Exhibition Resume: 51 50

2024"To Attain the Oneness"Fu Xiaodong Solo Exhibition,Migrant Bird Space,Berlin,
Germany

2024"Spring Lives - Song Yun Transmits Sound - Artist invitational exhibition"Song Yun
Art Museum,Hangzhou

2024"Orogeny: Contemporary landscape in view of Nature",Art West Lake
House,Hangzhou

2024"Homecoming - Nomadism of artists in Northeast China"The Puppet Manchukuo
Palace Museum,Changchun

2023"Flower&Bird Art Festival"Tianmuli BIOCK Concept Stone, Hangzhou
2023"Real Mountain", A Permanent Exhibition in Bimo-Zizai New Space,Hangzhou
2023"Era of Principle And No principle Interwoven",Hengshan Calligraphy Art
Center,Taiwan

2022"The New Wave of Northeast China"Shan shang Art Museum,Dalian
2022"Nation Tour Exhibition of Northest Industrial Theme"Liaoning Art museum
,Cuizhenkuan Art museum of Xian ,Renmei Art museum of Beijing, Lizijian Art museum of
Changsha

2022"Endless Mountains—Tang Poetry Road Art Exhibition", Zhejiang Exhibition
Hall,Hangzhou

2022"Enlightened Brocade"Banzhetang,Nanjing

2021"Enfleshed-Elaborated", Gallery Titanil, Amsterdam, Holland

2020"She Writes Ink"Today ART MUESUM,Beijing

2020"Emergency Exit! Spring Breeze Miles"Gallery55,Shanghai

2019"Link Heaven and Earth —Sacredness rule of Time and Space",Space
Station,Beijing

2017"Han Jingwei Teacher-student Exhibition",Jinan,Shandong

2013"From Tian'anmen to Gwanghwamun"Seoul City Hall,Seoul, South Korea
2008"Live Young—Fu Xiaodong & Yang Dazhi",ART BEATUS,

2006"Difference of tradition"HEXIANGNING ART MUSEUM,Shenzhen

2006"The 5TH International Ink Art Biennale of Shenzhen", GUAN SHANYUE Art
Museum,Shenzhen

2006"From ‘Polar Region’ to ‘Tie Xi Qu'—Exhibition of Contemporary Art in Northeast
China (1985-2006) ",GUANGDONG MUSEUM OF ART,Guangzhou

2005"Future Archaeology"Nanjing Art Triennial”,NANJING MUSEUM,Nanjing
2005"Landscape: Century and Heaven"The 2TH Chengdu Biennale,Chengdu
2004"The 4TH Shenzhen International Ink Art Biennale" Shenzhen Art Museum,Shenzhen
2004"Inheritance and Development—Born in the’70s Joint Exhibition of Chinese ink
painters" Yan Huang Art Museum,Beijing

2003"The first Beijing International Biennale"Beijing
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Tao, Form, and Pneuma

By TAO, Jin
Architect, dedicating on the research of natural and built ritual space

Chronology

In August 2013, | travelled to Dunhuang with a group of doctoral
students from the Department of Art History at the University
of Chicago (led by Anne Feng) to investigate the murals of the
Mogao Caves. The team included two outsiders: one is me and
the other is Fu Xiaodong, a young curator who was already
making a name for herself at the time. In the years that followed,
we curated a number of events that involved contemporary
art and religious studies. At the Space Station, Xiaodong’s art
stage, | made friends with like-minded people, such as Liang

Shuo, who later became known for his “Sleeping Temple”.

| am committed to the design of contemporary ritual spaces,
but hope to be grounded in tradition. This, of course, requires
exhaustive research, and artists’ thoughts and experiments
on the contemporaneity of traditional art are also excellent
references. Against this background, | invited Xiaodong to
participate in assisting me with my architectural works — a
number of important plaques in the Chongxi Wanshou Palace in

Maoshan, Jiangsu Province, are made from her handwriting.

Around 2014, | began to focus on the geographic concept of

“Grotto-heavens and Blissful-lands” and gradually expanded it
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For several years, my colleagues and | travelled to and from
the mountains and rivers, and, according to maps, inspected
the geography of them. We also looked for remote villages,
and visited the elderly to inquiry about relics. Sometimes |
used a drone to survey the blissful lands or the spiritual waters,
sometimes | just travelled in the Google Earth. As far as | can
see, there are four spatial paradigms for famous mountains
(literally mountain with name or fame): the cosmic
mountain, the floating land, the meander valley, and the
secluded basin. Broadly speaking, every mountain may have
many paradigms, but the one that is necessary is “the secluded
basin”. Because “the secluded basin” is a blissful place for
people to live in the mountains, and, without it, there is no such
thing as deeply sincere and close tally between people and the
landscape.

“The secluded basin” is also known as “gourd-shaped heaven”,
an independent “other world”. French sinologist Rolf A. Stein
has taken a bonsai as an example, and summed up three
elements in it: old trees, grotesque stones, and spiritual waters.
These three are interdependent: the flow of water represents
the pattern of stone, and the stone is the base for the tree, and
the man lies in it, with the self and things integrated, and in
harmony with the Tao. Specifically, it is common that there is a
passage in the mountains in the Taoist fairy land. The mouth
of the valley is hidden, and there is a stream out of the valley,
along which one can go gradually into the gourd-shaped world.
The deeply hidden place in it must be located in a huge rock
stood tall, beneath which there is a cave where a spiritual brook
originates from. The clarion brook, after three turns, falls into
the spiritual pool, and finally meanders through the mouth of the
valley. This world, in which all things are brilliant and splendid,
is a place of vitality. Not only a thousand years aged pines,

to traditional Chinese garden, bonsai, and landscape paintings,
in the hope of exploring a set of theoretical tools to understand
them in a comprehensive manner. In this process, Xiaodong
and | had many discussions based on the pictorial elements of
landscape painting, which constantly confirmed those insights
that come from different dimensions of landscape. We came
to a consensus that landscape paintings, at least some of
them, have a strong “sacredness”, which embodies not
only in their results that ultimately amount to a cosmic
schema, but also in the process of creating them. This
process can be likened to a shaman’s opening a sanctuary
passport to the heaven with bonfires, bells, and drums
in the Siberian wilderness, or a Tibetan monk’s twisting
colored sand around his fingers to create a Mandala
equivalent of the cosmic.

With this in mind, in 2017 | invited Xiaodong to create a
landscape painting for the Songfeng Pavilion (in honor of Tao
Hongjing [456-536], an eminent Taoist lived in the Southern
Dynasties) at Qianyuan Temple in Maoshan, which she
described as an important point in her “return” to the practice of
painting.

In 2021, Xiaodong moved to the West Lake in Hangzhou to
study with Professor Lin Haizhong. Today, ten years after her
visit to Dunhuang, her transcendental understanding of the
world, landscape, and the body is now emerging from the
landscape’s true form and reserved pneuma with her skilled
brushwork. | am honored to be a witness to this process.

Form
Tout site parfait, complet (c’est-a-dire
comprenant un mont et une piece d’eau) et

retiré, mérite le terme hou-t’ien « Ciel en forme
de gourde ».

--Rolf A. Stein, Le monde en petit, 1987: 68



Landscape paintings throughout the ages have been full of
depictions of fairy mountains and sacred places in seclusion,
which gradually evolved into the auspicious theme of miniature
landscape jade sculpture. Xiaodong’s Cosmic Tree series
revisits this time-honored theme and adds a deep understanding
of “Jianmu”, a sacred tree of ancient legend, which is similar
to Mt. Kunlun in its meaning of connecting the heaven and
earth, and which is the place where the gods travel to and
from between the heaven and earth. She constantly changes
the composition and the way of expression of figurative
elements, and, using her brush freely, builds up many
“small worlds” with different sceneries, which sometimes
even interconnect like caves. This is precisely because
she is familiar with the paradigm of the sacred space
of landscapes, which allows her to continuously produce
landscapes of similar interest but with many variations. After Li
Sixun, Wang Ximeng, Wen Boren, and Qiu Ying, we once again
see the revival of this sacred space tradition in painting.

Pneuma

Toute réalité est en soi totale.
Tout dans l'univers est comme l'univers.

Marcel Granet, La pensée chinoise, 1950:341

In the traditional Chinese ontology, “the mountains and waters”
are condensed in the true pneuma; and the mountain’s pneuma
is rigid, and the water’s tender. The “form” of them depends
on the inner “pneuma”, in the sense that “the internal pneuma
sprouts, and the external pneuma forms ... the vital pneuma
sprouts in the inner, and the image forms in the external.”
Chuang Tzu tells us in his famous assertion “it [the Tao] is in
the piss and shit” that there is no place the Tao does not exist,

and that it is hidden in the form of pneuma in everything in
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cypresses, Ganoderma lucidum, and auspicious daisy, but also
the food thrown into the river by Yu the great [limonite] and
west tribesman’s Yumeng cinnabar, all of which are born out
of the accumulation of pneuma of the mountains and waters.
According to what the man lived in the Jin Dynasty said in The
Declarations of the Perfected, such a blessed place is the ideal
locus to establish a hermitage and to cultivate the Tao. The
Tao manifests itself outwardly in the form of the mountains and
rivers, while the human being is in harmony with the Tao through
the quality of them. It is precisely for this reason that Zong Bing
of the Jin Dynasty referred to secluding in the mountains as
“clarifying one’s mind and observing the Tao” and “condensing
one’s pneuma and enjoying one’s body.” In other words, the
mountains and waters are an important interface between
human beings and the Tao.

Just as the Muslims incorporated their reverence for God
into geometric ornamentation, and just as the architects of
the Renaissance incorporated their interpretation of God into
perfectly proportioned squares and circles (e.g., Tempietto di
San Pietro in Montorio, Donato Bramante), it is natural for those
who follow the Tao to depict their supreme belief in the form of
mountains and waters: the Tao, which has no inside or outside,
no form or appearance, and no beginning or end. However, this
kind of landscape, painted on a canvas, actually has the same
divine quality as the real mountains and waters, and is a divine
being — that is why Zong Bing said, “conditioning the pneuma
while living in idleness ... unfolding the scroll, and enjoying it in
silence.” At the same time, the process of creating landscape
paintings is itself an act informed with a spiritual power, a
ritual, in which the “form” of mountains and waters is manually
depicted in such a way as to draw the true pneuma of the world
into it and give it “quality”. This is perhaps what Zong Bing called
“adoring the Tao in the form”.



“the One gives birth to the Two, and the Two gives birth to the
Three, and the Three gives birth to all things.”

From the point of view of brushwork, painting and the method
of stacking stones in rock garden also have the same subtlety.
According to the Yang school gardener Mr. Fang Hui, “stacking
stones into a rockery consists in the flow of the pneuma, as if
the pneuma wanders in the process of modelling. If the intention
and pneuma are in place, then the rockery is in place; and if
the pneuma and spirit are in place, then the form is in place.”
Because the pneuma of the body is in harmony with the form
of the stacked rocks, the maker can rely on his or her feeling
to treat various relationships, such as shape and pattern, light
and heavy, open and close, curved and straight, coordination
and the rhythm of the changes in stacking. Looking back at
Xiaodong’s Dragon Invocation Rite, it, to me, is another version
of Ni Yunlin’s ingeniously constructed Lion Grove: waves of
different shapes fill the void, resembling the lakeside rocks and
grotesque peaks that are viewed in all directions through the
Reclining Cloud Room. The divine dragon in the painting either
dives or leaps, merging with the waves, which is like the Lion
Peak on Tianmu Mountain where Zen Master Tianru Weize
used to live -- is it a lion? Or a peak?

Chuang Tzu said, “you have only to comprehend the one
pneuma that is the world.”
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the daily life. And it is this everydayness that allows a natural
place to be transformed in your mind into a sacred one. Hence,
every spring, every blade of grass, and every rock contains an
independent “world”. And to depict them with ink and brush
is just like to give birth to “the heavens and the earth” over
and over again. This is no longer just a ritual, but a great
event like the conception of life.

In the autumn of 2003, Professor Lin Haizhong held a solo
exhibition titled Brushwork Notes as a tribute to Jing Hao. The
inheritance and practice of Lin’s brushwork is also present in
Xiaodong’s work. For me, this set of brush and ink techniques
that are interlinked and interlocked seems to be a representation
of the process by which the Tao gives birth to all things. The
creator (perhaps the Tao, perhaps the artist) constitutes
the singularity at which everything occurs, and the true
pneuma, emanating from it after the elimination of thought
and the great concentration of the divine light (or “removing
inadequate desires”, as Jing Hao puts it), immerses in and
travels through time and space, taking root on the surface
of the paper, and erupting into the first wisp of branch, the first
piece of stone, and the first ripple of water -- this is “the Tao’s
giving birth to the One.”

Based on this, the painter clarifies her mind, and follows
the pneuma in her body, and pours her mind into the tip
of the brush, and, in the space of an inch, in an instant,
according to the rules of brushwork, transforms in a
seemingly disordered pattern into the time and the space
naturally. This process is just like the tidal trees on the mudflats
of the Qiantang River, which was created by the river under the
operation of the true pneuma of the world without intention. It
is also the case that all of the mountains, waters, stones and
woods created by the brush are “qualities” condensed after the
expression of the natural flow of the true “pneuma”. This is that
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the epidemic, | sit at a quiet desk, facing a window from
which there is a fine view of the West Lake, to see the
grotesque sky lights and the lake against the colorful
haze, and | exclaimed over these magnificent scenes for
several days in my WeChat Moments. And my teachers
and friends and | read ancient painting theories in the
famous mountains and lakes, visited the old Zen temples,
and sought for the grotto-heavens, as if we lived in
another country and experienced another life. It was as if
| had been reborn as a character in a rebirth fiction, back
to twenty years ago, at the moment of graduation from
the Academy of Fine Arts when | chose to continue to
paint, instead of plunging into the rising tide of Chinese
contemporary art. However, | still carry the memories of
my previous life ...

In my previous life, | was driven by the development
of society, and became a curator planned more than a
hundred exhibitions. In order to carry out projects more
independently, | set up my own gallery, Space Station,
which has been involved in everything from conceptual
art, performance art, to new media art, and | also
initiated the ongoing art and science event Eighth Day
Twelve years ago. However, the in-depth experience
of Chinese tradition is a form of life that has been
alienated to me, and it is a way to approach the inner
world instead of expanding from without. Having had
various interdisciplinary experiences, | found a different
horizon when | looked at the vast tradition with the vision
of philosophy of technology. Ancient people also had
such conceptualism, pictorial ambiguity, and behavioral
interactions. The tradition is not a monolithic bloc, but has
so many vivid lives and experiences. The very different
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To Attain the Oneness: A Miscellanea of
a Solo Exhibition

By Fu Xiaodong

In the Tao Te Ching, it is said,

“The things which from of old have got the
One (the Tao) are --

Heaven which by it is bright and pure;

Earth rendered thereby firm and sure;

Spirits with powers by it supplied;

Valleys kept full throughout their void;

All creatures which through it do live;
Princes and kings who from it get

The model which to all they give.”

In his On Painting, Gu Kaizhi of the Wei and Jin dynasties
said that “spirits with powers are in an obscure world, and
peacefully have the thought of getting the One.”

How to bridge various dichotomies with the One? How to
get the One in different cultural systems of the East and
the West? How to get the One between the ancient and
the modern? How to get the One in a fragmented world?
How to get the One in the midst of things? And how
should one get the One in thousands of strokes? | guess
the only way is to get it at heart and keep it in heart.

| am a pragmatist. During the Covid pandemic, | moved
from Beijing to Hangzhou. Before that, | lived in the hustle
and bustle of Beijing, where there was a faster pace,
denser information, and more intense visual impact. After



The One Character One Day series was completed
while | quarantined alone in Beijing during the Spring
Festival in 2020. At that time, | was in the midst of a daily
storm of unbelievable news about the epidemic and social
media opinions. Using the method of the Song Dynasty
Taoist talisman, | combined multiple characters into
a new amalgamated one, and made it surrounded by
hand-drawn semantically related images, attached
to old antique spikes and embroidery that | collected
as if they were decorations around a shrine. During
the period of physical and mental confinement, |
created one character every day, which could be read
as a concise and powerful phrase, and posted it in
my WeChat Moments as a slogan, which can escape
censorship and be reposted by many. Mostly, this work
both was an expression of something stick in my throat
and a record of my life emotions during this period. The
relationship between Chinese hieroglyphic characters
and images is full of infinite possibilities. From the point
of view of different knowledge genealogies and historical
origins, images and words could be translated into each
other, and borrowed and imitated from each other; both
have the characteristic of self-reference, and a kind of
isomorphic relationship of mutual mapping. The series,
in this special situation, became an outlet for the
expression of life emotions in the functionality of

characters.

The Rainbow and Feather Dress Dance , a colored
silk scroll, is inspired by the former residence of Ye
Fashan of Dushan, a famous royal Taoist lived in the
Tang Dynasty who once guided the emperor Xuanzong
on a tour of the Moon Palace. The emperor saw the
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values formed by different conceptions, and the flux of all
concepts, are the natural development of human beings.
Chinese painting, on the other hand, is a complex system
developed on the basis of the Chinese holistic view of the
universe and epistemology.

To return to the basic question, how to get the One in
painting? The Chinese painting is based on a kind
of Yin-Yang complementarity, similar to 1 and 0,
expanding the infinite fractals of ink, circulating in the
course of time, and at the same time, mobilizing the
power of the unconscious or the subconscious in the
state of human perception, and grasping the rhythmic
changes with the qi or the energy of life. The plane of
paper serves as an entrance to a larger space, and each
dot is a trace of the collision between the larger whole and
the two-dimensional plane. The ancient Chinese analyzed
this kind of trace in depth, starting from every detail, and
they found that each stroke from the beginning of the
operation of the brush is full of calm and brisk power,
never repeating, circling around, and echoing each
other in a coherent manner. Even if it is separated
from the paper surface of the void, it is also full of
vitality, just like the universe of the unending power
of creativity. This is both the cultivation of the state
of life and the fulfillment of one’s own experience
after deeply observing the natural creation. This is
both the basic method of my creation and the beginning
of all underlying logic. In creative practice, there is also a
gradual process. In the exhibition of Migratory Bird Space,
| have faithfully recorded the changes in my life since the
epidemic, and the trajectory of my thinking and practice.



and forgetfulness is both an experience of nature and a
refining of the mind. One should see the abstract essence
underlying complicated phenomena, and utilize various
painting means of expression to increase changes and
contingencies. When you look at the mountains and rivers,
nature opens up to you; and, instead of men using their
brushes, it is more like the power of nature driving their
brushes via them. Sometimes | think about the universe and
painting before the canvas, writing poems about them:

“The fire opens up the realm of openness,

and washes away the dust of the mortal world.”

“The Eight Trigrams determine Heaven and Earth, and
Mountains and Marsh are interconnected by the qi; Wind
and Thunder follow each other, and Water and Fire do not
struggle with each other; Yin and Yang are divided into Four

Images, and the Five Elements are eternal.”

“Pillowing in the haze, and lying in the autumn lotus, my
body is like an untethered boat. | sigh with my mind’s gallop,

and sigh for the transience of life and death.”

“The old dryad on the shore of Xizi Lake swallows the
heaven and spits out the moon to embrace the five states.
Heading north, it takes only a moment to scatter red
creepers, and the mountains, rain, clouds, and water are

collected on paper.”

The Huangshan series depicts floating clouds on the
distant mountains. In the clouds and mist, the peaks are
like lotus flowers blooming, and misty clouds and smoke
are dispersed with the wind. It is a feeling of purity and
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fairies dressed in flowing clothes playing fairy music, and
when came back, he composed the Nishang Yuyi Song
according to his memory. The elaborate memorial stone
gateway built in the Ming Dynasty, survived in the ancient
fortress of Dushan, is now like the surreal background in
the Moon Palace, and the silk traditional Chinese dress
of the Ming Dynasty is also as elegant as a cloud-like
garment. These two artifacts spanning time and space
have created a special light lure activity. When the light
of a specific frequency came on, the silk clothes fluttering
in the wind fell all over the moths seeking light, forming a
fleeting feathered garment. Entomologist Yang Xiaofeng
photographed different species of moths in Dushan’s
ecology with a macro lens, and | then added these lured
moths to the silk traditional Chinese dress in the form of
meticulous paintings, which was also a presentation of
scientific research on the ecology of Dushan.

The Album of Paintings from Nature series is a series
of on-site paintings that | created in 2022 and 2023 while
travelling to the West Lake in Hangzhou, Jiuhua Mountain
in Anhui Province, and Qiyun Mountain in Baiyue. Sitting
among the mountains, rivers, and lakesides, | had learned
the ancient people’s methods of modeling and composing,
and tried to obtain the spirit of the hidden and inscrutable
or the qi of vividness. | love to use blue ochre, and try to
refine a set of boneless landscape techniques in nature.
To paint is to paint with the brush in the bone-method; and
nature is the true form of everything; and the right form is the
law of growth and combination; and the truth is the vitality
of the gi. The laws of pure beauty are summarized in the
complexity of nature. The present state of concentration



heaven, earth and gods. Different styles of trees are
assigned in different orbs, like asteroids laid out in 8
banners. They also like small worlds, which may give birth
to a mysterious supernatural power floating in the void of
the universe and space-time. The Calling the Dragon, on
the other hand, tries to simulate the movement of water
with smooth and varied strokes, outlining and coloring
the turbulent eddies and oceans. Amidst the water mist,
a number of golden dragons and water dragons jump
out. Inspired by the Taoist ritual of “Dragon Invocation
Rite”, the golden dragon is the witness of man’s alliance
with heaven and earth and his contract with nature.
How can one utilize the power of nature? and how
can one drive it? Is this a shamanic ritual that can
be accomplished with a brush? The Branching
Elementare has an aesthetic taste similar to the export
porcelain combined Chinese and Western elements: the
Roman Baroque decorative pattern blend with the natural
branches and flowers that the East adores, forming an
endless form of flower columns.

It is not only the images and styles, but also the
methods of observation and conceptions that
underpin various painting techniques, that connect
or differentiate between the East and the West, so |
wonder if it is possible to “get the One”?
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freedom. Probably the poetic meaning is similar to
the blooming flowers in life, and life is the rain and soil
that nurtures the flower. As the old saying goes, “Poetry
is invisible painting, and painting is visible poetry.” | came
to know why poetry in paintings is so rare, and how
to preserve it by not squandering it for the sake of the
painting. The Lakeside Chronicle series derived from
this is a series of vignettes of daily trips to the lakeside.
It is about the changes in the light of day in the twilight,
which records surreal scenes full of moods with a slight
touch of imagination while experimenting and innovating
with different methods of painting.

The Cosmic Trees, Dragon Invocation Rite and
Branching Elementare the most recent works that
unleash even more free creativity and imagination. In
The Tree of Life, different types of giant trees are seen
as native beings in their own small worlds. In the ancient
narratives of different cultures, the sacred tree has always
served as a system of creation and a connecting point
between heaven and earth. In Norse mythology, an
entire world is constituted by the branches of a giant tree,
Yggdrasil, which reaches as high as the sky and gives
rise to nine worlds. In the Old Testament, the Tree of
Cabala is the pathway to the God, a way in which the God
created the world from nothing. The Tree of Life in Ancient
Egypt separates the worlds of life and death, symbolizing
the beginning of creation and the link between the natural
and supernatural worlds. The Jianmu in the Chinese
Classic of Mountains and Rivers is a ladder that connects
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Painting with One Continuous Stroke:
Simulating the Essence of the Great Void
with a Painting Brush

By Fu Xiaodong

I. Emptiness? The Chaotic Great Void and
the Sea of Energy

According to Dao Zang (or The Daoist Canon): “The qi [1]
is born out of primitive chaos. It then assumes a shape
and wanders in the deep void.” “The chaos is the state
of the universe before it comes into being.” “It is chaotic,
stagnant, with no distinction, and in a state between
existence and non-existence.” Zhang Zai (1020-1077),
a Song Dynasty Chinese philosopher, asserted that “the
great void is the qi.” Zhang posits that the great void
is filled with dynamic qi, which embodies the way of
nature that works in endless cycles. The great void is the
essence, and the qi is its application. When dispersed,
the qgi will return to the great void; when gathered,
the qi will become all things in the universe. As the
original state of the qi, the great void is immovable. As the
concrete embodiment of the great void, the gi constantly
moves and changes. The great void and the gi have also
been invoked to describe the essence and applications
of one’s mind, with the former immovable and the latter
infinite in its ever-changing varieties. “The great void is
the essence of gi and has no shape. The dispersal and
gathering of gi are only the great void’s applications.”
(Zhengmeng or The Right Clarification by Zhang Zai)
This idea also echoes Chinese Confusian philosopher
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if all segments are considered in their entirety, they still
belong to an integral whole.

Such a theory could be borrowed to describe the use of
the brush in traditional Chinese painting. The traces left
by a brush on a piece of paper reflect a whole series of
body movements of the artist in the space. Therefore,
when traditional Chinese artists used their brushes, rather
than focusing on brush strokes, they attached much more
significance to their cycles and repetitions, to the power
and inner structure of brush movements, and to the inner
coherence within an entire set of brush techniques. Only
in this way can an artist give full play to their internal
energy, which, combined with the trails of movement and
the application of inertia, endows the lines with spirit.

The lines’ trails of movement follow an internal order.
Similar to the figure-of-eight-shaped waggle dance of a
honey bee, such a movement is the most efficient in the
natural world to cover the most extensive possible area.
In the movement process, the lines sometimes flip 180
degrees, generating twists and rotations like those of a
Mobius band. In such cases, the complexity of the trails
of movement will be maximized, resulting in flips and
turns in a topological sense. In the end, such spiraling,
constantly turning, topological curves become the internal
order of traditional Chinese painting. Lin Haizhong’s The
Void and the Lake mixed yin gi and yang qi to simulate
the essential gi of the great void. With the artist moving in
an unconscious state, his body resonated with the natural

frequency of the universe.
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Scientist and quantum
theorist David Joseph
Bohm (1917-1992) proposes that “the void” is filled with
infinite energy, and the matter is but a tiny, quantum,
wave-like stimulation of such a background. So, if you
stimulate a small wave on top of such a sea of energy,
you will generate matter. (Here, the matter refers to the
material form of “elementary particles.”) Therefore, the
energy-filled space is “full” instead of “empty.” This theory
also explains the big bang. An infinite number of tiny
waves came together at one point due to their relative
phase relations. These accumulated waves formed a
colossal wave, almost out of nothingness, and generated
a wave pulse. It was out of this wave pulse that our
universe was born.

According to the Sirangama Sitra, “[It’s] like a dust
floating in an immense universe, whose very existence
is questionable. It's also like steering a small boat in a
roaring ocean whose very direction is questionable ...
Yet the essence of one’s mind always exists.” In the
void, yin and yang exist in a superposed state, which
is simultaneously yin and yang. If, due to a random
stimulation, they start to move, yin and yang will mutually
promote one another while constantly transforming from
one into the other. It is similar to a random segment of
a Mobius band, which, if considered locally, seems to
extend toward two binary, opposite directions. However,
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Fractal

due to the mutual superposition and gradual changes
of the whole and broken lines. Like the probability
theory, bagua predicts the possible outcome of things
in the world. It's also like a high-dimensional prism that
reflects the various states of things in different times and
spaces.

Now let’s return to the quantum state of particles. The
wave function of a particle determines that the particle
is dispersed in the entire space following a probability
model, and it is our measuring activity that collapses it
into one particular particle.

Bohm proposed the concepts of explicate and implicate
orders to explain the quantum state and the universe’s
basic structure. According to the implicate order theory,
everything is enfolded into everything. The whole universe
is considered as a whole. All the molecules, atoms, and
elementary particles defined by modern physics are
seen as temporary representations of the wholeness of
the implicate order, and all the “independent” individual
entities in the three-dimensional world are projections
of a higher-dimensional whole. The law of the whole is
implicated (or enfolded) and immeasurable. It expresses
itself through the total orders of all things, determines
the processes of all movements, and triggers the mutual
transformation of implicate and explicate orders. Bohm
explained “action at a distance” in the following manner:
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Il. Existence? The Bagua[2] and the
Implicate Order Theory

Quantum mechanics considers indivisible particles as its
object. Every elementary particle may be described as a
wave of energy. Similarly, we could also analyze every
single brush stroke in a traditional Chinese painting as an
indivisible unit of the artwork.

Let’s look at the branches painted by Dong Yuan
(a traditional Chinese painter active during the Five
Dynasties and Ten Kingdoms period). They are much
like the visualized passage of the ionizing radiation of the
chemical element radium (Ra). All the branches form a
matrix with their powers radiating in different directions,
and the paper is like a target absorbing the energy (or
power) continually injected into it by the painter’s brush.
The analogy also works with rocks. With the rotation and
undulation of the painter’s brush resulting in a mixture of
emphasized and unemphasized lines, the painted rock
miraculously acquires the texture of sedimentary rocks.

In the Xi Ci of The Book of Changes, it says: “Dao consists
in the combination of the yin and the yang.” Dao De
Jing says: “The Dao produced one; one produced two;
two produced three; three produced all things. All things
leave behind them the yin and embrace the yang,
while they are harmonized by the breath of the void.”
Zhuangzi[3] also believed that the communication and
integration of yin gi and yang qi created all things.

Derived from yin and yang, bagua is a mathematical
matrix describing the 4,094 possible combinations



lll. Kun Can, Neijing Tu, and Analogy

A few days ago, Bruno Latour visited China, bringing with
him a series of lectures and concerns. In his earlier book
Laboratory Life, he argues that the objects of scientific
research are also products of social construction, and
that the activity of scientific research, itself, consists of
a series of beliefs, oral traditions, and culturally specific
practices, and that science is a culture. llya Prigogine
and Isabelle Stengers’ Order out of Chaos summarizes
how early modern natural sciences developed over
three centuries, and places the evolution of science in
certain cultural contexts for further investigation. They
point out that kinetics and thermodynamics, physics and
biology, natural sciences and social sciences, Western
and Chinese cultural traditions should be integrated
to establish a new alliance between the human and
the natural on a higher basis, in order to form a new
conception of science and nature.

PEHIBIRIT TR
Yin and Yang of Body Phase
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“Two entangled particles should be considered as two
separate lower-dimensional projections of the same
higher-dimensional reality.” The higher-dimensional reality
is the shared basis of one’s mind and body, the interaction
of which is the projection of the same higher-dimensional
reality. Bohm used the holograph to illustrate that “...
every section of temporal and spatial structure includes
the whole structure that has been enfolded within itself.”
“We are completely enfolded within everything we see
and think.”

Similarly, we could consider the local dots, trees, and
rocks as an autonomous unit or part of the whole picture.
Each unit includes all the necessary elements, such as
proper density, natural layout, and the six principles of
Chinese painting (proposed by Xie He), [4]to form a self-
sufficient world. On a piece of traditional Chinese painting,
these units would naturally evolve, resulting in infinite
combinations that would ultimately form an immense,
complex, and self-sufficient world. But, like the projections
of a universal essence in various dimensions, these highly
numerous units still reflect the same essence, the “One”.



mantle. He was an eminent monk renowned for reaching
enlightenment through Buddhist meditations. The most
important viewpoint held by Caodong School, one of
the Five Houses of Zen, is the relationship between
“Tathata” [“thusness”] and the world of appearances,
and that there exists a relationship of “interdependence”
and “independence” between all things. For Caodong
School, the most important is meditation practice.
These practical meditational experiences, along with
the school’s understanding of interrelationality in the
world, constitute the foundation of Kun Can’s thought.
In Ming and Qing Dynasty, Buddhism and Daoism have
a lot in common in terms of self-cultivation, and there
exists a general tendency towards fusion of Buddhism,
Daoism, and Confucianism, as many Buddhist monks
also practiced neidan [internal alchemy]. Kun Can’s
usage of pseudonyms like “Can Daoren” (Daoren is a
Daoist devotee), “Renru Daoren” and “Dianzhu Daoren”
in colophons on his paintings shows a daily practice
involved both Daoism and Buddhism.
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Azimuth diagram of the sixty-four hexagrams of Fuxi

[1]Qi or Chi (in Chinese philosophy and medicine) is the vital force or energy that animates the universe lit. vapor, air, breath.
[2]The bagua (/\#})are a set of eight symbols that originated in China, used in Taoist cosmology to represent the fundamental
principles of reality, seen as a range of eight interrelated concepts.

[3]Responsible for one of the core texts in the Daoist Canon.

[4]The Record of the Classification of Old Painters by Xie He, a Chinese art historian, art critic, painter, and writer of the Liu
Song and Southern Qi dynasties (around the sixth century).
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Against this intellectual
background, if we
look at the doctrines
of different historical
stages as different
levels of epistemology,
all the different images SR
in the history of art Kein botte
can be viewed as a manifestation of specific historical,
geographical, religious, technological trends and
concepts. We no longer only emphasize the difference
between high and low under the single evaluation system
of the ontological language of the picture, but take
these differences and similarities as a representation
of different societies, politics, classes, and concepts,
and the difference between images can be interpreted
as a difference between the knowledge systems
possessed by the creators, which makes the paintings
that can be viewed become paintings that can be read.
Today, with the broad and diversified interdisciplinary
field of study, and with the expanding compatibility of
knowledge systems and modes of understanding, that
how the Chinese ancients saw nature and dealt with
the relationship between human beings, as subjects,
and nature, as an object, has become the origin of a
worldview that is very different from that of the Western
scientific world.How can Chinese landscape painting, as a
mainstream icon of Chinese art, be reduced to something
in an epistemological framework?| have chosen the
paintings of Kun Can, which are being exhibited in the
Forbidden City, as a case study to interpret, in an attempt
to decipher an extendable epistemological adventure that
has been overlooked in linear art history.

As one of the Four Monk Masters in the late Ming and
early Qing period, Kun Can refused Caodong School’s
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