composition is based on Snow Scene with Wintry Forest, attributed to Fan
Kuan (act. ca. 990-1030). Here Tai combines the manners of several Song masters:
the round peaks topped with dense shrubs and the stippled textures of the cliff
faces recall Fan Kuan, while the gnarled trees recall Li Cheng (919-967) and Guo
Xi (ca. 1000-ca. 1090). However, Tai’s application of subtly gradated grey washes
in the background to suggest the movement of the celestial bodies is unseen in
classical paintings. Another innovation is the screen format, which is rare among
extant classical Chinese paintings and adds to the immersiveness of the scene.
Charging a space with ritualistic significance, a screen raises questions about

the relationships between its front and back, and between the painted world
and external reality. In his book, Tai connects that the screen format to the
alignment of planets along an axis.

TESUIKER

Planetary alignment and
compositional schema

BE CELUATIRE)
Fan Kuan, Travelers Among
Mountains and Streams
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Mountain of Heaven
12

XESLW

2014 | Ink on silk 7KEBLE7 | 164.5 x 205 cm [TXZ_014]
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Mountain of Heaven

XESLW

Detail 58
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ERIImE
Installation view
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13

Microcosm-Macrocosm

NI

Artwork description {EitHA

FET ((BlE)
Xu Daoning, Fishermen

NN — R RBMSE—RNEG, EEEEEIFET (970 - 10524 ) ((BRE)
F& (WEEEHRE - FSIEREWIE ) PINSEIFHOLIRED . (NhIRX) B

LUAR =" BEMTEMMN, FEAFRERREDE . BEERTIIASAY), H=REE

RAE: HRRIBRIT X BIZRORE, TMURBEBRINE, BRBNIRBAEIL

FENBAM . 29, BEPIEESIRT (EF - Kb ) , BULIESTATAIULIKER S &
o7 M AR REERIRR, RIRTEREPERARIEAIRIZET.

NIRRT (BE IR )i HEZREIRRRYE AR, BIEEHE (1565 - 16364 )
EBRIRTUIKIGAITT . (FELU=ENEANT MRS ZEN BRI, (EEEE K
MAFEEN, TEMEAILERSH ‘28GR FEHIS, £REFIMNETREIR
TBN=EE, TRAENSRN—IES.

From a collector friend, Tai Xiangzhou acquired a small scholar’s rock whose
structure reminded him of the slate-like mountain forms in Xu Daoning’s (970-
1052) famous hand-scroll Fishermen (also called Evening Songs of Fishers) at the
Nelson-Atkins Museum. Tai then created Microcosm-Macrocosm from three
views of the rock. He stays close to the original Song-dynasty composition,
alternating between the elevation of the peaks and the horizontal expanse of the
river-ways. Eliminating vegetation and human presence, however, he creates a
nonspecific landscape that may be set in the primeval past, the distant future, or
on a lifeless alien planet with similar climate and geography. It thus asks us to
consider the contingency of human culture and even human existence generally.
On the other hand, Tai’s extensive quotation of the “Heaven and Earth” chapter
of the Zhuangzi enables us to interpret the uninhabited landscape as the ideal
realm of the sage who has “forgotten Heaven” and “forgotten himself” and thus
paradoxically “one with Heaven.” Such an interpretation accords with the
eremitic spirit of Xu Daoning’s original.

The Chinese title Xiaozhong jianda (or the cognate xianda), literally “seeing/
revealing the large within the small,” is a popular title of miniature copies of
classical masterworks, including a famous album of copies of Song and Yuan
landscape compositions by Dong Qichang (1555-1636). Tai extends the playful
translation between the macroscopic and the microscopic by adding the
element of the scholar’s rock, and thus part of an actual landscape and the third
dimension. This process resonates with his notion of the holograph as a model
for painting: an image that is scalable and viewable from multiple angles and
preserves all the information in the original object.

13
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Microcosm-Macrocosm

INRDLR

2015 | Ink on silk ZKEBLEAK | 41.2 x 217.7 cm [TXZ_o15]
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13

Microcosm-Macrocosm

INRILR

Inscription gk

FEME NS
Scholar's rock in Tai Xiangzhou's collection

BIERCHADRITRA—, BELSBSHET (8RE) 182, BMUZARE (NFRIK)

WLIKE . RGE CEALSIER ) A:  “S2XA, Bz, KmAMULT, SEmikERs,
HCOFTRIAE, BRI, BLUNRRK, Kb/, —RFH, FHRA—, BUER. " 5F
EBEEETUIINE, BFRR, LENERT. g =, DHROPTRES. XKEFS: ‘X
wEX, Hights, pYEE, Eia—th. 7 “kE, WFEED, 2FHEH. SaTMEEMUS,
WehHaR, TERNS, FWBHEEET! KE-RZA, RMILBTE, T2 RRMABTHE,
HEEr . Oz, BYIRE .. SiviRETE, SIHETE. FRSE, ERE, FEEE
I HHTF! BAL, $AE, MAPNZF! BFEZA . WFER, MFLRE. BEEZH,
JROUBRES, TREZH, JREMS . MR RMEENE, X IRMmegss . ES YD,

EXmitER, NIEMEERE, N K&, Bix. ” “SUEEL, TELE. —Zike, 8—
AT . MELIEBZRE. NEEESD, BATEIEZ . BEohmEY, WAEREZT . K
R, SANWBZME. HERE, BEEYE. BIE, BDK. KIS, BISE, SXitA
a. HAEE, 5858, 2BXE, BFNR. ” EiEXFH: “‘EBEZERR, FEROED.
REZERR, IWEZEEWLMEK, 7 “FLEEEL, TULEER; BFEESTHETRMER
ELR. " “BiaEA. 5FY, ©FX, BEATE. T2, BZBATER. " IREM.

Some time ago I obtained from the British collector Marcus [Flacks] a lingbi stone.
Because its form resembles the mountains in Xu Daoning's Fishermen, I used it as

a model to create two landscape scrolls, both entitled Microcosm-Macrocosm [lit.
Xiaozhong jianda, "Seeing the large within the small"]. Su Che [1039-1112] of the Song
Dynasty writes in his Recorded Sayings of Elder Wen of Dongshan [the Chan master
Zhenjing Kewen, 1025-1102], "Sages of the past could penetrate the nature of all that is
as large as heaven and earth, mountains and rivers, or as small as newly-grown hair and
dust. Such a mind could be everywhere and see everything. Therefore to see the large
in the small and the small in the large, to make one a million and a million one—it is
all a matter of training the mind." Now when I seek the feeling of antiquity, I do not
need to paint vast mountains and valleys. Within a few inches I can roam the universe
and dash across vast distances—this is because the intention in my mind is unbounded.
Zhuang Zhou said, "Although heaven and earth are vast, their transformations are
even and balanced. Although the myriad things are varied, they are regulated by the
same principle." "The Dao: how profound where it resides, and how limpid its purity!
Without it metal and stone cannot sound. Metal and stone indeed contain sound,

but if they are not struck they do not emit it. Who can determine the qualities of the
myriad things?” [...] Lao Dan [Laozi] told the master [Confucius]: “Among those with
heads and feet, those with neither heart nor ears are many; those with bodies who can
coexist with the Dao, which has neither body nor form, are close to none. [..] If there is
such a thing as regulation, it exists in the person. Forgetting external things, forgetting
Heaven—this is called forgetting the self. The person who has forgotten himself is
called one identified with Heaven.” Year of yiwei, Xiangzhou.

(translated by Alan Yeung; Zhuangzi portion adapted from James Legge's translation)
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MGUPS

Detail 5B
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14

The Measure of the Myriad is One
Eh—tb

Artwork description {EitHA

IR FRIAFER RIS BN EMANERS . ARE L T=EAIETESE TRE,

NEEEBEFBATS . ZARFKIEBRVER TS B, WENRBA “—" FihERL

ETRERIIRE . BB SREREFEM (8587 ) 1 () BT . (858F)
WERX. Wa. EFERNE, FREFESFHNSITHHRN. 1973 FEEENED

TREZR, —BEREREENAE. HEMNEESIAB (8BEF) , MXTEARAIEAR
Rtk T SEEFRIMAIE M SRIABRAIZDPIIR . =R IAIEIR

AR, SABREERS (£41200-1266 ) EHREBRNERE .

The horizontal hand-scroll format introduces temporality and narrative
progression. Compressed from top and bottom, the rocks here seem to tumble
across the composition before dematerializing into mist on the left. Tai’s
inscription describes the reverse process: the emergence of gi and form from
primordial Oneness. It is adapted from the chapter on “Circulations” from the
Master of the Pheasant Cap, a pre-Qin philosophical Daoist text that covers a
wide range of topics including cosmology, politics, and military strategy and

is considered one of the earliest Chinese articulations of a utopian worldview.
Until a copy of it was found in the Western Han-dynasty tombs at Mawangdui
in 1973, it was long suspected as a forgery and dismissed as incoherent by
scholars. Tai refers often to Pheasant Cap, and the cosmology-related artifacts
from Mawangdui serve as important evidence in his scholarly research. The
energetic zoomorphic appearances of some of the rocks relate this scroll to ink
paintings of dragons by Chen Rong (ca. 1200-1266) and others.

brE (URE) A1

Detail from Chen Rong, Nine Dragons
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The Measure of the Myriad is One
Eh—tb

2016 | Ink on silk KL | 45.5 x 243.5 cm [TXZ_003]
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The Measure of the Myriad is One

Eh—tt

Inscription @k | Detail /SEB

B—MAS, BAMEE, A2mBE, BEMES, Bamal, BIEmES, BFEME4.
LURMASE, WAL, DABINMAEE, SEEMMASX, SYMENmAMK, =
TRFS, BFE, 8FF, EFH, BTS2, mTiEt. Z2AEEEBZEA, EE
ARBZIE, WEZE, AL, SHR%FE, XTEE, HimliE, R EE, SHirE,
RTER, HEdths, RTEL. SHRsF L, BF T, SHiE—5, NEER, 8
ZRiEt. MARTEUSH, INREUS. —hzi%, LA, MENE. —<
£z, MAYMERE. 2205, SE/MZRE. 28—, ZZiBSH. BH, Fill.

Oneness came into existence, and thus Breath [gi]. Breath came into existence,
and thus Meaning. Meaning came into existence, and thus Intention. Intention
came into existence, and thus Name. Name came into existence, and thus Form.
Form came into Existence, and thus Affairs. Affairs came into existence, and
thus Covenant. When Covenant was broken, Time was born. When Time arose,
it became Effect. Effect and Appearance combined and became Gain and Loss.
Gain and Loss combined and became Fortune and Misfortune. The Myriad
Things combined and became Victory and Defeat. All these issued from Breath,
passed through the Way [dao], convened in Affairs, became rectified in Time,
departed in Name, and completed in the Law. The one in whom the Law resides
is called a Sage. The Sage delves into the reasons behind the Way, maintains its
Law, and illuminates Justice. When the Dipper’s handle points East, all under
Heaven is Spring. When the Dipper’s handle points South, all under Heaven is
Summer. When the Dipper’s handle points West, all under Heaven is Autumn.
When the Dipper’s Handle points North, all under Heaven is Winter. As the
Dipper’s handle revolves above, Affairs arise below. As the Dipper’s handle points
in one direction, the four mountain fortresses are established. Such is how the
Way realizes its Law. Therefore the Sun and the Moon cannot illuminate Speech,
and the four seasons cannot put Speech into Effect. Oneness exerts its Law to
accomplish its mission and so is not against the Way. Once the Law of Oneness
is established, the myriad things arise accordingly. The Law should accord with
Speech, which is the origin of the Myriad Things. When emptied it is called
Oneness; when erected it is called Breath. Year of bingshen, Xiangzhou.

(translated by Alan Yeung)
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Star Atlas
EXEE

Artwork description {E&@ifR

IEIEER, ERFIEMIBREEAIREN KRNI, HEanEE2F. BT
TRXHHNEERFER, RS, BEAPZARERAL, BlEHANERNSE
I ERRIAEE . HWERVERIEESIE “XT” FMNRERMBIMERRO @SS —h—,
YL “RitbEE" AR,

Star Atlas presents an amorphous scene consisting mostly of dark atmosphere
and rockery, with only hints of topography and a starry night sky. The painting is
given definition by the inscribed names of stars, constellations (of both Chinese
and non-Chinese origins), places, historical personages, as well as friends of the
artist. He evokes the primordial human drive to order the stars and give them
meaning by grouping into familiar images and associating them with individual
lives. The exhibition revolves around the composition, whose ambiguity unites
two visions: the celestial view of earth and the earthbound gaze into the Milky
Way—called in classical Chinese the “River of Heaven.”

FARDINAZIR I EGA A

The Suzhou Planisphere
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Star Atlas
2XEE

2016 | Ink on paper 7KZ4EA | 139.5 x 188.5 cm [TXZ_oo01]
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1 6 Vaporous Rocks
Hatas

2016 | Ink on silk ZKEBLE7 | 42.3 x 95.5cm [TXZ 013]



1 6 Vaporous Rocks
sAnas

Detail BB
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,I 7 Reverbations Across Infinite Distance
o EE IFER

2016 | Ink on silk ZKELEA | 15 x 196 cm [TXZ_o04]



,I 7 Reverbations Across Infinite Distance

AR NFER

Detail /5B
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18 Cosmic Symphonies
ESLPN=

Artwork description {Eg##IA | Detail B30
2016 | Ink on silk IKELEAN | ~28.5 X ~42 cm X 20

(From top to bottom, left to right #ZREIRFEN EE FIEZER )

181 Sounds in Synchrony 5%AE [TXZ_024] 1811 Pennanular Jade Ring EXAHR [TXZ_033]

18.2 Virtues of Water &7k 25 [TXZ 028] 18.12 Eight Extremes /\#}LAZS [TXZ_030]

18.3 Nourishing Brilliance =258 [TXZ_031] 1813 Colors of Earth and Heaven A& XE [TXZ_021]
18.4 Thoughts of Tranquility EH4mE [TXZ_018] 1814 Clashing Tunes 555k 51 [TXZ_o25]

18.5 Forms Without Traces fiZZ#{L, [TXZ_035] 18.15 Changeless Change Z484°3% [TXZ_019]

18.6 Great Purity K A& [TXZ_029] 18.16 Songs of Heaven JRBJXH [TXZ 026]

18.7 Skies of One Breath ¥9x—%5 [TXZ_020] 18.17 Endless Cycles SN [TXZ_034]

18.8 Apparitions of Recluses BF-p2i% [TXZ 023] 1818 Restless Tension LA [TXZ_032]

18.9 Soundless Earth, Limpid Heaven i5°Ki% [TXZ 036]  18.19 Pure Music of Heaven X& 5% [TXZ_017]

18.10 Faith in Oneness {SBAE— [TXZ_027] 18.20 Dewdrops in Sweet Spring ZEREEEER [TXZ_022]

FAARDIE (£9ERT 1190 - 1225 &) FRHI (7KE) MIRPAKNTEERENBIIES
MEDL, (BHAS) WEKIEHSE—SER. (FECRFESHENESRE, BkE
WA, =5 £, K EKORE, EEEOK. i, SSHSYEERIEN .
BEEPHIIEREZ S SIRGIRNIRERIR, REHZARGIEMNIRE . NFERES
RK, BATTH, BROR. BHYFIIEMERRE MR RMER . KBEFIB =2 AREEER .

Cosmic Symphonies continues and elaborates Ma Yuan’s (act. 1190-1225) celebrated
album of poetry-inflected and schematic depictions of water in different states,
from tranquil to turbulent. Tai tackles even subtler nuances, suggesting degrees
of incipient storm. Elsewhere water appears not only as an earthbound liquid
but also as mist, steam, ice, icy meteors, an aquatic environment, and even
instantiations of abstract principles of physics—wave, flow, states of matter,

and gravity. Tai adopts a correspondingly expansive repertoire of brushwork and
inkwork. The dark swirls and tiny dot-like stains seen in some of the leaves are
his innovations and reflect his intimate familiarity with his materials. A cosmic
perspective on water reminds us that waves, tides, and rainfall alike are caused

iz (KE) 2—

by earth’s rotation and interactions with the sun and the moon. One of Ma Yuan's studies of water
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18.1 Sounds in Synchrony 5¥XAE [TXZ_024] 18.3 Nourishing Brilliance 225 [TXZ_031]

18.2 Virtues of Water 57K Z E [TXZ_028] 18.4 Thoughts of Tranquility FEHATIRE [TXZ_018]
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18.5 Forms Without Traces FZi8{L, [TXZ_035] 18.8 Apparitions of Recluses EF2i% [TXZ 023]
18.6 Great Purity & K& [TXZ_029] 18.9 Soundless Earth, Limpid Heaven #s5 K% [TXZ 036]

18.7 Skies of One Breath 5x—,[TXZ_020] 18.10 Faith in Oneness {EBBE— [TXZ 027]




18.11 Pennanular Jade Ring {493k [TXZ_033]

18.12 Eight Extremes /\#RLAZE [TXZ_o030]

18.13 Colors of Earth and Heaven E&X& [TXZ_021]

18.14 Clashing Tunes 5%k [TXZ_025]
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18.15 Changeless Change 248425 [TXZ_019]

18.16 Songs of Heaven [REIXHH [TXZ_026]

18.17 Endless Cycles SN [TXZ_034]

18.18 Restless Tension JELAR [TXZ 032]
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18.19 Pure Music of Heaven X&i5# [TXZ 017] 18.20 Dewdrops in Sweet Spring ZEMEELR [TXZ_022]






19

The Gateway of Expedient Means
HIEE]

Artwork description {ESA#IA | Interactive installation BEh3EE

B (HEA]) AERIMESD, &8 “KEMS” « Pibin, LUIREBHEFIE.
SESEERNFEINES . (FREMTILEEEEXTRNERREE, HREERR (5
EER ) FIrGicsH . SHARBSEMINEE, NRAIFHEEE. BUANES . (FmBeE.
e MM LRSI METTLSRES, WRINEARESEES, TRafEsR LB
SRS, ERMH=NRA "EBET .

The Gateway of Expedient Means reconciles corporeal experience, rational
understanding, and metaphysical wonder. Constructed using traditional Chinese
mortise-and-tenon joinery, the structure is modeled after revolving sutra
repositories from the Song Dynasty, such as that illustrated in the architectural
manual Yingzao fashi at Longxing Monastery in Zhengding, Hebei. The visitor
is invited to enter and circumambulate it as in a ritual for karmic merit, or
contribute to a library of shared knowledge by writing on its blank string-bound
volumes. The architectural form of the installation evokes cosmological notions
like the axis mundi and “round heaven, square earth,” as well as Buddhist stupas
and mandalas. The elaborate interlocking brackets serve structural functions,
but historically they were also ornaments and symbols of the structure of the
universe and political authority.
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