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Author’s Preface

The present history of Chinese painting, which is an
attempt to present in a form ecasily accessible to
Western students the work and personalities of the
leading masters as well as the fundamental aesthenic
principles of this art; has for practical reasons been
divided into two successive, though munumlly m-
dependent scts or parts, called respectively: Tam
FIRST MITTENNIUM and THE LATER CENTURIES.

The ntle of the first part 15, however, a rather
generalizing term, one which should not be taken
too literally; it refers to a span of time that in fact
includes considerably more than one thousand years,
The end of this period is easily fixed, because it
coincides with the end of the Sung dynasty, but as ro
its beginning, widely differing opinions are held.
Some experts have tried to trace the origin of
Chinese painting to the early Bronze Age, more
than a thousand years p.c., while others, who take a
more restricted or technical view of the macter, are
mclined to start the history of Chinese painting with
the Han period or even later, They point to the fact
that neither the literary sources nor the authentic
remains of painting from the Han or earlier dmes
are sufficient to give us 2 comprehensive idea of the
various kinds of painting which possibly exsted
before the Han period.

This may well be true, but ir is a state of things
which is gradually bemg modified through new
discoveries of tomb chambers with wall-painting
and decorated objects which even though they can-
not be connected with definite artistic personalities,
serve to broaden our views of the arostic attainments
of the early painters. The time-limit for the lnstory

of painting in China is thus year by year pushed
backward, yet on the other hand, it must be ad-
mitted that the paintings uncovered in the tombs
represent a very different kind of pictorial art from
that of the scroll-paintings on paper or silk which
constitute the main body of what is usually under-

The double aim of this wark, succinetly indicared
in its sub-title, Leading Masters and Principles, and the
necessity of keeping it within certain prescribed
limits have naturally led to compromises which
would not have been necessary in a purely historical
or an essentially theoretical presentation of Chinese
painting. To maintam the requisite balance between
these two sides of the subject has, however, neces-
sitated a somewhat different treatment in the eartier
and the later chapters of the book; in the fornier, the
theoretical treatises and disquisitions have been given
relatively more space and impartance than in the
later portiom of the work, because they seemed more
important or necessary for a proper understanding
of the art of the period than the majarity of the
often rather doubtful pictures, whereas the relative
propertion between the authentic paintings and the
literary records becomes reversed ot equalized after
the end of the Sung period. These somewhat shifting
proportions in the character of the material in suc-
cessive periods must perforce make themselves fele
in the composition of a general history of Chinese
painting and involve compromises or sacrifices
which are pam#ul to the author,

The difficulty is as a matter of fact more sedous
nowadays than it was two or three decades ago,
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when | composed my carlier books on Chinese
painting, because during the intervening years the
artention of students and collectors has been more
and more centred on the post-Sung periods. A
number of impartant studies devoted to individual
masters, schools or groups of the later periods have
been published in various parts of the world, and the
artistic preductions of the Yian, Ming and carly
Ch'ing periods have been placed on a level with the
paintings of the Sung and carlier dynasties. To what
extent this is justified by the artistic qualities of the
pictures is a question which may here be left open; 1
am simply drawing artention: to. the increased and
growing iterest of students and collectors m later
Chinese painting and the consequent complications
and demands made on a comprehensive presentation
of the subject.

Tt seemns indeed futile to try to define what should
be included in (or omitted from) a general history of
Chinese pamting, because the subject is 50 wide and
many-sided, but the above remarks may offer some
explanation for the inclusion of a short preliminary
chapter on painting of the Han period and carher
times at the head of the historical text, thoughit can
hardly be said to fall within the scope and limits of
the specifically Chinese painting which is discused
i the general Introduction. The wall-paintings of
the Han period, which in recent years have been
uncovered in Northern China and Manchuria, have,
indeed, from an aesthetic viewpoint little 1 com-
mon with the scrolls of later times, yet they are
important clements in historical study, for they
make us realize that Chinese painting might have
developed along different lines if its early connec-
tions with spheres of Western culture had been
maintaimed and cultivated more consistently.

In view of the general aim of this publication,
which s to represent the historical development and
aesthetic significance of Chinese painting ro Western
art-Jovers, | have tried to emphasize such qualities
and typical features as seemed to me most essential in
contradistinction to the leading principles of
Western: painting: This general course, however,

could not be successfully pursued simply through a
formal analysis of still existing pictures; it had also to
be based on the writings and pronouncements of the
artists and their literary friends, who sometimes
provide a clearer indication of the intentions and
essential principles of Chinese painters than might be
deduced from the pictures that pass under their
names. It would, indeed, be difficult for Westerners
to understand the Chinese ideals and to appreciate
the Chinese attitude of mind without these ex~
planatory discourses by painters and critics; and for
this reason, selections from such writings of various
epochs have been included in new translations.
None of these writings can be said to contain a
complete or systematic theory of painting, but they
all direct our attention to qualines of life and rhythm,
which Chinese artists who worked in harmony with
the Spirit of Nature tunsmitted spontancously by
their creations.

The important modifications which in recent
years have taken place in the discussion and ap-
preciation of Chinese paintings and which are well
known to students who have been acuive in the field
for more than a quarter of a century, have certainly
contributed to make the wmsk of the histortan more
complex and exacting. The limits have been ex-
tended both in time and place (as stated above), the
relative homogeneity of the matenal, which seemed
to prevail in the days of Fenollosa and Giles, has
been sharrered, and the danger of basing aesthetic
opinions on reproductions and the artractive publica-
tions produced in China and Japan some thirty
years ago, has been brought home to students and
collectors with growing force.

This was evidenced to me quite tecently with
irresistible foree during my studies of 3 large number
of important pictures from the former Palace
Museum collection, now at Formesa. The opportu-
nities offered there for a closer scrutiny of many
famous pictures hitherto known to me only in
reproductions, served to open my eyes to qualities
and imperfections not so easily observable in
reproductions, but nevertheless decisive for the



PREFACE 1

actual dates and attributions of the pictures. The
problems and impressions which 1 have in mind are
too complex for demonstration at thus place, but
here, for instance, may be mentioned in passing a
large group of landscape-paintings which have been
traditionally ascribed o masters active m the tenth
century (ie. from Ching Hao to Kuop Hsi), and
much admired as representatives of the grear school
of landscape-painting that existed at the beginning
of the Sung period. In many instances their magnih-
cent designs make them truly impressive, but very
few mdeed of these famous works were, in my
opinion, executed before the Yiian or early Ming
period, To demonstrate this in detail is obviously
not possible in the absence of any reproductions, nor
is it possible for me to introduce any readjustments
in a volume which is already in print. But this
general impression arrived at through a careful study
of an important group of paintings may be of
interest to other students who have been confronted
with a similar situation. They are unavoidable m the
history of Chinese painting, and T believe that with
growing knowledge and experience we shall all be
obliged to admit that we have often been led astray
by traditional opinions supparted by the seals and
inscriptions of emperors and connoisseurs, and
equally by the long-standing habit of accepung
verdicts based on reproductions as substitutes for
those based on ongnals.

1 see no way out of this alluring jungle, where we
sometimes have lost our way, except by increasing
our efforts to establish eloser contact with the original
works of the Chinese painters. The question how
this is to be done, 1s one which every student must
answer for himself. | can only say that my recogmi-
tion of the imperative necessity of establishing such
contacts has led me to sustained and careful studies in
Far Eastern collections (beside those in Western
countries). And [ have to admit that even now,
materially and intellectually, I am still at the begin-
ning of the journey and always ready for another
STart,

For the benefir of those who are setting out on 2

similar course of mtellectual and material adventures,
1 have added to the historical (and somewhat tradi-
tional) account 3 kind of skeleton guide under the
name of Annotated Lists, in which the student wall
find about 1400 painters mentioned with references
to historical sources and to their works. The latter
are listed under short descriptive titles to which
often are appended letters or pointers indicating
their probable degree of authenticity. These pointers
are, whenever possible, the result of the compiler’s
observations on the originals, bur there are excep-
tions to the rule and a number of cases in which the
pointers are left out. The Annotated Lists therefore,
as explained in the Introduction, should not be
regarded as an all-inclusive scheme of clasification,
but rather be interpreted as an attempr to offer sug-
gestions to the student which may be uscful in his
search for authentic works by certain painters.

This search is the very gist of the matter, it warms
the heart, opens the eyes, increases the experience,
and arouses the aestheric sensibility which, after all,
must be admitted as a final suthority in our estimate
of the artistic importance of a work of art. It gives us
joy and lead sometimes to conviction, but that i
while we are stll on the road and not yer sunk in
afterthought or the scholarly labours of demonstrar-
ing our conviction to others. These mean as a rule
more work, more doubts and more complications
than were expected, particularly if the results of the
researches are to be made accessible to others n prmt.

L] - *

The present work could ot have been brought to
the degree of relative completion in which it is now
presented without the co-operation, active help and
good advice of 3 number of friends, assistants, and
musenm officials in various parts of the world, Those
who have contributed in particular to the work on
the Annotated Lists are mentioned in the Introduc-
tion to this part of the publication, but among the
others who have beent more concerned with the
general programme of the book, irs literary form,
the control of the Chinese trandations and the supply
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of the illustrative maternal, the followmg persons
and institutions should be recorded with thanks:

Professor Wilfrid H. Wells, the indefatigable
censor of my literary English, who furthermore,
through his familiarity with Chinese painting and in-
dividul approach to the subject, has been an inesti-
mable; though geographically distant companion
in'my literary travails durmg the last five years.

Professor Chang Hsin-chang, who acted for a
while as my assistant in Sweden and whose excellent
knowledge of English as well as of Chinese, and
special interest i the history of painting and
aesthetics, made him particularly fitted to conerol
the translations of the theoretcl writings.

Dr. Erich Ziiecher of Leyden, who was delegated
by Professor Hulsewé to act as my assistant during
some months in 1954, ata time when | was mainly
occupied with the study of the Sung period.

Dr. Shimada Shujiro of Kyoto, who duning my
visits to Japan in 1051, 1954, and 1956 was a frequent
companion. and excellent adviser in regard to
Chinese paintings in Japanese collections. His mame
should really be recorded with special gratiude i
connexion with the Annomred Lists to which he
contributed much valuable information.

The specialists of Chinese pamting, connoiseurs,
collectors and museum officials who in recent years
have shown an interest in my preparatory work and
offered their help in the form of opportunities for
study and the supply of photographs are spread over
three continents and too numerous to be completely
recorded ar this place, but some of the most m-
portant institutions, centres of study, and individual
experts in various countries should here be men-
tioned,

I China: 1. The members of the Union of
Chinese Artists who sponsored my stay in Peking in
1954 and through their learned representative,
Prafessor Wang Hsilin, furnished me with a selection
of photographs of paintings cxhibited in Hui-hua
kuan, and zgain, in October 1955, with some

excellent photographs of paintings in tombs of the
Han period and in the cave-temples at Tun-huang.

2. The authorities in charge of the Palace Museum
collection, now in Tai-chung, who actually gave
me the best opportunities for studies of pamtings
that 1 ever have had in any public collection in
China; they also supplied me with a numbet of
interesting photographs, My thanks for these good
services are due to Dr, George K. C. Yeh, Minister
of Foreign Affairs, Dr. Wang Shih-chieh, Dr. Lo
Hsig-lun, Dr. Han Li-wu, Mr. Chuang Yen, and
Mr. T an Tan-chiung and also to their saff of will-
ing helpers ar Taichung.

In Japan: During my repeated visits to Japan |
have received continuous support and assistance in
my rescarches from a great number of public
institutions and private collectors of various cate-
gories, The first place among these should be
accorded to some of the old Buddhist temples where
Chinese pictures are still carefully preserved and on
occasion are made accessible to students. No one who
has enjoyed the friendly hospitality in Koto<in and
Ryuko-in or s¢en an exhibition of Mu-ch't's master—
pieces in the main temple of Daitokuji, will forget
the atmosphere of meditative repose and spiritual
sttminment prevailing at these places, nor can he
forget the impressive formality with which precioos
pictures are unrolled in the great Shingon temples
such a5 Toji or Gion-in in Kyoto. These are
memories provoking gratitude.

It should, however, also be remembered that the
pictures which belong to public or guasi-public
museums are not displaved on the walls as in
Western: museums, but, with rare exceptions,
wrapped up in silks and cirefully locked in series of
lacquered boxes smelling of camphor and sandal-
wood. To see these pictures requires proper prepara-
tions on the part of responsible officials. Such is the
case in the large art-museums in Tokyo, Kyoto and
Osaka, where hundreds of paintings are preserved,
and also in the minor quasi-private collections such
a¢ the Seikado and the Nezu Museum in Tokyo,
Yurmkan in ‘Kyoto, the Hakone Museum and
others. The good help and willingness extended to
the forcign student at most of these institutions
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have repeatedly given cause for feelings of sincere
gratitude. I'would also like to include in this category
of helpful institutions the Institute of Art Research in
Tokyo, from which 1 have obtained 2 number of in-
teresting  photographs and valuable nformation
about the whereabours of certain pamtings m Japan.

Among the many private collectors who made
their Chinese paintings accessible to me for closer
study should be mentioned in particular Marguis
S. Asano, and Marquis Inouye; Mr. K. Sumitomo in
Oiso, Mr. K. Takashima m Kugemima, Mr. K.
Yamaguchi and Mr. K. Kurokawa in Ashiya; Dr. T.
Maoriya, Mr. 5. Hashimoto and the regretted
Professor Ch. Ogawa in Kyoto, Mr. T. Nakamura
and Mr, Mayuyama in Tokyo, and Mr. Umeczawa
and Mr. Saito in Kamakura — 2 list that easity might
be continued with dozens of other namies, and yet
remain incomplete, because my connections with
the art-colléctions i Japan started nearly forry years
ago and have been continued through the decades in
spite of the disturbing vicissitudes thar so many of
the old Japanese collections have passed through in
recent years.

In U.5.A.: It may not be necessary to enumerate
here all the American institutions and their officials
who during the last decade have become of funda-
mental importance for students of Chinese pamnting.
They are all nowadays well known, whether m
Washington, New York, Boston, or in Cleveland,
Cincinnati, St. Louis, Indianapolis, Chicago, Kansas
City or Honoelulu, and most of them are mapidly
growing under the expert guidance of specialists i
the Oriental field. No history of Chinese painting
could be composed today withour active co-opera-
tion in the form of photographs and critical informa-
tion from these imstirutions. The author remains
under deep and lasting obligation to the leading
officials at all these museums, not only for the supply
of excellent photographs but also for much valuable
mformation and stimulating discussions regardmg
Chinese paintings in their collecaons. Let me mem-
tion in particular Mr. Laurence Sickman in Kansas

City, Mr. Archibald G. Wenley in Washington,
Mr. K. Tomita and Mr. Tseng Hsien-ch'i in Boston,
Dr. Ashwin Lippe in New York, and Mr, R. I,
Griffing and Professor and Mrs. Ecke in Honolaln.
The private collectors and art-experts i America
(and clsewhere) who have contributed most directly
to the formation of the Lists are mentioned in the
Introduction to that part of the present publication,
but T would nevertheless like to record also-ar this
place my obligation to the Chinese experts in New
York as well as in China with whom I have passed
stimulating hours of #tudy and conversation. Proni-
nent among these experts were Mr. Chang Ts'ung-
yid m Peking and Mr. Chuang Yen in Taichung.

Among the European collectors and conmoisseurs
wha during the years have shared with me some of
their knowledge and cxperience of Chinese painting
and supplied me with photographs, should be men-
tioned in particular my friends in Lugano, M. Jean-
Pierre Dubosc and Dr. Vannotti, whose company |
have enjoyed repeatedly: furthermore, Mr, Bernard
Berenson in Settignano, who presented me with
excellent photographs; Mlle. Madeleme David and
other former colleagues in the Musée Guimet in
Paris; Dr. Victoria Contag of Shanghai days and
later; Mr, Basil Gray and Mr. John Ayres m London,
who kindly undertook to compose aptions for
some of the plutes in- my absence, and Mr. Perer
Swan in Oxford. My thanks for encounters
along the endless roads winding across the fields of
Chinese art are due to them all.

Special acknowledgments for the use of museum
photographs acquired m institutions i different
parts of the world are inserted in the Lists of Plates in
Vols.1ll and V1. The colour platcs used as frontis-
picces in Vols] and 11 were prepared with the sup-
port and co-operation of Professor Millard Rogers
in Seattle and Mr. Tseng Hsien~ch'i in Boston.

The grant reccived from Humanistika Fonden
and Kungafonden in Stockholm for the printing of
the Annotated Lists is formally acknowledged at the
head of the section containing only the Lists.






INTRODUCTION

The Beginnings of Chinese Painting according to the Early Chroniclers,
Hsiel Ho's Six Principles of Painting

PAINTING AS an independent art had existed no
doubt since very early times in China, but our
knowledge about the earliest forms of this art is
hardly sufficient to allow definite conclusions as to
its beginnings and initial significance. From the way
painting is described by some of the old chronicler,
it may be concluded thar, to begin with, it was
executed mainly for moral and ceremonisl pur-
poses rather than for purely decorative or aesthetic
ends, Chang Yen-yilan, the well-known art-
historian of the minth century, reports in Li-tai
ming-hia chi (A.D. 845) some of the traditional views
on this arr and gives a short account of the early
development of painting, He writes in ‘the first
chaprer of his treatise as follows:

“Painting perfects culture and promotes right
relationships; it exhausts all the divine transtorma-
tons (in nature); it fathoms the abstruse and the
subtle, attaining everything accomplished by the
Six (classic) Arts, and makes its circuit with the four
seasons. It originated spontameously from nature and
not as a resalt of human endeavour.”

The author then refers to some of the old tradi-
tions regarding the first appearance of pictorial
writing in the time of legendary rulers such as Fu
Hsi and Huang-ti, and to these stories he adds the
following remarks, no doubt borrowed from
earlier writers:

“At that time (i.. in pre-historic times) writing and
painting were still substantially the same and not as
yet differentiated. Regulations for pictograms had
been introduced, but they were as yet quite sum-
mary, There was nothing for transmitting ideas, and

so writing came about, and a¢ there was nothing by
which shapes could be made wisible, painting came
about. All in accordance with the intengons of
Heaven and Earth and the ancienr Sages.”

The view that panting had the same ongin as
writing and moreover similar ends, whether cere-
monial, religious or purely pracncal, is repeared
several Hmes in varous connexjons; it is, so to
speak, the central thesis of this first chapter of Li-fai
ming-hua chi. The pictures which the author had in
mind seem to have been mainly of an illustrative
kind, serving as records of historical events and
characters. Chang writes that, according to Chos-li,
“the sons of noblemen and princes were taught six
kinds of script, the third consistmg of pictorial signs
with the sume meaning as paintings, From this may
be known that though writing and painting had
different names, they were substantially the same
thing."

This sweeping statement refers apparently not
only to pictograms, which could be classified as
writing no less than as paintings, bur also to the fact
that the two arts were findamentally akin in so far
as they both could be used for expressing moral
ideas and practical concepts, Some hints about the
further evolution of painting are then given by the
authar as follows:

“When we arrive at the time of Y, f.e. the reign of
the emperor Shun (¢.2317-2208), painting became
quite explicit; variegated colours were then gradu-
ally applied, and the picrures became more like the
objects. There was a great expansion of ritual and
music which promoted the development of cultare.
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Consequently men could bow deferentially (to their
superiors); the country was at peace, and literature
and poetry made great progress.”

In order further to define and illustrate the origin

of painting, Chang Yen-yiian refers to some well-
known encyclopaedic works of the late Chou, the
Han, and the Wei dynasties, in which the term hua
(to paint or painting) is variously expliined, i.e. as
follows:
"Kuang-ya says: To paint is (to produce) likeness.
Erh-ya says: To paint is to give form. Shuc-win
says: The character hua (to paint) is (derived from)
the raised paths berween fields, it depices the
boundary lines around paddy-fields and is therefore
itself a drawing. Shiki-ming says: To paintis to lay on
colours so s to represent things.”

The most interesting of the defimtions quoted
above seems to us the one from Shue-wén, which
(though rather vaguely) refers ro drawings of
paddy-fields. Such drawings may have had some
likeness with maps, a correspondence which also
may be observed in Chinese maps of later ages i
which details such as mountains, raised paths, and
the like are added on in relief with some degree of
pictorial illusion.

In addition to such map-like drawings, Chang

Yen-yitan, however, alio mentions certain other
examples of primitive pictorial representations. In
connexion with the trend of thought transmitted in
the above quotations from the encydlopaedic works,
he writes:
“Consequently the goblins and demons could be
recogrized from the engravings on trpods and bells,
and gods and evil foress could be understood.
Designs on pennants served to make rules and
measures clear and thus to perfect the regulations
of the country.”

Of the objects here referred to by Chang Yen-
yilan only the branze vessels have o some extent
survived, owing to their burial in the earth, whereas
the colourfisl pennants with symbolic designs, made
for the proclamartion of rules and regularions, have
long since perished. The writer's terse manner of

expression may, however, cause some hesitation as
to the kind of “engravimgs (k'e) on tripods and
bells' that he had in mind when characterizing
them as means to make gobling and demons recog-
nizablé and to reveal spirits and evil influences. He
may have had in view simply primitive pictograms
or highly conventionalized zoomorphic motifs
(such as t'ac~i"ieh, etc), or perhaps been thinking of
some more naturalistic representations of himan
beings, animals, and monsters which are to be seen
on certain bronze vessels of the late Chon period.
Various interpretations of the above expressions are
possible, and it would carry us too far to enter here
into a closer discussion of these possibilities. It may
be enough to take note of the general idea that some
of the graphic decorations on the old bronze vessels
were considered as illustratons. of a preparatory
stage in the development of pantng and conse-
quently also as examples of the intimate connexion
between writing and pamting. Whatever degree of
archaic simplification or decorative transformation
was characreristic of these graphs, symbols or
figures, they all had their meaning conveyed through
form and composition. They could thus with more
or less reason be considered as confirmations of the
traditional theory regarding the common origin of
writing and painting, even though their connexion
with painting as a form of creative brush-work was
very remote. To Chang Yen-yiian they were relics
of a period when painting, properly speaking, had
not as yet come of age.

Ins the following excursion the author dwells on
more advanced forms of figure painting dating
from the Han period. He transmits the information
abour the paintings of loyal and filial men which
decorated the pavilion on the Clond Terrace (Yiin-
t'af), built by the emperor Ming-ti (58-7¢), and
those of brave and mentorious officials m the
Umicorn Pavilian (Ch'i-lin Ko), erected by rulees of
the former Han dynasty. These pictures were all
done with a moral purpese, because “to contem-
plate good serves to wamn against evil, and the sight
of evil serves to make men long for wisdom", He
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quotes two prominent early authors, Lu Chi (261-
j03) and Ts'ao Chih (192-232), in support of this
view of pamting as a moral force; the followmg
pronouncements by the latter may serve as examples
of their estimates:

“When one sees pictures of the Three Kings and the
Five Emperors one cannot bur ook ar them with
respect and veneration, and when one sees pictures
of the San chi (the last degenerate rulers of the
Hsia, Shang and Chou dynasties) one cannot but
feel sad, When one sees pictures of rebels and
usurpers of the throne, one cannot but grash one’s
teeth, When one sees pictures of great sages and
men of high ponciples, one cannot bur forger
one’s meals, ... From this we may realize that
paintings served as moral examples or mirrors of
conduct.”

Chang  Yen-yiian does not offer any closer
descriptions of these pictares, bat from the context
and expressions such as_ffri-hui (white powder and
bright colouring) it seems evident that what he had
in mind were mainly wall-paintings executed on a
cnn‘:ﬁl]ljr Prrparcd plnste:r surface mrdi:ug o a
technique also known from painted tomb-tiles of
the Han period. If we may draw some conclusions
from Chang's presentation of the situation, the
popularity of these wall-paintings depended less on
their formal or decorative charactenstics than on the
mioral influence that they were supposed to exercise
and which made them fitred not only for memarial
halls of the imperial palaces but also for schools and
other public buildings. This was the kind of painting
that apparently flourished most abundantly during
the two Han dynastics and the period of the Three
Kingdoms (221-265), and there can be little doubs,
to judge by other relics surviving from the same
period, that they were distinguished by a truly
monumental style. Most of them scem to have been
anonymous works, like Buddhist wall-paintings of
later ages. Chang Yen-yitan does not attach any
artists’ names to them, though he records, in
another chapter, some traditions about & few
painters active in the Han period. But their posinon

in the hiswory of Chinese painung seems rather
hypothetical and detached from the scanty remains
of Han painting stll existing.

The earliest painters of definite individual charac-
ter recorded by Chang as milestones and mitiators in
the history of Chinese painting, properly speaking,
are Ts'ao Pu-hsmg, Wei Haich, Ku K'ai-chih and Lu
Tlan-wei (active between the middle of the third
and the end of the fifth century), The two last
particularly, Ku and Lu, have ever since been men-
tioned by Chinese histarians as the fimt fully
accomplished masters, or the venerable founders of
the art of painting in China. Chang Yen-yiian
places them i “‘the most ancient epoch™ and says
that, though their pictures “expressed simple ideas
in an unaffected way”, they were “beautiful and

true”.

The next period, according to his chronological
scheme, was “the middle ancient™, and the pictures
of that time were “refmed and delicate: most
graceful. Among the leading masters should be
mentioned Chang Séng-yu, Chan Tzi-ch'ien and
Chéng Fa-shih, who were all active in the sixth
century. Yer these painters are hardly more than the
door. to the hall of fame reserved for the
great muasters of the carly part of the T ang period,
whose pictures were “brilliant and luminons,
approaching perfection’”.

Chang Yen-yitan's chronological scheme for the
development of early Chinese painting has a con-
siderable historical iterest as 4 summary of the
traditional views on this matter, but it can hardly be
taken as a characterimtion of the successive stages in
the development of this art based on actual study of
the respective works, Most of these had perished
already sbout the middle of the ninth centary, when
Chang wrote his treatise. He was thus to no small
extent obliged to fall back on earlier records in

The most important among these carlier writers
on whom Chang Yen-yiian depended for informa-
tion were Hiich Ho and Yao Tsui, of the fifth and
sixth centuries respectively. The former, who wasa
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porteait painter, wrote his Ku hwa p'in v shortly
before 500, and the latter composed his comment to
this, under the name of Hsii hua p'in, fifty years
later, Turning first to Yao Tsul's treause, we fmd
that he speaks in somewhat the same terms as
Chang Yen-vilan about the common ongm of
painting and writing and also abour the wall-
paintings of the Han period. His general ideas about
painting are best expressed in the Introduction, from
which the following paragraphs may be quoted here:
“The marvels of pamting are so great that they
canniot be fully explained in words. Although the
essentials have been transmitted from antiquity, the
stylistic refinements have changed in accordance
with the conditions of recent times. The numberless
images stored in the bosoms of painters have been
rendered after a thousand years with the tip of the
brush. Thus fairies and spirits were displayed on the
‘Nine Towers', and sages and virtuous men in (the)
large paintings on the walls of (the) schools at the
four gates (of the cities). In the Yiin Ko (Le. the
Cloud Pavilion of Han Wu-ti) there were paintings
which inspired reverence, and in the palace apart-
ments pictures of tribute-bearers from distant lands.
But all these far away works can no lenger be
completely traced. Yet there are still pictures by men
who are long gone and dead, but only those who
have acquired wide leamning and have seen 2 great
deal can distinguish the coarse from the fine, avoid
the traps and finally arrive at their reason. As things
grow worse and then improve, 50 men pass through
periods of flourishing and decay. Some reach grear
fame at an early age, some only after they have
passed into middle age; what goes before and what
fallows after are mutually dependent, and superior
and inferior qualitics are always mixed.”

The author then goes on to oppose Hsich Ho's
somewhat critical presentation of the great master
Ku K'ai-chih (as will be shown in a following
chapter) and same other carly painters, his purpose
being to complete, and possibly correct, Hsich Ho's
treatise, He characterizes painting as an art which is
not limited to the rendering of visible shapes.

The essentials must be grasped beyond these.
Painting and wntng form two different currents
from the same source, or, as said in [ching,
“speech is rendered wisible by means of visible
forms”,

Hsieh Ho's treatise Ku hua-p'in i which, as said
above, was written at the very end of the fifth
century, is 2 far more systematic and comprehensive
attempt to create something like a theoretical basis
for the evaluation of painting and to casdify 2
number of the most promment old painters. It
consists of two parts, i.c. a theoretical introduction
in which he formulates certain general principles or
fundamental conditons for painting, and a some-
what summary classification of twenty-seven
painters arranged in six classes, bur there is not a
very close or complete correspondence between the
TWO Parts.

Hsieh Ho's enumeration arid characterizations of 2
certain number of old painters are hardly more
important than the corresponding parts of Yao
Tsui's treatise and need not dewin us in this con~
nexion, but his introductory notes have gradually
acquired 2 very hroad historical interest as the
earhiest still existing formulation of the essentials of
Chinese pamting, They have been quoted and dis
cussed by 3 great number of Eastern and Western
experts during more than fifteen centuries and have
made Hsich Ho's name one of the best known in
Chinese art-history. Yet these principles or theoreri-
cal ideas were certainly not his inventions; he does
not claim to be their originator, but says on the
contrary that he has made it clear that these formulae
existed before his time. They may as a matter of fact
be free quotations from earlier writers whose works
have not survived. Hsich Ho's personal merit may
thus be rather that of a skilful transmitter or
expounder of traditional ideas than that of a great
creative - writer or artist, but there can be no doubt
that he has rendered a great service to Far Eastern
history of art through his formulation of the so-
called Six Punciples, which thenceforth became an
undercurrent running through all discussions of
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Chinese painting. The text in the intmoductory
comments may be rendered as follows:*

“The classification of painters (here proposed) is
based on the merits and demerits of 2 whole crowd
of painters. There is not one among those who
draw pictures who does not voice some warning
agrainst evil, or illustrate the rise and fall (of rulers),
thus showing as in a mirror clear and silent records
of thousands of years when the pictures are n-
rolled, Although there are six essentials in pamnring,
a single master has rarcly combined them all, yet
from ancient to modem times there have always
been painters skilled in one (or other) of them,
What are these six essentials?

The first; Reverberation of the life-hreath; that 1s,
the creation of movement.

The second: Bane-method; that is, the (proper) use
of the brush.

The third: Reflection of (To conform with) the
abjects; that i, the depiction of forms,

The fourth: Deference to types; that is, the appli-
cation of colours,

The fifth: The layout of the design; that i, the
arcangement of positions,

The sixth: Transmission and p:q:-:tumun that is,
the copying of (old) models.

“Only Lu T'av—wei and Wei Hsich combined all
these  (points) properly. There have always been
skilful and clumsy examples; artistic ability is not a
matter of ancient or modern periods. Relying on
old and modem (records), I have now respectiully
established this classification, regulating it according
to precedence. The information transmitted about
it (ie the art of painting) is not very extensive
because, according to fradition, painting originated
from Diyine Beings and Sages, and no one has ever
heard or seen them.”

The reason why Hsich Ho's Six Prmciples or
essentials in painting have been subject to such far-
reaching and frequent discussions 1s evidently con-
which has permitted varying interpretations, par-
ticularly when translated into foreign languages,

but also at the hands of native eritics. It would carry
us far beyond the limits of the present mtroductory
remarks to enter here into an account of the various
interpretations published in Western linguages, and
it would hardly serve the purpose of giving a closer
or more exact definition of Hsich Ho's ideas.

The translations offered above — suggested by
William Acker’s systematic analysis of the Chmese
text — must here suffice for a generl appreciation of
the ideas transmitted by Hsich Ho for the benefit of
students and critics of painting, They were evidently
intended to serve as a kind of theoretical summary
or foundarion for a discussion of the principal cle-
ments of panting, though it must be admitted that
neither Hsich Ho nor the succeeding critics refer
systematically w these principles in their evaluations
of single painters or picturcs. Asa matter of fact, we
rarely meet with any direct or indirect references o
the third, fourth, fifth or sixth pnnciple f{as here
formulated), whereas the fist principle is often
quntfﬂnsamﬂﬂmtbrappm:iaﬁun.md the second,
referring to the brush-work, is mentionad as'a sort
of instrumental complement to the frst. Conse-
quently, our main mterest will be centred on the
first and the second, while the others seem suffi-
ciently self-evident, m spite of a certain vagueness,
to be understood without further comments.

Before we enrer into 3 discussion of this fing
element, which contains the keynote to the whole
system, it may be pointed out thar the others refer
mainly to the pamter’s professional and rechnical
activity, his materials and his mode of work and
study. There 1s little room for misinterpretanions of
their essential meaning, even though the transdations
T Ay may be realized from the shove remarks, there are 2
number of varying mansfations of Ki hoeptin b iito modom
languages, Engloh, Freoch, Germum, o, b they should noc
detain: us bere, The pew: tramalation Gifessd hers was made after
1 had had the privilege of comulting the tanststion by Willilans
Acker, still in manuscripry (though made fifteen years ago) and
now, | mdermand, in course of publication, Far superior mouny
preceding stremp, it has been of greavimporemnce w me, though
1 hiave caken the liberry of devistng from it in cormin respooes,
These deviations are the resul of my efforts w being o the

meaning, o | mulersand o, more desrly, aid oot sanated by
any philological comsidemrions,
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may vary to some extent. The decisive importance
of the brush-work is clearly indicated in the second
point by the term “bone-method”, a term some-
times used for characterizing a firm and energetic
style of writmg. It is casier to imagine than to
explam its application to painting, but it evidently
implies a warning against a slack or sloppy brush,
and a demand for the kind of strokes that may serve
as constructional supports, not only by their firm-
ness, bur also because they are replete with rever-
berations of the life-breath.

The third and fourth points refer to the painter’s
dependence on models from life, the necessiry to
absorh them completely and “reflect” them' in
paintings which are true to nature in form as well as
in colour, f.e. what might be called pictorial
characterization,

The fifth point refers ta the planning or layout of
the design, which in a wider sense may also be said
to include the very important element often called
“spacing”’. In other words, the solid and empty parts
of the composition have to be properly arranged
with a view to the effect of space and harmonious
balance. The final advice is a reference to the age-old
road of Chinese painters, the continuous study and
copyng of the old masters. The fact that it was well
tried and established already in the fifth century
indicates that important masters had been active
during the preceding centuries,

It may be noted that the manner of expression by
wluch Hsich Ho conveys these variops axioms of
apothegrms for painters (as well as bis Introduction)
seems to reveal that the essential points are taken
over from earlier writers, but in rransmitting them
Hsich Ho adds to ¢ach point two words of his own
to explain and complete the formula. As appears in
our translition each formuls consists of four
characters, of which the two first give, 5o to speak,
the gist of the matter, and the two second serve to
explain or illustrate the essential ideas. After these
four characters follow m the Chinese reprints of
Hsich Ho’s programme the two characters “shil
yeh'', meaning here asin many similar contexcs “that

is”, and pointing to the following two characters as
equivalents to or explanations of the first half of the
phrase, The Six Principles are all formed according to
the same synractical pattern, and it seems thus that
Hsieh Ho has built up his system of the so-called Six
Prnciples by combining six short terms or defini-
tions, formulated by earlier writers, with six equally
short explanatory additions to these. The essential,
primary definitions would thus be: 1. Reverberation
of the life-breath; 2. Bone-method; 1. Conformity
with the objects; 4. Deference to rypes: 5. The
layout of design; 6. Transmission and perpetuation.

The second half of these terms in each case
explains more ot less the import of the fiest half;
thus the reverberation of the life-breach is attained
by creating movement: the bone-method is the
result of the proper use of the brush; for the reflec-
tion of objects, forms must be depicted; to accord
with differences of type or class, may be a matter of
proper colouring: the layout of the design is done
by arranging the positions of the figures and objects;
to transmit and perpetuate, is to copy old models.?

Certan modifications are indeed possible in the
formulation of these explanatory translations (those
offered above may not be in every respect the most
satisfactory), but by the proposed division of the
sentences according to their syntactical composition,
the essential significance is brought out mote cleatly
than when the terms are read as continuous sen-
tences of four characters, as has been done usually,
The main reason for the raditional way of reading
and the consequent attempts to explain these terms
has probably been Chang Yen-yiian's rather in-
complete and arbitrary way of quoting Hsieh Ho
in Li-taf ming-hua chi, 1o wit: he leaves out the
ending words, shih yeh, and thus modifies the
sentences in 4 way which blurs their composition
and original meaning without altering the signi-
ficance of the words. In the following, in order to
avoid confusion, for instance, when quoting from

! The lack of wn English equivalent to the Chmesc cxpressions 13
mudimnhngﬂf‘dﬁmd:r paint four, which refers o the chare-
trrizmtion ifferent: classes of figurs or specics of objects,
particulurly by sdding appropriste colouts,
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Chang Yen-yilan, we shall stick to Hsich Ho's
original terminology (as we have rendered it in
English) and try to fit his trend of thought into the
explanatory discussions of later crirics.

There will be many occasions in later chapters to
retumn to the subject of Hsich Ho's principles and
particularly o discuss the philosophical and aesthetic
implications of ek'i yiin, shéng tung, the first and
foremest of these conditions or elements of painting,
and we shall therefore at this place limit ourselves to
a few words regarding the composition of the term.
The expression ch't signifies, as is well known, the
universal breath which animates everything in
nature — including human bemgs. It s not an
abstract concept, but an actuil phenomenon, like the
breathing of living beings, and the words “spint” or
“spiritnal’” are indeed misleadimg, unless qualified or
explained,

It may, however, be remembered that according
to modem science there is 1o definite dividing line
berween “matter”’ and “spirit”, bur a gradual or
mutual apptoach leading to what may popularly be
called a dissolunion of “matter” into “force”,
“movement’ or "spirit”, a fact worth remembering
when we are trying to find an equivalent to the
Chinese fundamental conception of a umiversal
breath manifested in material forms. It is not pro-
duced or infused by an extra-cosmic God or spiritual
beings, but the actual pulse or breath manifested in
inhumerable phenomena of the material world. It is
akin to Tao and also to the Confucian Spirit of
Heaven and Earth, two maditional correspondences
of Chinese philosophy, which sometimes are fused in
the same symbalic concept.

The second character, yiin, is the Chinese expres-
sion for resonance, reverberation, or harmonious
consonance. [t is often used in poetic compositions in
which certain parts are correlated. When combined
with ¢h'i, 85 in the phrase under discussion, it
apparently signifies the reverberation of the umver-
sal life-breath, or a vitalizing force (corresponding
to the fiva of Hindu philosophy), which becomes
evident in a painting through a suggestion of move-

ment, ot pecessarily motorial movement, but
something that nbrm:s as & life-giving breath
through all elements of nature. It becomes the actual
thrill in a work of art, the element by which the
creative impetus is transmutted. Ch'i=piin is thus
all-pervading, bur it must be grasped and trans-
mitted by the painter in every instance and ex-
pressed through pictorial symbols as indicated in the
definitions of the five following elements. Later
Chinese critics who have ventured explanations of
ch'i yitn mostly describe it as a subjective qualiry,
something appertaining to the creative genius of the
painter, 3 thing that cannot be acquired or mastered
through training or by study of the phenomena of
the objective world, “It is secretly blended with the
soul; one does not know how, yet it is there”,
writes the Sung critic Kuo Jo-hsil, Itis inborn in the
painter as a gift from Heaven and grows in silence.
like a flower, resistane ro all atrempes 10 foree or
constrain it. In order to visualize and express it
the painter must, 50 to speak, consciowly emter

into the things or the scenes that he s going to
represent. He must make them convincing not only
outwardly, is, in shape and colour, but also in-
wardly, significant or alive with the thall of the
life-breath — a mysterious process to which we shall
have occasion 1o retum repeatedly in our study of
later Chinese pamters and theoreticians,

The fundamental importance and various im-
plications of Hsich Ho's canons canmot be realized
without some knowledge of the theoretical discus-
sions which were carried on in China all through the
ages. but it would be premature here to attempt an
account of these problems, We will simply add, by
way of introduction, 2 few words regarding Chang
Yen-yiian’s contribution to the subject. He was the
most important of the early expounders, and though
he wrote at the end of the T'ang period, he evidently
transmitted ideas and viewpoins of much earlier
date (just as he did in his above-quoted statements on
the origin of painting), In the chapter devoted to the
Discussion of the Six Principles of Painting he
writes as follows:
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"“From days of old, painters have rarely been able to
combine all the principles. Often, however, in
ancient pictures, likencss of shapes is altered and yet
the structure and life-breath are enhanced, That the
art of painting may be sought beyond the likeness of
shapes is difficult to explain to common people.
The pictures of today may possess likeness of
shapes, but the reverberation of the life-breath isnot
manifest in them. In trying to grasp (or give) the
reverberation of the life-breath, one may also obtain
formal likeness."”

Afier 2 short historical digression regarding the
relative skill and importance of some of the earliest
painters, the author retams to the consideration of
the essential elements with the following remarks:
“In representing objects one must give the likeness
of shapes; but the shapes mustall have bone-method
and life-breath. Bone-method, life-breath and the
likeness of shapes have all their roots {are all
implicit) in the ideas, but they depend on the brush
(for expression). Therefore those who are skilled in
painting are also good in writing,”

Though the paragraph quoted is mainly 3 com-
rment on the second and third prnciples, referring 1o
brashwork and likeness of shape, Chang Yen-yfian
does not miss the opportumity once more to under-
line the close relation between panting and writing
which. as we have seen, was one of his favourite
theses. He then goes on to describe how all sorrs of
things such as palace-ladies, horses and. pavilions,
painted at different periods, look quitc different,
owing to changing modes rather than to any back of
naturalness . the representations. He points out,
farthermore, that buildings, stones, carriages, uten-
sils and the like can be represented perfectly without
any lifo-breath, whereas phantoms and human

figures must reveal the sur of life by some kind of
vitalizing resonance to be perfect. “If the reverbera-
tion of the life-breath (ci'i-yiin) is wanting, it is in
vaini that they show formal likeness, snd if the
brush-work is not vigorous, their fine colours are in
vain,” a statement which stresses better than any
lengthy explanations the exigency of the finst two
principles.

Chang Yen-yiian has nothing to say in this con-
nexion regarding the use of colours (the fourth
principle), but in another chapter he warns against
“fixing the idea in the colours”, (Le, using them as
primary means of expression), because then “the
shapes of the objects will become deficient”,
Colours are to him as to most Chinese painters and
critics supplementary elements to be used with
discrimination. Greater importance is attached to
the fifth principle, referring to the composition.
According to Chang Yen-yiian, it is “'the summing
up of everything in pamting, whereas the sixth —
the transmission of old models by drawing — is said
to be “the least important of the Six Prnciples”.

The ouly pamiter who, in Chang's opmion, was
able to unite and master all the Six Principles was
Wu Tao-tzii of T ang times: “He exhausted them in
innumerable forms; 2 god guided his hand and he
absorbed the creative force of Nature completely.
The reverberation of the life-breath became so
strong and powerful (in his work) that it could
hardly be confined to the silk ™" Inn other words; only
the very greatest of the old masters could endow
their creations with the mdomitable life-force, or
breath of Nature, and thus at the same time — with-
out any further endcavour — comply waith all
the other fimdamental principles of the art of

paintng.
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INTRODUCTION

il

The Expressionism of Chinese Painting. The Function of Brush-work,

and the Conception of Space.,

To THE question as to the origin of Chinese paint-
ing early Chinese critics gave an unvarying answer,
they pointed to the close relationship between
painting and writing. From the very beginning the
two arts served similar practical and intellectual
ends, and though they gradually developed aleng
quite different lines, their findamental parallelism in
thought and application remained a decisive under-
current which may be noticed in various combina-~
tions.

The outward technical or material correspondence
between the art of writing and the art of painting in
China 1s so obvious and has been so much com-
mented upon that it hardly need detain us in this
connexion. Itis to no small extent a result of the fact
that the same tools serve for painting and for
writing — i.¢. the soft hair brush and India ink beside
paper or sillk — and that consequently the technical
training in writing, which wasa fundamental feature
in the education of the Chinese scholar, became a
decisive influence in the development of painting too.

Various manners of formng the Chinese charac-
ters or styles of writing have been in nse ever since
the Han period, such as li she, k'ai shu, hsing shu and
ts'a0 shu, and they have all been subject to more or
lcsnnpnmmmod:ﬁmnmmmrdmm with the
individual character and temperament of the
writers. But however much the rhythm of the
brush may have varied, the structaral shapes of the
dmacmurmmnedﬂwa}uth:nmc.hm:nfdlm
manners of writing offered a fairly wide scope for
artistic transcription or elaboration, but in order to
be comprehensible they had to retain the essential
elements of the original picrorial or ideographic
signs. Before the writer could indulge in any kind of
mdividual accents or deviations, he had to master
the fundamental type forms perfectly. In other
words, Chinese script was from the very beginning

a writing in symbols, partly derived from nature,
partly from other sources; and though it served
intellectual ends, the expressiveness of the script was
not dﬂpcmlam simply on its clearness but also-on the
writer’s ability to mnfuse something of his own
consciousness, the rhythm or quality of his own
thoughts, into these conventionalized symbols.?

The same holds true of paintmg. It was also from
the beginning pre-eminently a symbolic mode of
expressing thoughts, perceptions or enotions,
though the symbols in painting were more closely
dependent on nature, less abstract and conventional
than in calligraphy. Their development proceeded,
50 to speak, in a direction opposite to that of the
conventionalized characters. But just as the writee
had to ebserve the fundamental form and strucrure
of the traditional signs, so should the painter know
and be able to handle freely a certain quantity of
pu:mml signs or type-forms through which he

ould give expression to his concepts and which
:venm:l[y could be combined mto pictorial com-
positions. The knowledge and technical mastery of
EThe development of the early forn of Chinese script und the
graphic and lingnistic problems commected with them have been
dgncussed by many scholan cver noce the begmmmeg of our cra
wrd it is generally sgreed that the primitive picogrmms were
gradually modificd, condedsed und comhined min sx clisses or
kinds of symbolic graphs for things, idess, sounds, etc., the firsc
two of these dass=, known o hriang hing (pevonial or represo-
tutive) el chib shiki (indictive of action or sates) being the
most inchisive snd importnt from a foromal point of view. foa
recent article by Shén Chien-shih “On carly Sememograms™
(i Momiment Serica, XIL, 1947), it is, bowever, painted out that
pictogramms are just representations of things and not signs that
represent elements of Chinoe language, snd that before they
evalved o mch forms of eady sanpe 35 hadmg: Karng and dih
shih, they “passed dorough an lervening: period i which e
pictures, which represented things, gradually changed inte signs
that represetited . elements of bngmge and consequemly only
indirecely the thimgs themsélves™, Such pictograms 41 could
take on awvuriery of forme and which could represent (indicaee)
siruations =8 well 41 objects, may be =ud to correspond o what
we huve called type-formy; ther ussge & relatively versatile and
adaptable to temporary, wultirsl, or individual inferences,



10 EARLY CHINESE PAINTING

these type-forms, in fact, was no less essential to the
painter than the command of the conventionalized
pictorial signs to the writer; they formed his artistic
vocabulary, so to speak, and had to be acquired
through systemanic training, In the course of time
and in their finest manifestations they became “the
evidences of essential reality distilled through
centuries of observation of transient effects™.!

The method of study or programme of waining
for the sttainment of this mastery of type-forms is
laid down in a4 number of books prepared for the
benefic of scudents of pamting which, in spite of the
fact that they are of relatively late dare, reflect the
atitude towards nature and are so characteristic of
the Chinese since earliest times. One of the best of
these books is the socalled Chich-t=4 yiian hua-
chuan which, though it was only published in the
scventeenth century, contains a synthesis of the
traditional methods of study and aesthetic apprecia-
tion. It has wood-cot illustrations which assist the
text in giving mformation about the rype-forms
which the student had to know if he was to become
an artist. The course that he was advised to follow
started from the smplest forms or units, then
gradually proceeded towards more complicated
shapes or combinations of sungle tnits. The method

of study illustrated here applies in particular to

landscape- and flower panting (the two most
popular specialitics in China), and is centred on
such things as various kinds of trees, their trunks and
leaves, lowers, shrubs and grass, stomes, rocks and
mountains, clouds, streams and waves, houses,
boats and bridges, birds, insects and animals, and
there is alio an additional volume devoted o human
figures, their costumies, positions, movements, etc.

To obtain some notion of how the method and
the general principles are applied, we may stop fora
moment at the llustrations dedicated to bamboo-
painting (one of the principal motifs of Chinese arr).
The first drawing shows how the separate sections
and joints of the trunk should be rendered, The
second illustrates the lowest portion of the trunk,
down at the pround, some sprouting shoots and

some bending stems. The third represents the top of
the bamboo: tender twigs without any leaves,
though much alive. In one of the commentaries
quoted in the rext it is said that the stems should be
painted like li shu, the branches and twigs like s°a0
sh, and the leaves like &'ai shu. In the pictures which
illustrate the gradual stages in the painting of the
leaves - commiencing with a single leaf or “fia
feather”, and progressing to combinations of three,
four, five or six leaves — it i also remarked that
these may remind one of written characters, a
reference that is worth remembering. as another
indication of the Chinese way of looking for parallels
between writing and pamting.

Through such a progressive study as skerched
above, the student gradually artained a complete
mastery over the various sections of the bamboo: he
could use them ad libitum in any kind of combitia-
tons, or, i other words, they became pictorial
symbols through which the painter could give
expression to the How of his thought or emotions,
Le. associative reactions evoked by such significant
motifs as, for instance, some tufts of bamboo
swaying in the breeze of spring or bending under
M gOtiomn StoTmn.,

The Chinese painter consequently was, as a rule,
less concemed with the faithful reproduction of
passing phenomena than with the rendering of the
typical features in them which could serve as
expressional symbols for his visions or associative
ideas. He observed the phenomena of nature no
less attentively than his Western colléagues, but he
was not fettered to the actual models: his observa-
tions were absorbed in his consciousness and
transmitted into type-forms which corresponded
more ot less to his ideas and which he, as a result of
long training;, could use almost as written characters,
Many of the old painters lived, according to tradi-
tiom, in very close communion with nature, pene-
trating by days and nights of contemplation into her
various moods, thus gradually absorbing these like

1 Benjuinin Maivch, Seme Trohinical Terms of Chimese Painping,
Haltimore 1935, Preface,
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series of images on the sensitive film of their minds,
recollections which could be developed and trans-
ferred i typified forms to paper or silk whenever
there was a need for them.

The artitude may not have been quite conscions
with the very carly painters, but as painting became
a fully developed form of arr fitted to serve as a
means of spiritual expression, this attitude towards
nature and this line of study acquired fiundamental
importince, Nature was no longer to these painters
simply a display of objective forms and phenomena,
it was something that existed within themselves as
well a5 outside, an ever—chauging element of their
own consciousness. And when they represented
some aspects of it, they revealed something of their
own innermost selves, glimpses or reverberations of
the great breath or consciousness that animates
every form or entity in nature.

Pamting of this highly subjective and essentially
symbaolic kind had not the same need of physical
space demarcation or the close definition of limited
localities as more realistic forms of painting, which
made distinctions in accordance with scientific rules
of optical illusion. Chinese pictures were, so to
speak, seen and created from within, not from the
pomt of wiew of an external observer, and they
consisted to 2 high degree of mental reflexes trans-
mitted by type-forms.

Nevertheless, as time went on and painting in
China became more and more 3 medinm for the
creative tmagimation, the need was felt to establish
the mutual relations between these symbols or
type-forms within a certamn imaginative space, and
thus to convey comprehensive ideas. This had
to be done i accordance with the mental vision,
which was on the one hand descriptive, but on
the other something with no need for defmite
physical boundaries, ie. a projection of reflexes
from the realm of thought. Consequently the
Chinese never felt the Western need of whar we
would cll perspective, nor made any effort to
lm:akthmugh. or to do away with, the vertical
surface of the picture; on the contrary, it was

respected and utilized by pameers just as much as by
writers. The painter’s art consisted in making use of
it in such a way thatit became an integral part of the
composition and contributed to the special effect or
atmosphere of the whole. Different ways of achiev-
ing this were gradually developed, but they all lead
in the same direction, in 5o far as the painted forms
grew out of the background, which was either quite
plain or toned in one way or another. It may seem
that such a mode of representation was akin to what
has. been called reversed perspectuve;, but the
Chinese painters have in reality never submitted to
any strictly formal space construction. They did not
feel the need of it, because they never recognized a
background plane such as has been accepted by
European artists since the Renaissance, The surface
on which they painted (and wrote), at first solid,
became in time imaginary — a sensitive film or an
atmosphere on which their thoughts were projected.

This will become more intelligible if we remem-
ber that, wath the exception of some of the large
wall-paintings, the Chinese pictures were not made
to be seen or contemplated from a fixed point of
view, Most of the scroll paintings, whether hori-
zontal or vertical, (or album-leaves), were meant to
be read or examined with the mind, and not smply
to be looked upon or enjoyed visually. As the
scenes or things represented lived i the creative
mind of the painter, so should they again be
absorbed m the consciousness of the beholder,
whose enjoyment was dependent on his faculey to
read and understand the import of the assembled
symbols. The approach was the same, the parallel-
lism with the scrolls of writing quite fimdamental,
The pamtings were no more fixed or permanent
things of decoration than certain scrolls of writing.
They were 35 a rule maken out only occasionally,
unrolled to be scen (or read) for a while, possibly
commented upon in writing, and then again put
away as documents stored in boxes.

The close relationship or, as the Chinese sy,
common origin of the written and pamnted com-
positions i clearly reflected in these significant
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external conditions, but they are evidently the resuls
of principles mherent in the creative activity ex-
pressed m-pamtings as well as in writings.! We may
observe them as rendencies rather than definite rules.

The well establiched way of writing in China is m
vertical lines or columns progressing from the right
to the left of the paper. The length of the lines
depends on the space to be covered, but the move-
mient i writing and reading is always from the top
towards the bottom. This vertical movement so
strongly expressed m writing became apparently 4
matural tendency to the Chinese, and gained abso a
determiming influence on the composition of the
vertical scroll-paintings. Thev are, particularly in
classical times, conceived — if not painted < from the
top towards the bortom, or from behind rowards
the frome, the topmost part being the furthest away,
By such a procedure the Chinese evade the difficalty
of creating a horizontal plane or stage at an angle to
the vertical picture plane? If they had started to
Inuld up their compositions from the lower edge,
i.e. the foreground, proceding gradually upwards
and backwards they would have been obliged to
break through this background surface in one way
or another, a problem encountered time and again
(particularly in pictures with relatively large build-
ings or the like) but seldom perfectly solved.

The main concern of the carly pamters was not to
create impressions of approach or recession, but to
state everything as clearly as possible and to make it
an essential pare of a significant whole, a pictorial
design. The picrures of the early periods were not
meant to be seen from a fixed point of view near the
foreground, but rather from above or from within,
10 to speak. The beholder was supposed to follow
the painter’s indications (brush-strokes) in thought
and adjust his visual angle in conformity with that
of the painter, thus assimilating the impressions and
the ideas more or less in the same way as when
reading a hanging scroll of writing. And though it
may be said thar the painter expressed himself in
naturalistic symbols or type-forms, more or less
corresponiding  to the highly conventionalized

written signs, it should not be forgotten that the
aesthetic significance of the pictures was to no small
extent also dependent on other more subtle and
variable elements such as the pictorial atmosphere
and the relations between the various parts of the
composition, which all could be made to contribute
to the impressions of space and movement, or what
the Chinese called the reverberation of the life-
breath (ch'i ypiin). In other words, the Chinese
painter was not interested in creating impressions of
a particular |imited space or place; but rather to
make the beholder realize something of the un-
limited universal space or pleroma in which every-
thing lives and breathes, and through which we
may partake in the great life of mountains and
waters jost as well as of men and gods.

It should, however, be remembered thar this

conceprion and rendering of space did not remain
unchallenged in later imes. The relatively abseract
and explicative manner of the earlier masters was
gradually modified through the endeavour to give
more unified and convincing renderings of actual
views based on observations of nature. The new
attitude becomes noticeable in the works of some of
the grear landscape painters of the Yiian period, but
it does not become predominant in Chinese land-
scape-painting ntil the sixteenthy century, In the
works of leading masters of this tme the horizontal
extension is sometimes rendered m 2 quasi-Western
fashion, whereas less advanced pamnters even at this
time and later, remain hithfol o the maditonal
methods hunded down by the academicians of Sung
times.
T The following reznarks by T'ang Hoo i his Law s (writhen
c.1129) may be romembered 3 o dlodtvation of the close
l:uriﬂﬂhmbttwcmpﬂinﬁngmdﬂﬂipiph?mnﬁmnnt:dbr
critics of later timex: _
"Painting phae-blossoms & called writing phum-blossomms (i
peer), pairiting bamboos i called writing bamboos hsiah di),
painting otchids is also called wniting orchids (lsich L), Why?
Simply becunse they are the purcss of herbs; the painter must,
doing them, write down his frclings, mmd that comee be done
simply by represeating the fornmi likenes,

* The word “plane™ is not wed bere for an abstracs concept, but
Eor the solid surface an which the writers s well @ the palnrers
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Colour never had the same decisive importance in
Chinese as in Western painting, though it was by no
means excluded. Disunguishing decorative pigments
were apparently quite essential during the early
periods; as for mstance i the pictures which, ac-
cording to the old historians, were made as “signs
and distinguishing banners”, or later on in the
illustrations of gods and heroes or in the wall-
paintings of the sanctuaries and Buddhist remples.
They were used for purely decorative details,
costumes and the like, but seldom of primary
importance, In most instances the picture was drawn
and sketched in ink before the colours were applied,
ar the pigments were mixed with the ink and wsed
more or less diluted in the same way as the India nk.
The combination of ink and colour in various
degrees of density became in later times a favourite
medivm of expression; it was essentially akin to ink
painting and had litcle, if anything, in common with
the substantial pigments of earlier epochs, which
were mixed with glue and vamish. The quality and
character of the colouring was, indeed, largely
dependent on the cohesive medivms, and a5 very
lirtle is known about these; a closer techmical dis-
cussion of the colour problem in Chinese painting is
hardly possible. Tt may, however, be remembered
that the Chinese classify as 3 technical speciality
so-called “boneless paintings”, which were ex-
ecuted without any preparatory nk-deawing, more
or less like water—colour paintings snd thus more
dependent on the hues and washes than on the
strokes and dots of the designing brush, This kind of
painting is said to have been mtroduced by certain
fower-painters of the tenth century, and it was
practised by their followers also in later periods,

The vital nerve in all the formal and technical
devices of Chinese painting was, however, the
brush-waork, i.e. the handling of the most sensitive
too] that ever served to transmit the painter’s “life-
breath™ and his creative thought. It was not simply
a technical method, or a manner of manipulating a
tool that could be acquired by systematic training,
but something that was charged with the creative

impetus of the painter and dependent on his merital
and spirirual attitude. This kind of painting, we saw.,
was developed along much the same lines as the
art of writing, and it demanded the same degree of
concentration in the handling of the brush and ik
a5 was necessary in writing. The exigencies of the
techmique were such as to allow of no hesitaton, no
uncertainty. The painter had o seize the essentials of
a monf in quick decisive strokes and rransmir ies
inner significance by means of pictorial symbols or
type-forms, making it thus live or speak as 4 work of
art.
How it was done can hardly be explained in
words, because though the result can be observed on
the objective plane, the actual performance is a
muarter of subjective experience. The most suggestive
mdication of what the brush-work acnually meant
when handled by a great master i given by Chang
Yen-yiian. m his chapter devoted to “The Brush-
work of Ku K'aichih, Lo T an-wei, Chang Séng-yu
and Wu Tao-zi”, where he characterizes very
vividly Wu Tao-tzit's mastery in handling the brush.

“Someane asked me”, he writes, “how is it pos-
stble that Wu did not use ruler and foot measure and
yet could draw (perfect) curves and ares, lines os
straight as a lance, standing pallars and connecting
beams?” To which I answered: “He held on to the
spirit and blended with the creative force of Nature,
which thus borrowed Wa's brush, His ideas, as has
been said, were fixed before he took up the beush;
when the picture was finished, it expressed them
all.”

To exemplify this perfect co-operation with
nature, Chang refers 1o Chuang-tzd’s well-known
stories about the cook of Prince Hu and the stone-
mason from Ying, who performed the mast difficult
tasks apparently without any effort. They had
grasped the secret of Tao. the “Way of Heaven'",
which is not o strive, and yet to know how to
overcome. Really great works of art must be donem
the same way; as further explained by Chang: “He
who deliberates and moves the brush mtent upon
making a picture, misses the art of patniting to a still
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greater extent, while he who cogitates and moves
the brush-without such intentions, achieves the art of
painting. His hands will not get stff; his heart will
not grow cold; without knowing how, he ac-
complishes it.”

Chang Yen-yiian here expresses the same essenrial
truth as was asserted over and over again by the
ancient philosophers of China, whether Taoist,
Confucian, or Buddhist, ie. to understand the
meaning or significance of a thing, one must become
the thing, blend one’s soul or consciousness with it
and reach the mental attitade which brings know-
ledge without intellectual deliberation. Or, in the
words of Confucius: "He who is in harmony with
Nature hits the mark without effort and apprehends
the truth without thinking™. The attitude is exactly
the same as the Taoist idea of the identty of the
subjective and the objective. "Only the truly intel-
ligent understand this principle of identity. They do
not view things as apprehended by themselves
subjectively, but transfer themselves into the position
of the things viewed. And viewmng them thus they
are able to comprehend them, nay, to master them;
and he who can master them is near. So it is, that to
place oncself in subjective relation with externals,
without consciousness of their objectivity, this is
Tao,™

The Taogist conception of real knowledge or
insight, as an identity between the knower and the
known, is applied by Chang to the painter and his
work, and also to the beholder and the painting; and
in applying this kind of perception to the artsnc
activity he lays one of the comerstones of Chinese
aesthetics. Tt became accepted by most of the sub-
sequent writers on painting 2 something almost
self-cvident. They never mke the touble of
systematically defming Or describing this armitude,
but make us nevertheless realize s fundamental
importance by their more or less suggestive allusions
to the artist’s creative activiry.

There we must leave the matter now because to
enter into a further discusion of it would lead us
beyond the limits of the present study. It should

simply be added that the corerion of success; or the
highest grade of perfection, in this kind of painting
was, according to the Taoist conception, the quality
of selfevidence (tzif jan), something that made it
appear as if created by Nature. Chang Yen-yiian
insists upon this and, referrmg to a picture that
possesses it, he says: "One does not get tired by
looking at it a whole day. By concentration of the
spirit and by far-reaching meditation onie realizes the
self-existent; both the pamted thing and oneself are
torgotren; the realization is separated from the form.
“The body becomes like dry wood, and the mind
like dead ashes” He (the painter) attained the
mysterious fitness (miao li) which may be called the
Tao of painting.™

This “mysterious fitness” was indeed the very
essence of Tao as illustrated by Chuang-tzit with the
well-known anecdotes about the cock, the car-
penter and other workmen who possessed Tao and
consequently accomplished their work without any
apparent exertion, The same criteria were applied
by the old critics to the activity of the painters, The
art of painting was to them primarily to reveal the
inner fimess or reason of things, something “'beyond
outward likeness™, to quote Chang Yen-yiian once
more; and they found it consequently futile to
attemnpt to reach the essentials of this art by intel-
lectual definitions or formal analysis. Such methods
could never penetrate beyond the symbols. But to us
who are trying to understand the message of this art
the symbolsare of the greatest importance. We have
to study them for what they are, study them and
scrutinize them in search of their aesthenc signifi-
cance —a slow and fscinating endeavour, and
whether it will yield some results depends upon the
experience and sensitiveness of the student.

What we obtain are simply glimpses of an inner
light, reflexes of a vision or an impulse that roused
the painter to an effort: flesting impressions of life in
nature as in the soul of man, the reverberation of the
uniiversal “life-breath” in the innumerable pheno-
mena of the objective world.

1 Giles” transkation, Clwang=i, pao.
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So true is this that many Chinese paintings are like
instantaneous impressions which pass across the
screen of the mind, lasting only as long as we ¢an
concentrate on their meaning. The matenial objects
may not be fully shown or may be veiled in 2 hazy
atmosphere; yet they are there, and we get an idea of
their structure and shapes. Even though simplified,
everything is convincing in its form as well as in its
movement. The objects exist in a space which is
suggested by the distribution of the forms but not
painted or constructed. It is sometimes nothing but
the empty background, the bare silk or paper. Yetit
becomes an atmosphere like the air around wus,
which we inay call emptiness, because it is trans-
parent to our sense of vision, but which i none the
less loaded with “‘atonmc™ life.

Such a mode of representation became possible
because the Chinese painter did not view or con-
template nature from the outside, He did not re-
present the landscapes or other motifs as seen through
a window from the fixed standpoint of an outward

observer; he represented them as parts of his own
consciousness. His conception of space could not be
materially limited by means of linear perspective, or
similar devices, because 1t was the portion of infiniry
that entered into his own mind. It was something
within him just as well as outside himself, and out of

this illimitable pleroma of visual life the forms were

born, just as Nature's creations grow out of the
thoughts or seeds in her bosom.

Through systematic practice and observation the
painter acquired his knowledge of the phenomena
of the objective world, but he used them merely
as symbols or reflections of more permanent things
or thoughts existing in the space-time continuum
of his consciousness. It may after all not be possible
to represent this completely in a formal way, by
material symbols, but the Chinese have succeeded
1 suggesting it by infusing life into emptiness and
transmitting movement by the brush swrokes, thus
opening up  realm of exstence in which physical
limitations no longer hold good.



The Period of
the Warring States and the Han Dynasties

Oupr KNOWLEDGE aboot painting in China in the
Han period and before is to a much larger degree
based on licerary records than on sall existing
specimens of pictorial art. The references to the
former which were made in the preceding pages
must here suffice, but a few remarks abour actual
works of art dating from these early epochs may be
necessary to complete this introduction to our study
of the development of Chinese painting,

Passing over the engraved or cast images of
animals, human beings or elements of landscape that
may be seen on some sacrificial bronze vessels of the
Chou period, and which bear witness to a certain
degree of nanmalistic characterization, we may call
attention to some of the recent excavations in the
Changsha region (in the former Ch'u state) which
include interesting specimens of pictorial art (now
preserved in the Historical Museum in Peking).

Most remarkable among these is the small paint-
ing {c30x20 cm.) on coarse silk representing a
woman in long trailing garments strapped around
her very thin waist. She is rendered like a sifhouette,
in profile, holding an object in her lifted hands,
while a large phoenix and 2 slender dragon are
soaring in the air in front of her. The exact explana-
tion of the subject has not been given, but the
presence of the phoenix and the dragon may be
taken as indications of the lady’s imperial rank. The
actual picture is badly smined, darkened and spotred
with holes, which produces a rather blurred effect.
Most of the available reproductions' are conse-
quently made from copies of the design drawn on a
neatral background. The strongly accentuated
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linear style is most evident in these; it has something
of the same synthetic sweep and sharpness as
may be observed in the wooden statuettes of human
beings, birds and amimale which hive been ex-
cavated in the same Changsha region. The earhiest
and most significant of these are generally accepted
—on historical and stratigraphic evidence — as works
of the fourth century B.C.

Among the objects of wood or lacguer with
painted figurative decoration from the same region
should be mentioned in particular a small round
casket on three feet of the lien type. The body, which
is of wood and lacquer, has shrunk and eracked in
places, but the paintmgs are stll clearly visible. On
the one side may be seen ewo figures in a small cart
on high wheels attached to a white horse galloping
at full speed, and on the opposite side two figures
between blossoming trees. The pigments used are of
a thick waxy substance and the light tones, greenish,
reddish and white, possess considerable luminosity.
The naturalistic accents in the pictorial interpreta-
ton of the motifs indicate a well-advanced stage in
the stylishc development.®

The objects from the Changsha region (and from
other places] which are decorated with &i:t-l]"‘
conventionalized animal and bird-motifs combined
with scrolls; cloudlets and ornamental borders,
belong to a different province of art. Their artistic
sigmficance depends on the suggestion of almost

1 As for instance in Mr. Hsis Nai's articde in China Resonstrusts,
1953

2 Reproduced in the illusraied catalogue of the Changsha
exhibition m Peking: Ch'u wén-uu chaelan Py fu {tos4)



FIcURE 4. l_:'.i.rHt-'-.]'l-'i'.lHI.'l'h'- tomb tiles front Honan, Decorated with impressed designs of hgures,

amimials and birds.
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unremitting movement conveyed by spiralling
lines and springy shapes, all subject to the same
elastic thythm. The correspondence between these
objects and some of the bronze vessels inlaud with
patterns of silver or gold, of the fifth and fourth
centuries, 1§ too obvious to need any further com-
ment at this place. To what extent objects of this
kind should be included in a history of Chinese
paintings, is indeed a matter of opinion; they are
not paintings according o the raditional implica-
tions of the word, and though some of them may
reveal a growing interest in nature, their aristic
significance depends on the transmutation of the
motifs into omamental designs!® Yer there are
exceptions to this rule, such as the large bronze
mirrors in the Fogg Museum, Cambridge, Mass.,
and the Moriya Collection in Kydto, on which the
pictorial decoration (executed with thick pigments)
has a natoralistc rather than an omamental fashion.
The motifs include men on foot or on horseback, or
driving in carms, beside trees and mudiments of lind-
scape. These mirrors are also reputed to ongimte
from the ancient Ch'u state, but as they do not farm
parts of the scientifically conrrolled archacalogical
excavations from the Changsha region, and further-
more have been subject 1o considerable restoration,
their documentary value is much reduced and, in
somie instances, may be guestioned.

A special class of quasi-pictorial representatians
which reached great popularity in the period of the
Warring States and the Han dynasties is formed by
the “tomb tiles” 2 i.e. hallow clay slabs used for the
decoration of mortuary shrines, or “spirit chambers”,
sometimes erected in front of the actual tombs. The
best among these possess a comsiderable artistic
interest die to their decoration with buman figures,
animals and birds in characteristic attitudes. When
the silhouetted figures or trees are filled out with
pigments, their resemblance to paintings: becomes
very suggestive. Yet it should be remembered that
these tomb tiles are not original pictorial composi-
tions but decorative designs pieced together of
typified single clements, such as human figures,

horses, tigers, dragons, trees and birds, impressed in
the wet clay and arcanged like stencilled patterns o
a nentral backgronnd. The method of exccution is
thus rather mechamical, but the single motifs are
sometimes very exprossive and perfectly fitted for
mural decoration.

The production of tomb tiles was continued
through the Han dymasties but the patterns and
decorative character became gradually more and
more stereotyped. Almost all of the later slabs are
tmpressed with geometric ornaments, sometimes
combined with figures and animals in relicf instead
of the earlier incised figures, a mode of execution
which makes some of these later clay reliefs more
akm to sculptural than o pictorial works of art.

The pictorial or rather graphic character 18 more
manifest in some of the figured stone slabs of the
Han period likewise made for the decorsuon of
tomb chambers. A great number of these are known
and they are exccuted according to various miethods
- some of them being mainly engravings, others
more like fat relicfs — and the material has increased
considerably during the last few years through the
excavation of several important tombs at Fushan,
An-ch'iu and Yi-nan in the province of Shantung,
From the last-named place alone more than fifty
slabs have been recavered, and through the excellent
rubbings of some of these, now on exhibition in the
Historical Museuni in Peking, the student may ob-
tain some idea of their motifs and style. Some of
them represent fantastic clemental Deings of
quasi-human, bird-like or snimal shapes - presum-
ably the inhabiants of the world where the “earth
spirit” (hun) of the deceased may dwell for a while -
others are illustrations of ceram characrenseic
aspects of social life in Han times. They show
| These nisterials have born discused by Michael Siilliven i his
arsicles; “On the Otigin af Landsape Reptescntation in Chinee
Art”, Arckives qf the Chinese Art Soeicty o Americs, 1933, and
“Piceorizl Art md the Artitode toward Namore in Ancent China™,
The Art Bulletin, Txxve, 19%4.
10f Ot Fischer, Die Chinesisdie Melerei der Haw - Dynasile,
Berlin 1931, and Olov Junse, Brigus e Ohjets Clrambgues

Fuweraires de ['Epoque Him, Par 1936, and W, C. White, Tomb
Tl Pictures of Anrient Ching, Toromoo 1939
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peaple at their daily tasks, feasting, playing musical
instruments (pipes, lutes, chimes, drums, bells, etc.),
dancing or occupied in sacrificial offerings. Very
prominent among these illustrations are the acro-
batic groups (balancers, tight-rope walkers, horse
acrobats, etc.), butitis significant that the carniages
of some of the prominent people are drawn not by
horses but by dragons — animals that may be more
common beyond the tomb. See Plates 3 and 4.

As may be realized from the above indications,
these illustrations pessess the spontaneous quality of
skerches from life or from the no less lively spheres
of Taoist tales. They are replete with sudden move-
ment and momentariness and may thus be said o
possess something of the “spirit resonance™ so
highly esteemed and often searched for by the
Chinese painters. In this respect they are far superior
to the larger sets of romb slabs or stonc engravings
which have become well known through numerous
publications, f.e. the slabs from Hsiso-t'ang shan,
from Chia-hsiang (Wu Liang-tz'i) and from Chin-
hsien (the tomb of general Chu Wei),t

The first-named, which are still in their onginal
position in the small shrine at Hstaot'ang shan
(erected before a.p.720) are most closely related 10
the afore-mentioned impressed or samped clay
slabs, because they are composed of a certain
number of type models of human and animal
figures in various postures, men running and riding,
horses pacing or galloping, carts, buildings, imple-
ments for warfare or household use, dogs and birds,
etc., f.&. elements which have, so to speak, been
picced together or combined to form processions,
battle scenes or domestic festivals. The figures are
thiss mostly represented in profile, advancing m long
rows made up of carts and riders, or marching in
files into hattle carrying their shields and spears. Yet,
though the battle scene conveys the impression of
great agitation, jumble and flurry, due to the many
riders in flying gallop with drawn bows or fallen
from their steeds, and foot soldiers advancing with
lowered lances, there is little spatial inter-relation
between the figures, and their positions after or

above each other serve to indicate the sequence of
events in the tale.

The stone mason's skill in utilizing the rather
limited number of type figures with which he
operates is admirable; it is only afier a closer
study of the designs that one discovers the repeti-
tions and realizes that these illustrations are not far
removed from the stamped tomb tiles of pre-Han
times, The difference lies in the fact chat the com-
ponent parts are now in a loosely logical relation to
cach other, complementary clavses in 2 two-
dimensional narration. In the method of execution,
two, they rerain a connexion with the works of
painting or drawing which is no longer prevalent in
the numerous reliefs from the shones of the Wu
family in Chis-heiang. These are from the technical
point of view more like products of the sculptor’s
chiscl, the figures being brought our in relief against
a striated background.

The shrmes of the Wu family, which were
erectéd between A.p.145 and 168, perished long ago,
but most of the stone slabs which formed their walls
exist n a small museum at the place, and their
original positions and combinations in three different
shrnes have been carefully reconstructed * We need
hardly go into any details about their morifs and
historical significance; the ideas of Taoist onigin and
moralizing Confucian tales which have mspired
them have been fully explained by Chavannes,
Sekino, Fischer a.0., and the more realistic repre-
sentations of coremonial means and festival proces-
sions have often been used as illustrations of the life
of Chinese noblemen in the Han period, It has also
been pointed our that some of the compositions with
legendary motifs correspond to contemporary versi-
fied descriptions of certain wall-paintingsin the palace
hall of Prince Liu Yii, Duke of Lu (154129 5,c.)

1 CL Chavannes, Mission archéologique, ete., 1, Paris 1913,
Selcino, Shina santasho ni okery Kandai fumba no hyoskoks, Tokyo
1916 Fischer, Die Chinesische Malerei der Han-Dipnasic, Balin
1911, 2.0,

2 The latest snd most systematic report about these celicfy i
Wilma  Fairbank’s amicle *The Offcring Shrines of ‘Wu
Tiang-12'0" in Harvard Journal of Adatic Studies, March 1941.
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If we compare these reliefs from the shrines of the
Wu family with the engraved slabs ar Hsiao-t'ang
shan, it becomes evident that they represent a more
advanced stage in the stylistic evolution. It is true
that the figures still appear mainly like silhouettes —
in full profile or front view — but there is a certain
elaboration within the silhouettes by means of
engraved lines, which serve to accentuate individual
features, details of costume and the like, and they all
appear as pars of a largcr ensemble, as tht‘}' p].l‘_.r
their parts in the stories or dramas illustrated in
these reliefs (¢ff PL a).

There is a continuous movement and interplay
of the figures which tends to detach them from
the unifying fat surface plane. Some of them, for
instance in the mythological scenes, are placed m a
half circle or moving obliquely on the clouds, and
the men are sometimes turning towards each other
in conversation, This tendency towards a somewhat
freer pictorial armngement may well be explaited
by the suppesition that the compaosirions are based
on wall-paintings which, perforce, have become
somewhat schematized n the transmission or
translation into polished stone relicfs.

The relation between contemporary mural paine-
ings and some of the engraved or chiselled repre-
sentations on stone is further illustrated by the slabs
from the shrine at the tomb of general Chu Wei,
presumably ercoted some time after his death in
about A.0.50, The building has fallen into ruin, buta
sufficient number of the pictured slabs have been
preserved to make an approximate reconstruction of
the shrine and its decoration possible.! We refer the
student to Wilma Fairbank's discussion of this
problem and limit our remarks to a few observations
regarding the pictorial character of the decoration as
far as it can be ascertained from existing rubbings of
the stone engravings,

It should be noted that the decoration comprised
not only figurative scenes; but also architectural
details, such as pillars, capitals and brackets which
served as 4 framework for the wall decoranions. The
whiole interior of the shrine was thus arranged after

the model of a building with wooden pillass,
brackets and beams in a fashion that evidently was
more akin to painted decorations exccuted on the
plastered wall of contemporary halls than to any
kind of wall decorations by means of stone slabs or
clay reliefs.

According to the reconstruction proposed by
Wilma Fairbank, each wall was divided not only
vertically but also horizontally, i.e. into 2 main story
and an attic, The latter was reserved for pictures of
woinen and onlookers, while the sacrificial meal in
honour of the defunct was represented in a series of
pictures covering the main section of all the three
walls.

Each wall was divided into two equal halves by a
central pillar, and on these the composinons were
identically arranged along diagonal lines accen-
tuated by screens and benches which seemed o be
sloping from the upper part of the central pillar
downward and outward. This becomes evident
from the rubbings, and we can also distinguish the
people who are working on the ground, preparing
the dishes and serving the meals, but the principal
guests. of the occasion are missing (obliterared or
reincised). The men who stand behind the screens
are berter preserved and also. most of the female
onlookers in the attic,

All these scenes are drawn as from above and
extended on the surface with a view to obtaining as
much room as possible for the display of the many
kinds of accessories. The placing of the figures in
relation to the diagonal screens and benches contri-
butes to the impression of 3 kind of stage, or a room
hung with curtains, in which the ceremony takes
UThe first 10 give information about Chu 'Wei'y shinine was
Chavaties [1908) ap. cif; but e offers no reproductions of the
engravings (o Fischer gives 3 demiled sccount of some of the
scenes which he reproduces from rubhings, See Dir Chinedsche
Malerel dev Hun Dypusitie (103t), He emphasizes their close
relation 1o contemporary painting but 35 his description 13 based

on an. incomplete sercs of robbings, he offers mo indormation
abomt the decoration 22 svwhasle, This i 10 be fouid m Wilma
Pairbrank's wrtiele, “A' Stroctuml Key o Han Mural Art”, in
Harvard fourmal of Anane Soudies, April 1942 She peesenits a

cattiplete secomstruction of the whale scheme of decoration
and mggewions regapding i seyliatic dechvation.
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Figune 5. Reconstructive drawings of two walls in General Chu Wei's omb shrine published by
Wilma Fairbunk in Harvard Jowrnal of Asiatic Studies, April 1943,
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place. No less important in this respect are the above-
mentioned architectural features which enclose the
varioos spatial umts like a substantial wooden
framework. There is no regular construction ac-
cording to Western notions of perspective, no
attempt to interrelate the various parts as seen from
one point of view; it is a descripuve illustration
according o the arust's ideas and set down to be
seen with the mind’s eye,

The artistic mterest and expressiveness of these
designs must have been greatly increased by the
characterization of some of the principal figures. We
know them only through the rubbings of the some-
what restored or recur designs, but they impress us
as uncommonly powerful and dignified illustradions
to the old chroniclers’ admiring words about the
wall-pamtings in the imperial palaces representing
ancient heroes and models of virtue.

The question how far these stome engravings may
be accepted as representatives of the development of
contemporary painting has been variously answered,
and 1t must be admutted that it leaves room for
diverging opinions. The means of expression is
almost exclusively line. The forms are conveyed by
the contours, the movements by the flow and
thythm of the lines. There is no attempt at a direct
imitation of painting in a technical sense, yet it is
evident that the principal scenes and the decoration
as a whole, including the architectural features,

! Engraved and carved stone slabs were made during the Esstom
Han dynsey noe only i Shatruse, bue abio in the Sourh-
westeen part of Chinid, in Szechuun, but thegs have generlly 2
‘more sculptural charscter and fess comnedon with the arrof
painting.  Rubbmgs of micresting: exumples of the Szechuan
reliefs have beest published in Seglen-Tartigue, Mitson Archéo-
Ropigue en Chilne, 1, L' 4¢t Funéraire a ['dpogue des Hom [Baris 1923)
sud more recently by K. C. Rudolph i Haw Tomb An of Wed
Ching {Berkdley 1951} and by Richard Edwards in it article in
Artibuy Aviee, wol XVIL (1o34) called “The Cve Relies af Ma
Hao",

The musterials published ' chese books and arocles & mminly
from rhe neighbourheod of Fun-chin and Chis-ting on the Min
river, where & grest number of tombs are hallowed out in the
reddish sandstone cliffs of the river bank, the reliefs beng iIn pars
decorations of the outer rooms o vestibules smd in part of the
doore and sucophagl. They roprosent tinly dngle figures of
attimmaly, sometime éombined in groups ar rows sud oftea in

could hardly have been conceived or designed by
anyone bmaﬁunm.ﬂmmwhuﬂmhn:}mgm
have been faithfully ransposed on stone is still an
open question. '

The use of decorated stone slabs in the tombs and
the mortary shrines was no doubt caused by the
desire to make these rooms for the dead as perma-
nent and lasting as possible. But pamted as well as
stamped bricks were also used for the same purpose,
particularly at places where suitable stone material
was less abundant than i Shantung, The stamped
hollow tiles are; as said above, quite common mn
Central China, whereas those with painted decora-
tions are very rare. They have not withstood the
wear of time as successfully as the samped bricks
and engraved stone slabs.!

ff our explanations of some of the carved and
engraved stone slabs from the mortuary shrines in
Shantung are accepted, it seems evident that there
existed at the time and probably i earlier years,
painted decorations of a similar nature in the shrines
or tombs of promment men. Only a few of these
have as yet become known and as no satisfactory
reproductions of them are available, we can mention
them only in passing.

The most interesting among the pictorial tomb
decorations of the later Han dynasry which have
come to light are the wall-paintings in some of the
tombs in the suburbs or neighbourhood of Liao-

mamummwmnl:hmmgmmr:
very luteresting examples of expresthmistic art, though in
sculptorl ravher than in pictorial transposition,

The same i rrue alo of the samped clay-reliefs or 1omb ples
collected from variows places 6 Seechion fnow maemly
Ch'ng-tn). They ure in sowne insrances very sttractive example)
of whar might be called plastic painting. The compositions
mcdnde not gnly bmman figores, hooes and carm, but also birds
and fishes, trees snd varows plines, The lving bemgs sre mostly
represeed in wivid actlom, occupicd i homng, fshing or
harvestmg, and when the compositions also contin elements of
landscape they tecttve & more piccoral character. Though made
up of dngle units or gymbolic clements thide sre brooght
together in unified designs, which might be tendered
paintings. Some of the Szechuan romb tiles are, 33 @ mmatter of
facs, more sccomplished naturalistic comeptions than the tomb
of figures impressed in reliciimstead of incised patteine
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yang, a town halF-way between Mukden and Port
Arthur. A few words about them may here be
added in spite of the fact that practcally all these
pictures have been lost through adverse circum-
stances, and only a few have become known in
reproduction,

Japanese sxchaeologists were carrying on excava-
tions in this part of Manchuria during at least two
decades before the war (and also later); their succes
in uncovering a number of large tombs, some of
them with wall-paintings, was conspicuous, but
gradually mingated by the fact that it proved
impossible to preserve the pictures! Those which
were removed to the Museum in Port Arthur
(1927?) were found to be fading away, as the pig-
ments flaked off from the stone slabs, while the
tombs uncovered during the last phase of the war
remained accessible only for a short time, and the
result of the work with the paintings - in the form of
excellent copies — had o be abandoned as this part of
the country was occupied by the Chinese troops,
But as the copies were gradually brought to Peking,
they became incorporated in the collections of the
Historical Muscum, where some of them were
on exhihition at the time of my visit in 1954.

The pictures represented motifs similar, at least
in part, to those which we know through the
stone engravings from the Wu tombs in Shantung,
They refer to the actual life of the people for
whom they were made and are thus entertaining
as illustrations as well as by their spirited pictonal
style. Prominent among the larger compositions
is the scene from the main central tomb chamber,
in which the master of the tomb is recetving two
guests, while two servanss are assisting. The
group is placed in an open pavilion with a far
projecting roof, and the paterfamilios 15 repre-
sented on a larger scale than the other figures.
Anather typical illustration i devoted to an acroba-
tic performance, accompanied by the beating of a
large derum and watched by the usual crowd on a
place close to a three-storied monumental tower. It
takes ns into the precinewss of a Han city and by

the subtle and spontaneous brush-work conveys an
impression of the excitement and tension created by
such a performance. Some of the best scenes
represent men on horseback or travelling in high-
wheeled Peking carts, and here o it is the speed,
the sudden fash-like appearance of the bolting and
galloping horses, on which the riders are clinging
with all their might, that reveals the painter's skill in
releasing the life-breath (off PLs). The men who
worked here did not hesitate to give free swing to
their subtle brushes, and o a joy in creating guided
by a keen, penerrating observation of nature. In spite
of their fragmentary condition, these paintings may
be said to transmit the spirit of genuine Han art.

Similar arnstic qualities and the same stylistic
features as noted above may also be observed in
other series of wall-paintings in tombs at Liao-yang
which have been more recently excavated. They
should be noted here even though it is as yet
impossible for us to attempt 2 closer discussion of
their contents and artistic importance as long as they
have not been published by the Chinese archaeo-
logists, | can only lay before the student some
photographs of the copies of wall-paintings in one
of these newly uncovered tombs which have been
sent to me by the authorities in Peking and which
may serve to enlarge our appreciation of Han
painting (Figs.8-12),

The copies evidendly represent only detached
sections or bits of larger compositions, but seem o
mndicate that the morifs of the pictures were of the
same kind as those represented in the stone reliefs of
the Wir-liang shrmes and also m the paintings of the
Pei-yiian tomb at Liao-yang. They belong by their

L A short sceount of the work of the Japanese archacologiss and
the vicsuudes of forrune connected with the discoverics of the
pafntings i given in the smicle by Wilma Fairbauk snd Masao
Kimno, “Han Murl Pantings i the Peiyuan tonds ot Tise-
vang”, Aribus Asive, wolXVIL 3f4 Among the Japmnese
publicatiom reforrng to these excavarions should be mentioned:
Yagi, "Wall-pamitings in an Ancien Tomb excovared s¢ Lizo-
yang”, Archacelogy of Manchuria 1928; Hamada, Archarlogival
Researches fn Ensr Asti, vo30; Harada, " On Ancient Maunds with
Wall-paintings, etc.”, Kokks 629 (1043); Komai, Tembs of the
Han Diynasty diseorrered ot Lins—yang, Tokya 1950,
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maotifs a8 well as by their style to the same group and
may thus be dated towards the end of the second
century, if not later. Here again we meet the noble-
men travelling on horseback or in small cars,
probably forming parts of a cortége of guests
arriving at a ceremonial feast, and also various kinds
of jugglers, acrobats and musicians whose task it was
to amuse and entertain the guests at such occasions.
They are here represented most vividly, completely
absorbed in the performance of their stupendous
feats. llustrations of such momentary situations are
here rendered with a dexterity in the handling of the
brush hardly surpassed by later painters, whereas the
stylization of the sturdy horses with their high
curving necks, bulging chests and short tripping
legs, is achieved in adherence to the Bactro-
Hellenistic type well known through statuettes in
clay and bronze as well as stone reliefs of the period.

The paintings uncovered in 1953-1954 in a large
stone-lined tomb ar Wang-tu in Hopei are known
through the full-size copies on exhibition in the
Historical Museum in Peking and through photo-
graphs partly reproduced in Chinese periodicals.
They are likewise ascribed to the Fastern Han
dynasty, and to judge by their style one muighe
be inclined to place them before the Liao-yang
tombs.

The pictures represent simply rows of figures —
said to be at least twenty-four — somewhat under
life-size and practically all rumed in full or three-
quarter profile, Below the bgures are numerous
domestic animals and fowls. As far as may be con-
cluded from the photographs at our disposal (Figs.
13-15), the main idea seems to have been to illustrate
how a large number of subordinate officials are
reverently saluting or paying homage to 2 landlord
or govemnor. The men are mostly represented
slightly stooping, saluting with joined hands and,
m some cases, holding a kwei tablet in front of
them. The respective official ranks of these gentle-
men are indicated in inscriptions (preserved only in
part); through these we learn thac the assembly
includes minor civil officials and messengers clearing

the way before them. The man who is scated on a
low platform is marked as the secretary (the Chu pu)
and he too lifts a kuei tabletin un:h:md,whm:a_sﬂae
ubjl:t;l: in his other hand is no longer clearly distin-
guishable.

The paintings arc exccuted on a thin white coating
which covers the trimmed stone walls. The colours
are darkened by age and dire but the broad black
outlines have retained their vigorous sweep, and
produce a decorative effect reminding us of the
boldly executed ink-paintings of the so-called un-
restrained type produced by the pamters of Shu in
the tenth century. This kind of synthetic expression-
1sm is also predominant in the animal paintings — the
white hare, the fawn and the homed sheep — but the
facial characrerization of the men is moso carefully
worked out with a fine brush and exact indication of
every hairin the moustaches and eye-lashes. Figures
like these may serve to give some idea about the
monumental wall-paintings of the Han period of
which so little has survived except in the transtorma-
tions in stone reliefs and engravings,

The above-mentioned tomb-paintings which are
stll i sitw, would indeed merit to be more fully
illustrated and appreciated =5 specimens of mural
painting in the Han period, but it may take some
time before this study can be completed in detail. In
the meantime we may turm 1o some minor paintings
on hollow tiles or sacrificial objects of clay unearthed
from Han rombs. Most important among these are
five slabs in the museum m Boston which originally
formed the pediment and lintel of 2 doorway lead-
ing into a tomb chamber. They are decorated on
both sides with paintings executed on a white slip
which very easily comes off; the paintings on the
back of the pediment are as a matter of fact practi-
cally worn off, but those on the front may be seen
at least in part.

The main motif is here an animal fight. A tiger
and a bear are depicted ready to spring at each other,
while two other animals of the same species are held
m reserve by the attendants; of whom there are at
least six. Most of these men are provided with short
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spears or whips, which probably served them o
keep the beasts in subjection. The long recrangular
pieces are decorated with frieze-like compositions of
standing and walking figures, but the real import of
these compositions remains obscure, On the front
we sce a score of figures, mostly male, in long
garments, some standing in conversation, others
respectfully approaching a more prominent member
of the company, others again running away or
attacking a neighbour, On the opposite side of these
horizontal blocks the figures are female, with the
exception of one, who seems to be a vendor of
jewels or the like. Two of the young ladies are
occupied in adorning themselves with necklaces,
and the others are grouped together as if they were
playing or dancing (Pls.6, 7).

The figures are executed with dark lines, like
Indis-ink drawings, on a white ground, and inside
these leading contours thin washes of colour have
been used — bright red, pale green, light brown, and
other tones - which, however, are now largely
obliterated. The brush-work is swift and unhesivat-
ing, without the least trace of alterations or posterior
elaboration. There is no modelling whatsoever; the
drawing of the faces, for instance, is simplified to the
last degree: a contour and some dots or thin strokes
for the mouth, nose, and eyes. Yet, every one of
them has a definite character, which in some in-
stances borders on caricature. They move and ace
and gesticulate with the spontanerty of living beings
who have been caught in quite’ casual situations,
Some of the men are absorbed in very lively con-
versation, and the frail ladies seem o flutter and
wave about like playing sprites, the sleeves and
fowing folds of their long suff garments sceming
almost to carry them like wings. There is something
onearthly in their slendemess and the swifimess of
their movements. But such was the ideal of women's
beauty in the time of Han.

The groupmg of the figures is singularly effective,
They may at first sight appear to be jotted down
quite casually, some in groups, some isolated, but on
closer study it becomes evident that they are

arranged with exquisite art and a remarkable
faculty for spacing. It would hardly be correct to
speak of a continuous movement of line in these
compositions such as we observed in the engraved
stone slabs, although the swift and spontancous
brush-strokes are the same all through. Yet there isa
kmd of continyity in this frieze-like composition,
spanning the intervals like the reverberation of
sounds or the recurrence of rhyme, It is supported
by the expressive postures and gestures, the quick
turnings and movements of the figures, but the
main element of unity is an impression of space,
which the artist has evoked with the simplest
possible means, There is no definite stage, only the
unified white background, but as the actors tum and
move in different directions, they lead our eyes
inwards as well as sideways. The intervals between
them become something more than bits of a dead
wall; they serve to increase the impression of 2 wide
room or open space in which the figures appear. We
meet here for the first time that peculiar faculty, so
characteristic of the best products of Chinese pami-
ing, to utilize the mvervals, the apparent emptiness
between the forms, to increase the significance of the
representation.!

The minor objects of dry lacquer or clay with
painted decor are s a rule more important as
spectmens of decorative arts than as examples of
strictly pictorial idess. Even when the motifs com-
prse some figures or animals, these are mare or less
subject ta the general pattern of the decor, the shape
of the object, its utility and the quality of its
material, Within this class of decorative objects with
pictorial decor may, however, be singled out ane
remarkable specimen on which the paintings are of
greater importance than usual and as such most
valuable documents of Han art. [ am thinking of the
so-called Painted Basker which was excavated some
thirty years ago at Nanseiri in Northern Korea, an

1*"We have had the prose narration in the bartle scenss, Here we
h:ndl:dm::mgmuufﬂtlrﬁu!thmmufﬂutnpmmd
moment that was to charscterize Chinese painting fior so many
years 1o come, the triumph of the mind. "~ W. H. Wells,
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object probably from the end of the Han period. It
is, strictly speaking, not a basket but an oblong box
(39 18 cm.) made of plaited bamboo ribs, some of
which — along the edges, at the corners and on the
lid — are sufficiently broad and smooth to serve as
background for the paintings. These consist of single
figures beside an ornamental framewark. There
are not less than nivety-four men in all, some seated,
some standing, united in pairs or arranged in a row,
more or less depending on the proportion of the
spaces to be decorated. The best preserved are the
seated figures along the upper edge of the batker,
because when the lid was put on they were covered
by its rim: (PL8),

This frieze is not simply 4 line of scared figures,
repeated one after the other with slight vanations:
quite the contrary. It may rather be described as the
animated colloquium of a number of old philo-
sophers = be they Confucian or Taoist — grey-beards
and legendary dignitaries, some of them marked by
inseribed names. Most of them are, as a matter of
fact, coupled m pairs or in groups of two or three,
and engaged in disputes or heated conversations:
The groups are in some instances divided by oma-
mental screens and placed umder draperies, which
contribute to the impression of a number of separate
interiors. No less important in this respect are the
movements and atitudes of the figures; though
scated on the ground they are not placed in straight
profile or front view, bur bending and ruming
towards each other in 2 more or less spontancous
fashion. The vividness of their conversation is
reflected in their facial expressions and their
gestures, which add a deanntic tooch  some of the

groups and at the same time serve to emphasize the
third dimension in which the figures are turning and
moving.

In spite of the small size and the narrow spaces
into which these figures are squeezed, cach one of
them has an mdividual, or rather typical, sppear~
ance, probably representing in this respect the same
degree of characterization as the famouns wall-
paintings in the palaces of the Han emperors.
According w the inseriptions, there are both elevat-
ing and depressing examples of human behaviour
among these portraits on the basker; they may
indeed have served as “moral examples” just as well
as the illustrative wall-pamtings,

The most noticeable colours in these pictures are
nowadays a reddish tone and creamy white besde
some alive green and brown on a dark background.
The tones may have faded to some extent, yer the
cffect of this unique object is even roday (if sill
preserved as it was before the war) remarkably rich,
not to say colonriste, The paintings are distinguished
by the precions characteristics of mmiatures, though
at the same time executed in a relatively broad
pictorial manner. They would bear considerable
enlargement without losing their artistic significance.
These qualitics and their relanvely perfect state of
preservation secure them a prominent place among
the scanty remaims of Han panung,

Han art, as it is known to v through objects in
metal, clay and stone. is characterized by a rare
combination of precious refimement and strength;
and if we may base some general conclusions on the
remains of pictorial art mentioned above, the same
wis true of painting in this period.



Ku Kai-chih, Lu T‘an-wel

and some Early Landscape-painters

In TrE chronological scheme for the classification
of painting proposed by Chang Yen-yiian, he calls
the Han dynasties and the succeeding epoch of the
Three Kingdoms (231-317) shang ku, i.e. the most
ancient period. He repeats some of the tradinonal
praise bestowed on Ts'ao Pu-hsing (r.222-277) who
is said to have been the greatest master of the period,
but adds: “nowadays there are no works by him™. It
seemed consequently quite futile 1o Chang Yen-
yilan to attempt any characterization of that remote
period from which, according to his own words,
only names had been preserved, an opimon which
certainly i no less justified today than it was in the
ninth century. The general nature of Han painting
may to some extent be deduced from paintings such
as were mentioned in. the precedimg chapter, but we
have no means of differentiating and identifying
individual masters.

The eatliest painters whose works actually could
be seen and apprecisted in the tme of Chang Yen-
yiian were Ku K'ai<chih (c.344-405) and Lu Tan-
wied (c.440-500). Their pictures were at the time the
most eagerly coveted art—reasures. “Everybody
wants 2 Kuand a Lu”, he writes; no one could claim
to have o real collection of paintings without some
specimens by these “classic” masters. Discussion
regarding their respective mierits had been going on
ever since the nme when Hsich Ho wrote his Kin
Isa-p'in I (e.500), and there had been some disagree-
ment regarding their relative importance. Hsich Ho
and Li Ssiihsiin placed Lu Tan-wei above Ku
K'ai-chih, whereas Yao Tsui and Chang Yen-yitan

20

reversed the order of the two. This comparative
appreciation is, however, of little interest o us since
no works by or after Lu Tlan-wei are Imown. It
may simply be noted that the chamctenzation
offered by Chang Yen-yiian of Lu T'an-wei has:
been accepted as the foundation for the pamter’s
great renown: “'He used the onestroke manner in
painting, which was continuous without a break;
and from this we know that the same method may
be used in wiiting and pamting” (Le, because the
great calligraphist Wang Hsi—chih also was a master
of “one-stroke-writing"'), Lu T'an-wei's skill as a
man of the brush is lughly praised, but need not
detain us ar this place since no pictorial records of
his have survived.

The situation is quite different in regard o Ku
K'aichih; characteristic features of his personality
have been transmitted in historical records and his
artistic ideals and peculiarities may to some extent be
ebserved in copies or close imitations of his paint-
ings. These sources have fumished a welcoms
material to modemn writers on Chinese paintings,
and through their efforts Ku K'ai-chih has gradually
become one of the most prominent figures in
Chinese art-history.

The main source for our knowledge about Ku
K'aichih’s life and activity is a chapter in the
dynastic history of the Chin dynasty, which though
it was composed only at the beginning of the
seventh century, comprises records which date back
almost to the painter's own life-time. According
o these he was bom abour 345 in 'Wu-hst 1n



Frouee 7. Men Travelling em Horseback and in 3 Can, Copies of wall-paintings in a
tamb at Liso-yang, South Manchuria.

Figs. 7 to 14 from photographs by The Union: of Chinese Artists, Peking,



Figure 3. Two Heralds on horschack and Four Musicrans seated on a mat in frong
of some dishes. Copies of wall-pamtings in 3 tomb at Lino-vang,



Figuue 9. Juggless playmg with diss and balls.
Copies of wall-puntings m a tomb at Lino—yang.



Ficune 10- A cerberus and rwo men mravelling in 3 care.

Copies of wall-paintings in & tomb at Lizo-yang.



Frocomre 11. Pormit of a Bearded Officer and a section of an Omamental Border.
Copies of wall-paintings in 3 tomb at Liao-yang,




Ficure 12, Civil Officals m reverent attitudes of salutation, A White Hare below:
Woall-paintimgs in g tamb at Wang-tu, Hopri




Fieonk 13. Military Officers and a Saluting Official. A Fawn below.

Wall-pattitimges i 2 tomb at Wang-u, Hopey,




Fieune 14. The Host scated ona platform; a Youth knceling wach a kuei-tabler in his hands. A homed
Sheep and a Winejar below. Wall-paintings in a tomb at Wang-ta, Hopei.




KU K'At-CHIH, LU T'AN-WE] AND SOME EARLY LANDSCAPE-PAINTERS 27

Kiangsu.* His rzii was Ch'ang-k"ang, but he became
best known ander the appellation Hu-t"ou (Tiger-
head)., He possessed “wide knowledge and the
spark of geniug” 2

The Grand Marshal Huan Weén (312-373) made
Ku his secretary “and treated him as an intimate
friend"”. When he died, K'ai~chih worshipped at his
tomb; and as he received some condolences for the
loss of his frend, he said:

"My voice was the peal of thunder, shaking the hills;
ity tears were torrents of rivers, pouring into the
sea.

At the very end of the fourth century he served as
a secretary o the govermor Yin Chung-k'an in
Ching-chon (Hupeh). Once the governor lent him a
sailing boat to enable him to visit his home. But the
wind grew too strong and the boat capsized; K'ai-
chih wrote to the governor; “The place (where this
happened) is called P'o-chung (Broken Tomb). The
escape was truly like breaking out of entombment!
But now the traveller is safe and sound, and the
cloth sail intact.” And he described the landscape
seen on the way in enthusiastic terms.

“Kai-chih excelled in pamting with colours (red
and green) and was particularly famous for his
portraits. Hsich An (3 well-known statesman and
art-lover of the time) valued his art highly and
remarked: “There has never been anything like this
since the birth of man'. When pamting portraits he
often waited several years before he would touch in
the pupils of the eyes. And when someone asked
about the reason for this, he answered: “The beauty
or ugliness of the lines and body hold in fact no key
to the subtle secrer of are. It is just by those little
spots that the spirit can be rendered and perfoct
likeness portrayed.’

“He admired Hsi K'ang’s poems in hnes of four
syllables and used them for his paintings. He often
said: "It is-easy to paint The hand {s plucking the five
strings; but difficult to represent The eyes follow the
wild geese on their homeward flight'."

He was unsurpassed as a portrait pamter. “Once
he painted a portmait of P'ei K'ai (2 prominent

scholar and official) and added three hairs on the
jaw, which made the beholder feel very strongly the
sagacions character of the man, When he painted
the portrait of Hsich K'un (2 scholar and musician)
he placed the man among juttng crags and ex-
plained: “This man himsclf said that among hills and
valleys he showed to greater advantage, so I have
thought best to put him among his hillsand dales”.™

He also wanted ro make a portrait of Yin Chung-
k'an, but the gentleman objected vigorously as he
had a disease of the eyes. Ku Kai-chih inssted,
however, and said: “Your Excellency, it is just on
account of your eyes (thar yoo should be painted).
Would it not be most exquisite if the pupils were
frrst painted bright and then muched over with foi
po (fying white) like a thin veil of clouds over the
moon? Thereupon Chung-k‘an consenred.

“Ku K'ai<chih once entrusted to Huan Hsiian a box
contuming # number of his pamtings, and pasted up
the front of it with a label. Hsilan, however, opened
the back of the box stealthily; took our all the
pictures, had the box properly repaired and then
returncd it to Kaichib pretending that he had
never opened it. When the painter saw thar the
chest was sealed with the original label, though the
pictures were gone, he prompely said: ‘Such mar-
vellous works of art (as my pantings) are things
bewitched, they have tansformed themselves and
vanished like men ascending to join the immortals”,
He showed no surprise,

P The best-knoiwn translations of Ku K'si-chihy’ bisgrephy in
Chin phw, 93; 212223, are 1. by Chavames i T oong Pao, W,
1904: = by Waley in fntrod. &0 Hee Study of Chinese Pinting,
Ppds—48, 1ag; and 1, by Chén Shib-baang in Moo of Cines
Dymustic Histories rrandatiuns. Berkeley 1953, The Tt one Is the
muwt conmplece sl abonalantly susotited; contmmung mforme-
tion sboat the yarious individusly mentioned in the bogrsphy,
and alio regarding the sources guoted i Chin aba, o wit,
Shili-shmo hsin-yii (The Talk of the Warld) by Liu b-ching (303-
444), Chung-hiing—fu by Ho Fesifng, snd Hiil Chin-pmy ch'in
by T'an Tao-lumy, ete, Waley quotes the atwcdite re Ko K'ai-
chifi mainly from Shifi-shie hor—d, where they are more
exwemively felaved than s the Chin She.

BT have followed Chen Shib-haiang’s transdstion in most of the
quutatinny

* CF Waley, op. cin., par.
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“ln the early days when he was serving under
Huan Wén, it was said of him: "K'ai-chih iy com-
pounded half of conscious buffoonery and half of
madness; the two halves halince each other per-
fectly’ (or, 'one cannor understand him without
making allowance for both’, Walev), Therefore,
according to populir tradition, Ku Kai-chih
excelled ordinary men m three ways: asa wit, as a
paititer, and as 2 buffoon.”

These are some of the anccdotes reported i the
Clhiin shi, but beside these some other characteristic
maditions referring to Ku K'ai-chih's works and
ways have been transmitted i other books. Most
remarkable among these is the one about how he
assisted the monks of the Wa-kuan remple to raise
money for rebuilding their main hall. Thongh quite
a young and litle-known pamter at the time, he pro-
mised right away 1 contribution of 1,000,000 cash.!
But when the money was to be paid, he said: “Give
me first the opportumty of doing 3 picture in one of
your pavilions”, There hé painted on the wall a
foll-length picture of the Buddhise saint Vimalaldro,
and when he was on the point of putting in the cyes
of the figure, he called the monks and said ro them:
“Yisitors who come o see this picture should be
made to pay on the first day an admision of
100,000 cash each; on the second day 50,000 each,
and on the third day they may give what they like™.
When the doors of this pavilion were opened, the
whole room seemed to be filled with a madiance
from the picture; the crowd of visitors grew larger
than could find place in the roons, and the painter’s
promise was mare than fulfilled.

The tradition about this extraordinary picture is
repeated by several authors, including Chang Yen-
yiian, who described it with expressions of deep
admiration, as follows:® “Thave seen a great number
of pictures, but only in Ku's painting of An Old
realized. One may look at it for a whole day without
getting tired. By concentration of the spirit and far-
reaching meditation, one becomes aware of some-
thing selfevident (absolutely innate). The thing

(i.e. painting) and oneself are entirely forgotten; the
realization is separated from the form. “The body
becomes like dry wood and the mind like dry
ashes’ (as said by Chuangtzii). He reached the
miysteriousfimesswhichiscalled the Tao of painting.™

Further infarmation aboot this marvellous work,
which seems to have possessed the significance or
self-evidence of spiritual reality in appropriate
pictorial transposition, is missing, but the above
maditon should be remembered as one of the most
eloquent descriptions of Ku's outstanding creative
grmits.

The only surviving pictures which to some extent
may serve as supparts for a characterization of Ku
K’ai-chih's artisnic genius are the handscrolls known
as The Nymph of the Lo River (Lo shén-nii) and The
Admomitions of the Instructress of the Palace Ladies
(Nii-shih ¢hén); to which may be added the
Hlustrations of Eminent Women (Liek-nii). None
of these pictires is an oniginal work by the master or
of his time, but they transmit more or less faithful
versions of his designs, and such clements of his style
as the imitating masters were able to grasp. But as
they were executed at different cpochs and by
painters of unequal merits, they do not convey the
impression of a homogeneous style, This dispanity 1s
cnrta.infy a cumpﬁmﬁng factor which serves to blur
Ku K'aichih's arnistic profile, and it may cause some
doubts as ro their relation with the lost originals by
the master.

The appreciation of these pictures as documents
for the study of Ku K'ai-chih's individual art is thus
to no small extent based on hypotheses, partly
supported by historical traditions, which, however,
should niot be pressed too far. Their exact relation 1o
Ku K'ai~chih’s lost works is still ro some extent a
matter of opinion, but however this may have been,
they possess also considerable individual merits as
examples of early stages in the development of
Chinése painting.

It seems rather surpnsmg that the two main
LCF Waley, op. dit., p.4s, sccording to Cling-shik ssfi-chi.

* I Li-tof mig-biia chi, 11, 3.
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specimens among these copies or imitations after
Ku K'ai-chil, the Lo-shén scrolls and the socalled
Admeonitions, represent not only different periods of
execution but also divergent tendencies of style. The
Lo-shén scrolls impress us by their general character
as the more archaic, in spite of the fact that they
seemn to have been executed later than the Admoni-
tions scroll in the British Museum.

The best and most complete versicn of the Lo
Shen seroll forms part of the picture collection in the
Palace Muscum in Peking, while another excellent
version is i the Freer Gallery in Washington
which, however, is incomplete, The Peling picture
has not been published in its entirety and my studies
had to be limited to the relanvely short section
which was exhibited in Hui-hua kuan in 1954 (Pls,
9, 94 and 08). JTudgmg by this, | would describe the
picture as stylistically akin to the scroll in the Freer
Gallery, though executed by a more accomplished
artist in s somewhat softer and more Huent manner,
Both pictures seem to be works of the Sung period,
probably from the early part of the twelfth century;
their archaistic flavour is steeped in the gracefulness
of Sung transeriptions.

The motif of these pictures is borrowed from a
poem called The Nymph of the Lo River, written in
4.0,222 by the poet Ts"ao Chih. The dlustratons to
the suceessive scenes of the poem are represented in a
continuous landscape, made up of puppet hills,
plume-like trees and hillowing waters, which forms
the carthly stage for the dramatis personae, while
dragons and fairies descending from the sky trans-
mit the heavenly mfuences, These elements are
rendered in a simplified nafve manner as symbolic
type-forms rather than a5 representations from
nature,

A comparison between the text, as rendered by
Waley,* and the illustrations on the Freer Gallery
scroll makes it evident that the begmning is here
missing; it may exist on the Peking scroll, though
I had no opportunity to sce this portion of it, but
from the bits that were shown, it became evident
that the two versions include considerable differences

of detail in spite of their general correspondence.

The main emphasis of the illustrations is on the
figures: The Lady of the Lo River, who charmed the
poet, descending through the air in “'silken flutter-
mgs of her light mantle”; the P'img-i “beating his
drum”; the fairy Nii-kua singing; “the dragons six
abreast in fawless line, hamessed to the charoe of
cloud"; *“the crossing of the Northern rivulet in a
large boat"; and fmally & more idyllic scene in
which the lady seems to bid farewell to the poet. She
turns back, “moves her red lips. . . spesks of Love
and the Great Chain that binds men heare to heart”,
These scenes haveall been mansferred to pictures, but
the fimal words of the poet: ** Alas, that between men
and gods no converse can endure; alas, that they are
vanished, those lusty days of mortal youth” — may
have seemed too volatile to the ardst for pictorial
interpretation,

The text must have made 3 strong appeal to Ku
K'ai-chilt's poctic imagination, but to what extent
he actually snceeeded in transmitting the romantic

wmosphere of the poem is difficule to tell from a
copy exccuted six or seven hundred years later. It
may indecd be asked: “Did Ku K'aichih's original
picture still exist at that time, or were these copies
based on secondary versions?” The question cin ne
longer be answered, but it is evident that the copyasts
of the Sung period took great pains in rendering the
characreristics of the archaic, or archaistic, models at
their disposal, Their pictures are somewhat mono-
tonous “primitives”; perfectly drawn in 2 kind of
kung pi manner and carefully coloured in a harmony
of greyish green and brownish red, but with very
lirtle of the romantic atmosphere and psychological
overtanes that we would expect in fithful render-
mgs of Ku K'ai-chih's own creations.®
L Op. dis,, ppufio, 61,

% The lues version of she Lo Shén scroll belonging to the Braish
Muscuns need lardly occupy wi st shis phice, becae it
Wiogether 4 very free tmmformation of the Gmows picare
has been pracrically low Bur it is moeresting: from an illucrative
paint of view, becawse it inclndes more somes than the arly

pictutes. Some portiony of another version of this picture ase
reproduced 1 Ormura, Bunjin Gasm, 11, 3, 4.
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Better known than any of these versions of the Lo
shén scroll is the famous picture in the British
Museum which illustrates the Admonitions of the
Instructress (o the Palace Ladies, i¢. a moralizing
text by the poet Chang Hua (232-300). It 13 2 work
of art of remarkable distinction which holds a place
of its own in the history of Chinese painting, and it
would probably not occur to an expericriced critic
that this picture could be 2 work by or after the
same master who created the Lo shén scroll; yet the
atmibution s supported by important historical
evidence and a long sanding tradition.

Before éntering into a discussion of the stylistic
features of the Admonitions, it may be useful o
recall a few of the data referring to the history of this
picture.! The picture is not mentioned (like the Lo
shén scroll) among the works of Ku K'aichihin the
records of the T'ang period, such as Li-tai ming-hua
chi and Chén-kuan lang ssiv hua-shik, but in the
Sung period it is entered under Ku K'aichil's name
in Hsiian-ho lnea-p'n. It formed part of the impenal
collection, as confirmed by several Hsiian Ho seals,
but there seems also to have existed another version
of the Admonitions which is mentioned by Mi Fa
in his Hua shik® It is quite likely that some af the
unidentified seals on the picture are of the Tang
period and also evident that it was considered a very
early picture at the begmning of the Sung dynasty,
but whether it was ascribed to Ku K'ai-chih before
that date remains an open question. The signature of
the painter and the text lines between the illustranve
scenes are cvidently posterior additions, written in a
style that points to the Sung period. From that time
onwards, it is repeatedly recorded by leading critics
of the Ming and Ch'ing periods, such as Tung Ch's-
ch'ang, An I<hou, aud the emperor Ch'ien-lung,
as a very distinguished work by Ku K'ai-chih, or, to
quote the emperor, a work that “'could not have been
equalled by the strenuous efforts of a later artist™.

1t illustrates, as said above, a moralizing textm a
succession of separate figure compositions divided
by lines of text, which at some places encroach on
the pictures.® Itis no longer quite complete; the first

two scenes which are mentioned in literary records
are missing. The opening scene in the present picture
illustrates the heroism of Lady Féng, a concubine of
the emperor Yiian-ti of the former Han dynasty. She
rescued the emperor’s life by interposing herself
between him and a wild bear, which had broken
loose at a combat of animals. The text has been tormn
off together with the preceding scenes, and the
figures have been considerably mended and re-
painted. The two men who are attacking the
animal with long spears appear somewhat awkward,
and the litde bear looks more frightened than
dangerous,

The second picture illustrates the refusal of Lady
Pan to ride m the same litter as the emperor Ch'éng-u
(32-37 B.c.), because she did not want to give cause
to evil talk or distract the thoughts of the ruler. The
emperor is seated in a litter which is carried by eight
sturdy men in the company of 2 young beaury who

is euddling a kid(?), while Lady Pan is walking

slowly behind the litter. Her dignified, not to say
hanghty, bearing reflects her disapproval of the
imperial invitation, as also expressed in her raised
hands. Only the face of the emperor is fully visible
in the liter, but it is quite enough to convey his
sentiments of surprise and diffidence: his eyes are
fixed searchingly on the lady by the roadside and his
mouth half-opened, asifspeaking. The psychological
connexion between these two figures ©s quite
evident, revealing the intangible nerve of the motif.

No less impartant as evidence of the painter's art
of characterization are the eight liter-bearers who

1The history and documentary records of the picture ace
refared m detail by Waley, op. at., pp.3o-4o.

* Ferguion, ep. df., pp-SE-$i. gootes o notice from Chén
Chi-pa's Ni-kn lu about an early copy of the Admonitions said
1o be cther of the T ang or the Sung penod, sod alsy om M
Fei's Hug il zeferrmg to another copy of this ecroll. He
arrives at the condhusion that there were two versioss of the same
picture, one of which was brought vo Earope 2ad sold to the
Brinish Mosemm in 1965, while the other at that tme romaimed

4 the Manchu Howchold collecrion.

* Chang Hua's text has beon rronslaved meo French by Chavannes.
Cf. Towng Poo, vol X, 1009, and in Bnglish by Waley, op. at,,
pp-50—36, and partly by Fergmon, op. ¢if., pp.49, 0.
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are excrting themselves to the utmost as they smde
along with the heavy borden on their shounlders. The
effort is reflected in some of the faces and still more
convincingly in their bodies and limbs, which bend
and tum under the weight of the litter, while their
feet are twisted into the most extraordinary posi-
tions as if they were dancing along. There is some-
thing burlesque or dramatic abour them, that
reminds us of Brueghel's gay peasants dancing at a
kermess — in spite of all differences of monifs and the
distance in time.

From a formal point of view the litter has
apparently offered the most sertous problem o the
painter. It is shaped like 2 rectangular box on long
poles under a kind of network awning or canopy
which is stretched on 2 frame of bamboo poles and
reaches also over some of the men in front. But as
the painter also wanted to reveal something of the
inside of this liteer, he has pushed open the front and
swung it, so to speak, m line with the side that is
parille] to the picture plane, The perspective is not
only reversed, but forcibly spread out rowards the
background, which cretes the impression that the
litter cxtends outward from the picture-plane
rather than into it. But this somewhar forable
method has evidently enabled the painter to give a
more complete presentation of the various clements
of the motif*

The third scene illustrates the words: “In the
universe is nothing that after it has reached exalta-
tion is not brought down, and among living beings
is none that after it has reached its apogee does not
decline, When the sun has reached its mid-course, it
begins to smk, and when the moon is full, it begins
to wane. The rise to glory is like 2 heap of dust, the
fall mta calamity like the sudden rebound of a
spring.”

A good portion of the picture is filled by a
mountain on which may be discovered some strange
animals, birds and plants. At one side of the moun-
tain is a flying crow, the symbol of the sun; while
the symbol of the moon iy represented by the hare
pounding in a mortar. A man with a bow s kneeling

at the side of the mountain; he 1s aiming at the figer
hiding in the crevices, and the birds are scared. He
may thus be said to represent the destructive force,
and he is rendered with a perfect characterization of
his movements and intentions, but on a scale out of
proportion to the mountaim. In other words, there
is no attempt at a formal inter-relation between the
hunter and the mountain: the two elements, which
balance each other, are treated mainly as symbaols,
though with greatly varying degrees of realism. The
primitiveness of the landscape is not simply a matter
of proportion, but also the result of structureless
drawing and empty forms,

The fourth scene, which by reason of its rather
intimate character has become wvery popular, is
explained as follows: “Men and women know how
to adom their fices, but there 1s none who knows
how to adom lus character. Yet if the character i
ot ndﬂmnd.ﬂtﬂcis&mguthﬂth:m!ﬁnfpm-
priety may be transgressed. Correct your character,
embellish it; strive © ceate holiness in your
nature.”

Two young ladies are occupied with various
elements of their wilet; the one who is orned half-
way towards the background 15 painting her
eyebrows at a mirror in which her face is visible; the
other is kneeling on a mart before a mirror-stand
while 3 maid is dressing her long black hair. And as
this group is tumned halfway outwards, the move-
ments or postures of the two ldies follow opposite
diagonals in relation to the picture-plane, thus
mutaally mntl:ibutmg to elucidate the third dimen-
sion. This mmpression s alio to some extent sup—
ported by the four large roilet boxes at the lower
edge of the picture, which by their cubic forms
matk a horizontal pline abo indicated by the
square mat under the figure group. But the balance
ot harmony between the objects and the fipures has
been somewhar disturbed by the retouching of the
boxes with a dull black colour,

1 An imoresting amalysis of the space comstroction in this and
other scenes i the same soroll B given by W HL Wkl in hix
book Persprestew in Early Chinese Painding, London 1031 5,
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The hifth picture, the so-called Bed Scene, illas-
trates the followmg statement: “If the words that
you uitter are good, all men for a thousand [i around
will make response. But if you depart from
this principle, even your bed-fellow will distrust

ou."'

: The stage isa large roofed bed enclosed by folding
doors and draperies, placed diagonally in relation to
the surface-plane of the picture. The drapery m
front of the bed is lifted, and the young lady
(empress?), who is seated in this roomy piece of
furnitare, is partly visible. The emperor, who is
placed on a low bench in front of the bed and is
turning backwards, is speaking wath a reproachful
expression to his bed-fellow. The psychological
relation between the two figures is sufficiently
obvious to attract our attention and make us accept
the disceepancies in the positions of the figures and
in the painter's attempts to render the well-enclosed
stage, The bed is drawn in a kind of inverted per-
spective, emphasized particularly in the lines of the
Hat roof, which is seen from above and gives the
impression of falling out of the picture, parcly caused
by the unequal height of the two end walls of the
bed. Other concessions in the construction of the
bed caused by the general strving for descripnive
clearness, may be observed in our illustration with-
out further insistence on the arbitrary adjustment of
the angles and the disturbing proportions. These
formal deficiencies can hardly be said to lessen the
psychological expressiveness of the scene.

The sixth picture is preceded by a rather abstract
exposition about honour and shame and the
omniscience of the Divine Providence which did
ot lend 1eself easily to illustrations, but the very last
line contains a quotation from Shik ching, which the
painrer found suitable for illustration: “Let your
heart be as a swarm of locusts and your race shall
multiply”. The exhortation, which was ariginally
pronounced in praise of Ning Weén's consorr T ai-
sit, through whose great virtue harmony was
established in the king’s harem, has given the painter
opportunity to represent the sovereign in company

with his consort and two concubines who are
occupied in tending and educating their children. A
separate group of two youngsters and a man who
seems to be their reacher completes the composition,
forming the apex of an equilateral triangle instead of
receding into the background. The composition has,
s0 to speak, been divided into two groups, placed on
various levels and, by representing the figures on the
upper level on a smaller scale than those below, the
painter has indicated a gradual distance, though
without any suggestion of a unified horizontal plane.
But here agam the formal defects are mitigated by
the characterization of the figures and the psycho-
logical armosphere,

The text to the seventh picture is mainly a defence
of traditional Chinese polygamy; it says in part:
“No one can endlessly please; affection cannot be
for one alone; if it be so, it will end in disgust. When
love has reached its highest pitch, it changes its
object; for whatever has reached fullness must need
decline, Such is the law. When one who is beauriful
makes herself still more beautiful, she attracts some
blime", etc. The amitude and gestures of the em-
peror, who s speaking to a graceful lady, indicate
that he has decided to break the bonds of favour
formerly existing. The composition is limited to the
two fAgures, butnothing could be more expressive of
the painful and yet so common dialogue that forms
the subject of the picture. The eighth scene, which
conststs of a single kneeling lady, is a direct continna-
tion of the preceding picture; it illustrates the words:
“Keep an eager guard over your behaviour, thence
happincss will come. Fulfil your duties calmly and
respectfully, reflect before you act: by this you will
win glory and fame.”

To this 1s added the final scene, which rEpresents
the instructress writing down her admonitions for
the benefit of two young ladies in front of her, or as
explained in the words of the text: “Thus has the
mstructress, charged with the dury of admoninon,
thought good to speak to the ladies of the harem".
As the painter has conceived her — a slender figure,
stooping forward while writing on the tablet in her
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hand — she is the most graceful of all these exquisite
representatives of the imperial harem. Her move-
ment is strictly controlled, as she i handling the
writing-brush, yet at the same time expressive of
perfect case. The omamental diadem: on the high
black coiffure makes her head look like a large
flower on a bending stem rising from the gigantic
mussel formed by the curving folds of her garment
on the ground.

The scroll is thus a series of highly varied single
scenes Ulustrating the sections of the text which have
been filled in posteriorly between the pictures. There
is no such continuous background or landscape as in
the Lo shén seroll, yet a clearly perceptible decora-
tive umity, or thythmic Leitmotif, formed by the
movements of the figures as reflected in the Rutrer-
ing scarves and the long trails of the robes. The
continuons flow of these lines trumsmits not only the
actual movement but also the animation of the
figures; it may be said to bridge over the intervals
between the successive groups.

In painting these elements the artist has used a
very fine brush, making lines as near as the races of
a stylus, yet at the same time supple and elastic, The
artistic expression is mainly dependent on the
drawing; the colours are secondary, le. filled in
berween the lines, particularly as they appear now
after the rather thorough restorations or retouching
to which the picture has been subjected. Through
these the uniform black of the ladies’ nch coiffures
has become heavy and dull, makmg them look
almost like paddcd hoods: the brick red of some
ribbons or borders has likewise been unduly ac-
centuated, which disturbs the original harmony. A
closer definition of how far the colours have been
retouched and other elements of the picture have
been modified by the successive repairs would
require a technical examination which must be left
to the experts in charge of this precious relic. Some
authorities have claimed that about forry per cent of
the picture as it exists today, is the result of later
retouching, but athers find this estimate exaggerated.
However this may be, it must be admitted that the

lincar definition of most of the figures and their
facial expressions have escaped alterations and may
thus serve as a basis for an appreciation of the style
and artistic beauty of the picture,

The actual soul and fascination of these scenes -
more easily felt than defined - 1s a result of the
psychological characterization of the figures, ex-
pressed in the drawing of the eyes, the eye-lashes and
the eye-brows, the smiling mouths and the red lips,
the moustaches and similar details as well as of the
movements and postures. No full-fledged realisti-
cally elaborated picture could be more complete or
convincing m this respect, a fact thar impresses one
with mcreasing force the further one penetrates
through the somewhar faded or restored places of
the scroll. And the more one absorbs of its subtle
tascination, the more difficult it becomes to explain
the picture as an unitation after an archaic original
similar to the Lo shén seroll,

The historical records o which reference was
made above do not help us very much in our
endeavour to establish the dare and origin of this
scroll. According to some scals, 1t existed in the
T ang period; when, in the Sung period, it entered
the Hsitan-ho collection it was accepted as a work
by Ku K'ai-chili. That is practically all that can be
deduced from seals and documents in regard to its
early history, but tus scanty information is, as
remarked above, also supported by the intrinsic
charactenstics of the picrure as 1t exists today. The
figures which are best preserved are characterized by
a gracefuliess and a soft opulence, particularly in the
drawing of the garments, which make us recall rare
examples of T'ang art in clhy or mk-drawing, It s
rruc that the material for comparison is msufficient
for defiite conclusions, but as far as it goes, it tends
to support, rather than contradicr, the hypothesss
that the picture was done in the carly part of the
Tang period. An carlier date seems 1o me less
probable because the distance berween this picture
and figure paintings preserved on lacquer objects,
tomb-tiles and stone-slabs from the third, fifth and
carly sixth centuries is more marked. All these early
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figure paintings represent type-forms and conven-
tional patterns not prevalent in the scroll under
discussion. It 18 & mature work, representing a stage
in the stylistic development which, as far as present
knowledge goes, was not reached before the seventh
cenfury,

The question to what extent it actually transmits
an original composition by Ku K'ai~chih. as claimed
ever since the Sung period, is still nmiore complicated,
But if we admit the probability of the Sung tradi-
tion, it should at the samie time be adnitted that the
exeenting painter has treated his model with con-
siderable freedom and rendered the figures m
accordance with his own sense of grace and refine-
ment. To what extent the picture is 1o be accepred
as an example of Ku K'ai-chih’s style is indeed a
question that may be differently answered, but the
tradition is also m this case an important element
that should not be neglected. We have consequently
dwelt on the picture with some care, trying to
emphasize its exceptional artistic importance as an
example of a stylistic tradition that probably goes
back to Ku K'ai<hih.

Ku Kaichih's name 5 also connccted with
certain writings on paintimg, one of them concern-
ing the methods of making copies or macings, and
the other dealing with certain clements of landscape-
painting. But these writings have been preserved
only in corrupt fragments (reported . Li~tai ming-
hua chi, 1, 5). The contents of the former are
highly technical and interest us mainly as proofs of
the fact that copying and tracmg were already well
advanced methods in the fourth century, but it alo
contains some remarks on portrut painting, con-
forming with the stories about Ku K'ai-chih's
own portraits which we have quoted in part. The
other essay is 3 rathier detailed description of a Taoist
picture called The Cloud Terrace Mountain (Yiin-
t'ai shan), in which the “heavenly master”, Chang
Tac-ling, is represented among awe-inspiring peaks
and bottomless ravines adored by two disciples. It
reflects 2 highly imaginative interpretation of
certain elements of landscape-paintng, but can

hardly be taken as a proof of Ku K'ai~chih's im-
portance as an accomplished landscape painter. He
may have taken some interest in certam effects of
nature, but we have to reason to suppose that he-
used them otherwise than as accessory motifs in the
background of his figure compositions.*

The discussion regarding Ku K'ai-chih's import-
ance as a pamnter flickered up all through the fifth
century. Hueh Ho, who wrote his Ku fig-p'in I
at the end of the century, placed Ku K'ai~chih ini the
third class of the old painters with the verdict that
“his style was fme and subtle, his brush without 2
flaw, yet his workmanship was inferior to his ideas,
and his fame surpassed his real merit”. This classi-
fication provoked, however, a protest from Yao
Tsui, who wrote about half 2 century later in
Hiii hwa=p'in: “Hsich Ho's words that “his fame
surpassed his menrs’ are really depressing, and his
way of placing Ku in one of the lower classes is
something still more disappomting. This was caused
by his own erratic feelings (towards the various
painters) and had nothing to do with the meries or
defects of their actual paintmgs. The saymg: "He
who sings well will have few in harmony with
himself®, is true not only in reference to ballad
singers; and one may weep blood over false reports,
not only concerning the genuine jade® It scems to

L According to the records of Ko K'ai-cinl's works established by
puthors of the Thang and Smng dynasmies, they were practically
all Bgure compotitions, Le. represmitations of fainous characters
af ancient biseory, Buddhist saioms, Taois worthies, snd portralts
of conteraporarics, beside -illustrative  picturces  mspired by
legends md poems wuch s Making 3 Lute and Tending Sheep,
and spuedies of aninmls nd bivds. His auvre st Have been quine
comprehensive, the result of o keen interest not anly in hitoman
natore but i the life- of all animared nanre. Among the pictures
ascribed to him, bepide those sientioned above, shoold be
remembered  two handsirolls in Chinese collectioms, fe. &
wersiof of the Masmous Women {in Hui-hua Euan, Peking),
the other a free copy of The Making of the Lure (in & privace
collection), (ot thar stylistic connexion with Ko K'si-chil
secmy pather distung,

£ Reforence o the story: about Pl Ho, & mian of the Ch's state in
the eighth century si.c. who found 2 piece of unpolished jade on
Ching=4han, but ried in wain to convitice the nider of itz value.
He was mreated a5 an impostor, which eaused lom decp sotrow
anil t=ars of blood, but finally reluabilitsted when ' the stome had
besn polished and found o be true. Cf) Giles, Bisgr: [DEgf, | 1650,
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me that Hsieh Ho, in his anempt ar clasification,
has thrown rcason to the wind and roined it
forever.”

The same opposition to Hsich Ho's classification
of Ko Kaiclith among the relatvely inferior
painters is repeated in the preface to Hsii hua-p'in
lu, supposed to be by a writer of the T'ang period
called Li Ssichén (c.689), though made up later of
bits borrowed from Yao Tsui and others, But when
Chang Yen-yiian in the ninth century once more
reconsidered the question of Ko's artistic standing,
he ook a somewhar different view, expressed as
follows: “On examining Hsich Ho's criticism care-
fully, I find it absolutely just and correct, and 1
cannot agree with some of the verdicte of Yao
Tsui and Li Ssu-chén,”

It may, however, be questioned whether any of
these writers based his opinion on an sctual study of
the master's works. Yao Tsui refers to “lustorical
records™, but to no existing paintings, and Chang
Yen-yiian scems to have drawn his conclusions
mainly from the report that Ku K'ai<chih had 2
great admiration for his older contemporary Wei
Hsich. The traditions handed down from genera-
Hon to generation and recorded by men who did
not hesitate to repeat as their own verdices what
they hiad read or heard, form an interesting literary
background bur hardly a safe foundation for a
critical study of the development of painting at the
time of Ku K ai-chih.

] w "

It is no longer possible to decide to whar extent
Ku K'ai-chih actually surpassed the other painters of
lus time, but if we may believe the early recorders
mentioned above, there were several pamnters
active i the fourth and fifth centuries, mostly in
Nanking, the capital of the Eastern Chin (317-420),
and of the Liu Sung (420-478) and the Ch'i (470-
501) dynasties, who not only equalled but surpassed
Ku K'ai-chih in their art. They are mentioned with
various degrees of traditional praise, by not
characterized in a way that would make them stand

out with distinct individual profiles. Thus, for
instance, Hsich Ho bestows much encomium on
Wei Hsich, Hsiin Hsii and Chang Mo, whom he
places in the same twp class as Lu T'an-wei, but
gives no indications of their pictures. Other painters
of traditional fame like Ku Chiin-chih, Yiian

‘ien, Tai K'vei, Chiang Séng-pao, Tsung Ping
and Wiang Wei, to mention only a few, are placed
by him in lower classes and more succinctly
characterized.

The two last, however, ate to us something mote
than just names, not because any pictures by them
have been preserved, but on account of certain dis-
cussions on landscape painting reported by Chang
Yen-yilan and attributed to Tsung Ping and Wang
Wei respectively. These short essays have survived
in somewhar corrupe and fragmentacy forms, but
the ideas thar they transmit may well be of the
period, and they are interesting in so far as they
reflect a romantic feeling for nature and a facualty of
observation that mark a more advanced stage in the
development of lindscape painting than cn be
traced, for mstance, m the pctures connected with
the hame of Ku K'ai-chih.

Tsung Ping is said to have been an excellent di'in
player as well as a good painter.* He loved w seroll
about among the mountaing i1 Wi and Ch'u (fe.
south of the river) and lived for some tine in 2 hue
on Héng-shan (in Hunan), but when he grew old
and weak he retumed to Chiang-ling (in Hupeh)
whiere he spent the rest of his life.

“He said with a sigh: ‘Now I am old and sick; I
am no more able to stroll about in the wonderfil
mountains, but T can punify my boson so that even
when lymg down 1 may ramble among the moun-
mains (i my thoughts)'; and so he rransformed his
former travels into pictures ou the walls. Whether
seated or lying down he always faced the pictures;
such was his noble nature. Ar the age of sixty-nine
he composed a preface to landscape painring in
which he said:

L 5= smitipeleing thee, V1, 2
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“The Divitie Sages hold Tao within themselves
and respond to (penetrate into) things: the Virtuous
purify. their thoughts (hearts) and contemplate the
images (appearances). As to lindscapes, they
have material substance. but their message is
spiritual, Theretore Hsiian Yitan, Yao K'ung,
Kiang Ch'éng, Ta K'uai, Hséi Yu, Ku Chu, and
others of their kind* travelled among the mountains
of K'ung-t"ung, Chil-tz'fi, Miao-ku, Chi-shou and
Ta-méng.® This has been spoken of as the pleasure of
the Virtuous and the Wise.® While the Divine Sages
follow Tao through their spinr, the Wise ones
underseand landscapes by the beauty of their forms
(which contains) Tzo. Is not the pleasure of the
Virtuous quite similar?

“I am longing for the Lu and Héng mountains,*
and [ am far away from Ching and Wu. Old age has
taken me umaware. I am ashamed that 1 cannot
concentrate my vitality and restore the health of my
body; 1 am distressed o have Fillen into the Shih-
men class.* Now I can only do my paintings, spread
colowrs and draw cloud-capped niountains. The
proper principles were lost (cut short) before the
middle ancient period, but they may be found agam
after a thousand years. The most subtle things are
beyond words and umages, but the mnd (heart)
may grasp them in the scrptures. Yer how much
more i it not $o i tegard to places where one has
béen in the body and seen with the eyes. Then one
can tender forms with forms and colours with
colours. Bur as the K'un-lun mountain is very
large and the pupils of my eyes are small, it is
difficult for the eyes to discern it completely at close
range; only when the distance is several I, can the
mountain be completely taken in even by the small
pupils of the eyes. Tt is evident that the further away
one moves the smaller become the things that one
‘sees.

“Now as | stretch the silk and represent far away
things on it, cven the form of the K'mn-lun moun-
tain can be completely rendered within a square
inch. A vertical stroke of three inches equals o
height of Booo feet, and 2 horizontal stroke of five

fect takes in a distance of 100 li. When one examines
a picture one may feel dissadstied if the likeness is
not skiifully rendered, but not because of its small
size if it transmits correctly the likeness (or the
effect) of nature. Thus the beauty of the Sung and
the Hua mountains and the mysterious gorges may
be completely rendered in a picture.

“If you satisfy your eyes and make the heart
(thoughts) respond according to the prineiple and
achicve likeness by skill, then all eyes will be
satisfied and all hearts respond; and as they are
satished and responsive, the spirit will be moved,
and when the spirit 1s aroused, the proper thing
(right prmciple) is attamed. Even though one
returns again o seck out the mysterious defiles,
what more could one add?

“"The spirit as such has no clue (attachment), but
when dwelling in a form it affects the likeness. The
right principle is to make it enter the outlines of the
image; if one can draw these perfectly, the whole
thing is really accomplished.

“Thus, in living leisurely and regulating the vital
breath, in cleaning the wine-cup, in playing the
ch'in, in opening (unrolling) a picture in seclusion,
and in meditating on the four quarters of the world,
['do not repudiare the inspiration (urge) of Heayen
but respond m my solitude to the call of the
wildemness, where no man lives, but cliffs and peaks
rise to dazzling heights and cloudy forests are dense
and vast.

“The Divine Sages and Virtuous men of countless
ages have found endless pleasure in it (this artitude)
and made 1t part of their spirit and mind, What more
*n:mmrrﬁrrmeofkgmd:qﬁmg,m:hmngqi

dr:mpe:uer.deﬂYﬂ.whumm:dthtfmphib-
m?hnr:ouﬂ::hﬁm-kumnmum,:h::budcd’dmlunnmﬂkin

*Te-méng b 3 tume gsed for the fr off western frontiers b,
hhﬂumnfdﬂmmﬁumlqmﬁqﬁmmﬁ.
aal
’H.:thmc:m:h:xﬁukm.ﬂmt?lmpu::”mmﬁnﬂ
pleasirein water, the virtoons find plexsgre in hills®,

¥ Lisshom in Kiangd, Héng-shan in Hunan,

¥ Useless, sttempting the impossible. CF, Analeats, Book XIV,
Chapt 41.



KU K AI-CHIH, LU T'AN-WEI AND SOME EARLY LANDSCAPE-FAINTERS 37

can [ do? I too find pleasure in the spirit. Is there
anything better than this joyfulness of the spirit?”’

* * *

The fate of the ailing painter who in his retire-
ment kept on creating substitutes for the grand
works of nature which he no longer was able to
contemplate in objective reality may indeed impress
s as almost tragic, but to himself — if we may judge
by his own words ~ it seemed different. The some-
what painful situation became to him an opportu-
nity, or an incentve, to search for another road of
approach to the cloud-capped mountains, the
roaring streams and wind-swept pines which he had
scen and absorbed during the contemplative wan-
derings of former years,

While he continued to stretch the silk and spread
the colours the essential problem was no longer to
him to represent convincingly the outward likeness
of grand motifs, but to grasp their intrinsic lifi, the
abiding character impressed on the sensitive film of
his soul, His physical mnability did not cause him to
“repudiate the inspiration of Heaven'" (or Narure),
On the contrary, it made him long for it more than
ever, he felt more anxious than ever to reach down
mto sources whence alone sprang a truly creative
nspiration, He tells us how he tried to make him-
self — body, soul and spirit — more open to it and
more capable of transmitting it by living leisurely
and regulating the vital breath, by cleaning the
wine-cup, plaving the o', and practising medira-
tion,

These methods were by no means new or extra-
ordinary; they had been tried and practised since
time immemorial by men in search of Tao, the
spintual heart or well-spring of their own being, 2
search pursiied by those who felt the need of deeper
knowledge and more permanent values than they
<could find in the world of sensual experiences. Who
were these men? They were the forerunners and
creators in the field of thought and art, the sages

and virtuous men of countless ages who found
pcac:mdmdlmplcuur:iuﬂﬂ:mrh,thﬁpubuf
spiritual exploration, as indicated by the old painter,
who winds up by exchiming: “What more can 1
do!" — ie, to find consolation for the tired soul and

-guidance for the longmg of his heart . . . This search

brought him 252 final guerdon “The joyfulness of
the spirit”.

His words may be vague, but they have the ring
of personal experience and become consequenty
more convincing and significant than some of the
lengthy Taoist dissertations on landscape-painting of
later times. He is convinced he has found the salu-
tion of problems that occupied scores of Chinese
painters in later ages and may as such be called the
first representative of the kind of art that became
known as Winjén hua (the cultured man's painting).

We need not enter into descriptions of this kind
of painting at this place, nor try to reconstract the
pictorial characteristics of Tsung Ping's lost works
(which may have been less advanced than his
theoretical atritude), but it should be remembered
that he also mserted in his essay a few technical notes
referring to the representation of large objects in
small pictures, and the proper way of rendering
space and distance in lindscapes, observations which
also seem 1o be based on his personal experience and
practice as a pamter.

*  x  *

The same philosophical attitude based on Taoist
ideas as that expressed by Tsung Ping is also to be
found in Wang Wei's remarks on landscape-paine-
ing. But they are transmitted in 2 more fragmentary
and cortupt form than the notes by the older painter.
The general trend of thought expressed by these
two landscape painters makes it indeed evident thar
the romantic sentiment for nature and the endeavour
to transmit it convincingly in paintings had reached
a remarkable degree of development at the tme,
But alas, even this 18 a supposition based mainly on



The Six Dynasties and the Sui Period

1

Notes on History and Religion

Wits THE accession of the Liang dymasty in
Nanking (502—556) 2 new impetus was given to the
arts and letters, particularly in the religious field. The
founder of the dynasty, the emperor Wu-ti (502—
549), started as a serict Confucianist and spent, to
begin with, large sums on temples and schools
wherein the sacred writings of the great sage were
studied, by which no doubt the sandards of the
officials” class were mised and broadened. Bur this
did not satisfy him for more than a few years. He
turmed to Buddhism, which offered a larger scope
for the devotion of this remarkable monarch. He
¢nt messengers to the Western countries for
teachers to instruct his peaple in Buddhism; and the
result was that in the course of ame more than three
thousand bonzes assembled i the capital and temples
wete erected all over the comnery. Wu-ti's personal
devotion grew concurrently with the spread of the
new religion, and in 528 he withdrew voluntarily
from the direction of public affairs to spend his days
as a common bonze in the Monastery of Harmon-
ious Peace, which he had buile at great expense in
the capital. But as this withdrawal proved dangerous
to the stability of the state, Wu-ti was obliged after
a3 while to listen to the entreaties of his ministers and
return 1o the life n the palace, Yet his deqire to live
in seclusion far from the ceremonious pomp of the
court praved stronger as time went on, and caused
Iim to repeat the experiment of withdrawal twice in
later years. He ended his days as a simple monk in
the Monastery of Harmonious Peace (550)-

Chinese historians are no doubt right when they
claim that the monarch’s religious fervour became a

18

source of danger to the stability of the state and
caused confusion in the government. The fact is
that Wu-ti represented a rather advanced type of
humanism, particularly in his endeavour to in-
troduce certain Buddhist principlesin the sdministra-
tion, as, for instance, the prohibition against killing
any living thing. By this not only a great number of
animals formerly used in official sacrifices, but also
criminals were saved from death, a (merciful but
mistaken) policy which tended to upset the morals
and the traditional principles of justice in China.

Wu-ii's acuve interest in Buddhism became a
cultural factor of considerable impaortance, not anly
in his own realm but also m wider circles. From
Nanking influences radiated to other parts of Ching
as well as to Korea and Japan, where Buddhism at
this fime opened the way for a new wave of cultural
Horescence, Wherever it reached it broaght with it
an increasing interest in literature and are, stimulat-
ing activity in the ficld of building and sculpture and
mspirmg directly or indirectly the more imaginative
and subtle arts of painting and writing, One of the
best-known testimonies of the literary activity at the
Liang court is the Wén lsiian, a large collection of
selected writings in prose and poerry compiled by
the emperor’s eldest son Hsiao T'ung, who was
widely known for his noble and romantic character,
The artistic development thar followed in the wake
of Buddhism is amply testified in the records about
several of the painters mentioned below,

One of the most memorable events in the
religious history of China during the reign of Wu-t
was the arrival of the Indian parriarch Bodhidharma
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(i Chinese, Ta-mo) in about s20 or 526, He gave the
impulse to a trend of thought and an attitude
towards nature and art which in later times bore rich
fruitsin the field of painting. In his famous interview

with the emperor Wu-ti, which is deseribed in a

Chinese book of doubtful date but highly charac-
teristic tendency, he pomted out that spinitual insighe
and deliverance could not be obained by the study
of books or by prayers and good works, nor could
real knowledge be commumicated by words: it is
intuitive and can only be obtained through medita-
ton. The vision which brings light and deliverance
comes in a moment as naturally as the opening of a
flower or the reflection of a star in 3 mountain lake.
The only true reality is the Buddha-nature m the
heare of every man, the individualized ray of a
unmiversal divine essence to which Bodhidharma like
all the grear Mahayana teachers was pointing.

According to the story, the stern and racitumn
Indian patriarch had not much suecess in his attempt
to canvince the Chinese emperor that all the good
works and the wealth that he lavished on the
Buddhist congregations and the temples were of no
avail in a spiritual sense. Yer, the message that he was
preaching was in harmony with an old and diep
current of Chinese thoughe. It had been expressed
by great philosophers of antiquity, such as Lao-tzi,
and applied in Taocist practices and institurions.
There may ot have been 2 great many at the time
who fully realized the import of Bodhidharma's
teaching, bur as time went on ir struck root in
wider circles and produced rich harvests by a
gradual, if not continuous development which we
shall have occasion to observe at several important
junctures in the history of Chinese pamting.
Bodhidharma's teaching which, to quote Sir Charles
Eliie ! “imparted a special tone and character to 3
section (though not the whale] of Far Eastern
Buddhism™,
(i-e. Dzyan=Dlyina), in Japan as Zen.

Beside this meditative school there were, how-
ever, other forms of Buddhism which, during the
process of assimilation i China, were also modified

became known in China as Ch'an

to accord with earlier religious traditions of the
country. Some of them were coloured by Taoist
ideas, others were brought into harmony with the
traditional ancestral worship of the Chinese people,
whereas Buddhist pamting in Clina became an
almost independent form of art connected by its
wconography with 16s Indian sources but very free
in its artistic transpositions of the imported motifs
(an mdependence stll more nonceable i some of
the Buddhist sculptures of the same period),

The inspiration offered by Buddhist philosophy
and religion to further artistic development was to
no small extent cast into earlier native moulds
which in spite of all modifications remained more
Chinese than Indian. On the other hand, it may be
remembered that when the Taoists instituted their
temples and places of worship and felt the need of
hieratic images in painting and sculpture, they did
not hesitate to adope with slight changes Buddhist
models of the kind, Buddhism offered to the
Chmese, to quote Sir Charles Eliot, “ideals suited 1o
the artistic temperament; peace and beauty reigned
in its monasterics, its doctrine that life is one and
contintous is reflected in that love of natore, thae
sympathetic understandmg of plants and animals,
that intimate umon of sentiment with landscape
which marks the best Chinese pictures”. In other
words, the Chinese appropriated and developed
such elements of Buddhist religion and philosoply
as appealed to their temperament in particular,
but they would never have been able to give such
noble expression to them, had they not been
prepared. for the task by earlier experiences in the
field of religious thought and by their traditional
conception of art as a symbolic means of communi-
cating spiritual ideas. The consequence was that
some of the leading painters of the early periods
represented with equal success Bodhisattvas and
Taoist Immortale in forms which showed litile
differences excepr in external attributes.

It should also be remembered thar the pictures
inspired by Taocist or Buddhist philosophy or
VO, Hinduion gnd Buddhion, vol 111, p.254 i, London 1gas.
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religion consisted by no means only of devotional
images or illuscrative paintings for the moral
education of the common crowd; they included also
representations of stellar divinities or heavenly
rulers of various kinds, preferably in Taoist guise,
but sometimes also representing beings or forces of
the Mahayana pantheon. We find such representa-
tions listed among the works of pamnters like Chang
Séng-yu and Chan Tzi-ch'ien at the side of pictitres
of Buddhas and Bodhisattvas, The motifs were
denived from different sources or sections of
thought, but the pictorial representations were
equally estimated by the Chinese painters and art
lovers. They were after all less mterested in the
iconographic definition of the legendary ar sym-
bolic figures than in the artistic nterpretation of the
spiritual significance of the modifs, which could be
rendered with many individual variations. In this, as
in'so many other fields of creative activity, one may
notice the extraordinary faculey of the Chinese to
assimilate ideas from various sources, and of im-
printing them, when expressed in symbols of art,
with their own unmistakable characteristics.

* - W

The cultural prosperity which existed in Nanking
during the heyday of Liang Wu-ti came to an end
during the last years of the old monarch and was
practically wiped out in the time of his sons Chien
Weén-n (sso-ss1) and Yilan-ti (552-555). The
decisive blow to this epoch of peace and benevolent
humanism was dealt by the mscrupulous adven-
turer Hou Ching (s02-552), who for some time
succeeded in playing his treacherous games aleer-
nately with the Fastern Wei and the Liang
governments, Benefiring by the confidence of the
oo credulous old ruler, he succeeded finally in
occupying the capital by a ruse and deposing Wi,
“We are, however, told that when Hou Ching came
into the presence of Wo-ti (who then was eighty-
sixyears old) "*he wasso overcome with the calm and
majestic appearance of the monarch thara fear came
over him, and kneeling down he did obeisance to

him". The only remark thae the emperor made to him
was: “'Tam afraid you must be weary with your long
stay in the camp and the great labour it has cost you
to destroy my kingdom". . . The words were mild,
but the reproach went home. When Hou Ching
came out from the interview he remarked to one of
hus officers: “'1 have led thousands of men into barde,
and 1 have charged the enemy at the head of my
cavalry, and I never felt the least fear, But today,
when I got into the presence of the old man, T could
nor restrain the feelings of fear that came over me.
Truly, he is awe-inspiring, and I will never venture
into his presence again."™

Hou Ching spared himself any further ex-
periences of the kind by starving the old monarch to
death within a few months and placing a younger
member of the family on the throne for the mme
being as a figure-head, but as he too proved unsatis-
factory to the rebel, he was murdered within a year.
Another makeshift was tried for a while but proved
no more satisfactory; Hou Ching was, as a matter of
fact, not only feared but detested, and it was a great
relief to the whole population of the realm when he
fnally (s52) was defeated by the old Liang general
Ch'én Pa-hsien. Wu-ti's seventh son quietly as-
cended the throme under the name of Yiian-t, but
as Nankmg had suffered much during the occirpa-
tion of the rebels, he moved his capital to Chiang-
ling in Hupch, The emperor was a man of great
learning and had the same interest in the humanitics
as his father, but he was more inclined towards
Taoism than towards Buddhism. He had accumu-
lated a very large collection of books, writings and
pictures, and it was his delight — in the retirement of
the Taoist temple where he found his favourite
residence — “'to dream away his days in musings over
the mysterics of the faith that he so much loved”. In
the meantime the affairs of the stare went from bad
to werse. When the army of the Western Wej state
stood at the gates of his capital, he ordered thar his
whole collection of one hundred and forty thousand
books ({and paintings?) should be bumt and,
! O The dmperial History of Ching (Shanghai 1908}, p,344.
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breaking his sword in two, he sent his submission
to the conqueror. According to other accounts he
wanted to throw himself into the fire too so a5 to
be consumed together with his beloved books.

These turbulent political events did not pass
without some serious repercussions in the history of
art, as may be eastly imagined from what we know
about the Liang emperors’ keen activities as collec-
tors and patrons of painting, Chang Yen-yiian refers
to this very explictly m his account of the vicis-
situdes of the imperial picture collections in China;
and, to judge by his way of presenting the mateer, it
seems that the almost complete destruction of the
Liang emperor’s collection was the greatese loss m
the field of painting before the T'ang period. To
quate:sl
“Liang Wu-ti added many vatuable and rare things
and was always trying to complete the (imperial)
collection. Yiian-ti was very accomplished and
talented in the arts; he was himself a good painter.
Precious and rare old things were accumulated in
the storchouse of the palace.

“At the nume of Hou Ching's rebellion, Prince
Kang dreamt several times of Ch'in (Shih-) huang,
and that all the books were ance more bumnt. And it
really happened so: several hundred cases of pictures
from the palace were burned by Hou Ching. When
peace was re-cstablished after Hou Ching, all the
pretures still left were transported to Chiang-ling
and then destroyed by general Yii Chin of Western
Wet. When Yilan-i was about to abdicate, he
brought together all the most famous pictures,
calligraphies and classic books (some 2,400,000
pieces in all) and ordered a servant of the inner
apartment Kao Shan-pao o bum them. The
emperor wanted to throw himself into the fire, to
burmn swith the pictures, but a palace lady scized him
by his gown and saved him. He took the precious
swords from Wu and Yiieh and tried to break
them against a pillar: exclaiming ‘Oh, that the
Hsuao family at lase should have come to this!
Leaming and culture shall not survive this mighe”,

“Yii Chin took out of the ashes more than 4000

books and paintings and brought them to Ch'ang-
an. Therefore Yen Chib-t'ui wrote a song called
Kuan wo shéng (in which he sid): 'Millions of
people were captured and enslaved, a thousand
cartloads of books went up in smoke’2 Nothing
like this has cver been known in history. All litera-
ture and learning was destroyed without a trace.”

While these eragedies were enacted in Nanking,
no less momentous events took place in northern
China which, since the end of the fourth century,
had been under the nule of the Northern Wei
dynasty (¢.398-532), formed by the T'o-pa Tartass,
4 people of Turco-Mongolian ongin who had
penetrated into China from the north-west, Their
first contre of government was in Ta-t'ung m
Shansi; but in 498 they moved down to Lo-yang,
the old castern capital of China, and assimilated
gradually more and more of the Chinese eunlture and
mode of life. The Liter rulers of this forcign dynasty
were as a matter of fact no less anxious than the
native princes to revive and further the cultural
traditions of the Middle Kingdom. Most of them
were devored Buddhists, active in propagating this
religion by establishing  institutions of learning,
where teachers from India and Central Asia were
welcomed, and great centres of worship for the
erowd, Buddhism spread rapidly over the northern
provinces and there became for a while more
dominant thay “South of the River”, partly owing
to the fact that the undergrowth of earlier philo-
sophical and religious teachings was less luxudant in
the north than in the south.

The most imposmg record of this religious
enthusiasm still existing is the great mass of Buddhise
sculprure partly in the form of memorial stelae or
single figures and partly consisting of rock-hewn

L Fom Listal ming-hua o, |, Chapt.a, "The Rise and Fall of
Pai
* This seerm to refer to the manner m wiich the commander of
the Wetern W army rewarded bis soldiens after the victory
wver the Lings; he distribmted munrs than thirty thomand men
and wotnent dmaong them whe were to be their slives, They were
tiken away o Chiang-an and sold a1 slaves throughout the
eommtry and trested n the most coel way imagimible,
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statues m the cave remples made under the rule of
the Northern and Western Wei rulers. Much of it
has been lost through wanton destruction, but even
the mutilated remnant, still to be seen at places like
Yiin-kang and Lung-mén, and further towards the
west at Maichi shan and P'ing-ling ssit, is more
umportant than the religions sculptures from any
other part of the Middle Kingdom. The output of
painting was probably correspondingly rich, but of
this hardly anything remains except the wall-
pamtmgs m the cave temples at Tun-huang and
Pling-ling st to which we will retwrn presently.
The intense artistic gctivity which Tollowed in the
wake of the early wave of Buddhist inspiration that
swept over the Northern Wei country, was how-
ever a relatively isolated occurrence of little im-
portance for the evolution of paintmg at the old
centres,

The Northern Weis came to an inglorious end
about $34, when the country over which they had
ruled was divided between two secondary branches
of the old T o-pa clan, known as the Eastern and the
Western Wel. These shore-lived dynasties played,
for a decade or two, leading parts in the political
game and were both mstrumental in weakenng the
hegemony of Lizng Wi-ti, but they had ne deeper
roots i the country and were easily displaced, the
Eastern Wei by the founder of the Northern Ch'
dynasty (in 550) and the Western by the Northern
Chou dynasty in about §57. But the imperial throne
n Nanking. which became wvacant at the same
juncture of ime through the final extinction of the
Liang house, was occupied by the Ch'én dynasty
(557-587).

Some of the rulers of these new northern dynasties
were active in promorimg the Buddhist and Taoist
religions and the figurative arts in their service, but
others like Wu-ti of Nerthem Chou (561-577) had
no use whatsoever for the mystical faithe and their
artistic imagery. To him as a stern Confucianist they
were merely superstition. The founder of Northerm
Ch'i, Wen-hsiian-ti, found it too much of a waste
to support two religions, and consequently, in order

to make a choice between Taoism and Buddhisnr,
called the leaders of both partics o bring forth
the best arguments they could on behalf of their
taiths. As this disputation resulted in 2 victory for the
Buddhists, the Taoist priests were ordered on pain of
death to shave their heads and become bonzes, and
according to the records, they all submitted to the
order with the exception of four who preferred o
die a5 martyrs of their faith. One of the later
monarchs of the same dynasty, Wén-kung (565~
575). found the most conspicuous expression for his
religious devotion in the habirs of a mendicant
monk; he went around with the begging bowl
asking support for the monastic mstitations. But 1t
was not only Buddhist art and learning which
enjoyed favours at Yeh, the city near the border
between Honan and Hopet where the Ch'i princes
resided, also the decorative arts and secular painting
found here support and protection.

Among the painters recorded by Chang Yen-
yiian may be noticed several belonging 1o the “near
ancient period”, who were active at the courts of the
Northern Ch't emperors or in their state, as for

instance Yang Tzi-hua, T'en Séng-liang, Liu Sha-

kuei, and Ts'ao Chung-ta, and absa somewhat
younger men like Tung Po-jén, Chan Tzi-ch'ien,
Sun Shang-tzii, Chéng Fa-shih and Yang Chi-tan
who started in the Per Ch'i dynasey but did most of
thetr work under the Sui emperors and therefore
arc placed by Chang Yen-yium i the “modemn”
period. They have all been accorded prominent
places in the documentary history of Chinese
painting, but before we turn our attention to a few
of them, it may be desirable to add some informa-
tion about the histonical events which led to the
unification of the whole of China under the Sui
EMpErors.

The successful political work of the first Emperor
Wen-ti, or Sui Kao-tsu (581-6a4) laid the founda-
tion for a revival and concentration' of the nation’s
forces also in the fields of religion and art. It has been
said that the founder of the new dynasty used
Buddhism as one of the means for restoring the
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unity of the empire. His zeal for erecting and
restoring temples and for their decoration wath
statues and paintings must have been extraordinary.
According to the traditional records, no fewer than
1792 new temples were built and 106,580 statues of
gold, sitver, sandal-wood, ivory and stone were
made for the sancruaries; other buildings and
statues were restored and many temples, no doubt,
redecorated with wn!.l—pmntmgs.. Rehgious pamung
received a strong impetus during the early part of
this powerful new dynasty, and from the little we
know about the general stylisoe development during
these years, it scems evident that the Buddhise
pamtings of the Sul period must have been not only
hieratically imposing but also in a formal sense
further developed than the rather linear muarnmer of
the preceding periods, The painters were apparently
aiming at effects of relief and of pictorial illusion
which hitherto had been only shghrJ:.r developed. In
other words, the foundations were laid for the strong
plastically ‘developed style of the grear T'ang
painters,

The preponderance of religious art during the
early part of the Sui dynasty should not make us
forget that there were, as noted above, many
prominent painters who devoted themsclves 1o
various kinds of profane subjects, such as portraits,
animals, buildings and landscapes. Pictures of these
kinds were cvidently becoming more frequent in
the Sui period than before, as we shall find in the
records of somé of the painters’ works.

The western capital in Shensi became now “The
Grear Flourishing Ciry"" (Ta-hsing ch'éng) and was
laid out on a large scale with straight streets running
north-south and. cast-west, special quarters for the
imperial restdences, and offices and temples and parks
enclosed by walls; it was the foundation of Ch'ang-
an, the “City of Long Peace™, which then, during
the early years of the T ang dynasty, became the
greatcapital of the Eastern hemusphere. The emperor
Wen-ti’s activities were mainly absorbed by the
political reorganization, but he also took 2 personal
mterest in the religions reforms - supported by

important new translations of the Buddhise scrip-
eures —and gave, at least indirectly, the impulse to a
growing national renaissance in the field of the
figurative arts and the written language.

Wen-n's son Yang-fi was not a personality as
well balanced and purposeful as the founder of the
dynasty. He failed completelv in his polincal ad-
ventures in Korea and elsewhere bur his inrerest in
the fine ars, and particularly in painting, was
evidently developed to a higher degree than that of
his father. He is said to have been very fond of court
festivals and spectacular decorations and w0 have
lavished fabulous sums on the magnificent boats in
which he was wont to travel along the canals with
all his court, In other worde, he had a use for the
decorative and pictonal arts and was consequently
also acuve m reorganizing the imperial picture
collection which, as told by Chang Yen-yiian in the
passage quoted above, had suffered such serious
devastation at the fall of the Liang dynasty. The
further wvicissitudes of this central rreasury of
paintings in China are reported by the samie author
in the following words. They are quoted here as a
further testimony of the emperor Yang-ti's interest
il the mutter, )

“In the T ien-chia era of the Ch'én dynasty (560-
565) the emperor Ch'én Wién-ti did his utmose
searching for more pictures, ind he got together a
farr number. When Sui conquered Ch'gn (2.580)
two official recorders, Pei Chii* and Kao Chimng,
were appomted to take care of them. They collected
more than Soo scrolls.

“The cmperor Wén-n of Sw buile two terraces
behmd the Kuan-weén tien in the Eastern Capital
(Loyang). The one to the east was called the Miao-
k'ai t'ai (Wonderful Patterns Tower) and scrved for
the conservation of old writings, while the ane to
LA trusted wfficin] of the Sul emperory who was chisrged by
¥uug-£i with the trade relations petween | Chumy ond  Censral
Asiz. “He sncouraged the emperon’s plans of conguest and Infry
fdeas of hiv own might, and remamed pure smids genesl
bribery and eormaption.”” He was foreed to sorve the rebe] Yii-
witn Hiua—chi, and afterwards he belped the gnorant Too Clden—

v to sex up hibs dymsty of Haia, Served inder T g o president
of the Hoard of Revenue and ded ¢A30. Giles, Biage. Dint,, 1628,



44 EARLY CHINESH PAINTING

the west was called the Paochi '3 (Terrace of
Precious Brush-strokes), and was used for storing
famous old pictures, When Yang-ti travelled to
Yang-chou (i.e. Chiang-tu in Kiangsu) he took them
all with him, but durmg the journey one of the boats
was upset, and more than half the number were lost.

“When Yang-ti perished (was killed) all his pic-
tures came mto the possession of Yii-wén Hua-chi)?
and when Hia-chi went (with these) to Liao—ch'éng
(i Shatitung) the pictures were all taken by Tou
Chien-t6* while those left behind in the Eastern
Capital came into the possession of Wang Shih-
chiung?

“When the sacred T ang dynasty, mthe fifth vear
of Wu-té (622), had conquered the rebels and

captured the rwo false pretenders (Tou Chien-té
and Wang Shih-ch'ung), the precious things kept
at the two capitals and those taken with the
retnue to (Yang-chou) all came mto the possession
of the House of T'ang. An official, Sung Tsun-kuei,
was appointed to bring these by boat along the
river westward (to Ch'ang-an), Bur when he had
reached the Whetstone Pillars near the capital, the
boat was carried away by the stream and sunk, so
that only ene o two tenths of the picrure(collection)
were saved,”

There were thus at the begimning of the T ang
period only 300 pictures i the imperial collection,
ncluding those from the Sui and the previous
dynasties.

Chang Seng-yu and some Contemporaries

Tue most famous and frequently mentioned
painters of the Six Dynasties, placed by Chang
Yen-yiian in the “near (or, least) ancient period”,
are Chang Séng-yu (astive inder the Liang), Yang
Tzi-huz and Ts‘ao Chung-ta (acuve under the
Northern Ch't dynasty), To these may be added
four painters who started in the period of the Six
Dynasties but worked mainly under the Su
dynasty, f.e. Tung Po-jén, Chan Tzich'ien, Yang
Ch'ian and Chéng Fa-shih. Chang Yen-yiian

LA favourits of Emperor Yang-ti whi finally pltesd sgaimr his
master and caused him to be killsd in 618 together with soveral
memibers of the tmperial Samily, He then ser out from ¥ang-
chim for Sheng, aking with his oooy tressures and women,
Wit he rrached the districe of Wed iy Cheihili} be sek hiniself up
as "' Emperor of Hiii", bur was soon after betraved by the robber
chicf Tuu Chisne2f, who we coverou of the wasr trosores,
Giles, rip. oif,, 2553

¥ T Chisnt® wha thus comne Into the possesion of Hisschi’s
ticabiores, imchiding the which biad been by the imperial
coliection, started as a chief it Shanturg; at the time of the
desth of Yang-ti (618) be proclsimed lnmsell “King of Huia™, 2
title confirmued by the throne on his daying Yibwey Haschi

places them in the “modem™ class, but he says that
they “equal those of the near ancient period”, jlst as
Chang Séng-yu and Yang Tzi-hua equalled those
of the “middle ancient™ peniod, i.e. Ku and Lo, the
venerated ancestors of Chinese painting. “But’'; he
adds wisely enough, “if we were to classify them all
mn detail, several hundred classes would bé necessary''.
He then proceeds to tell about the high prices paid
for works of practically all these men, owing to
their scarcity and the competition of the collectors.

With the sid of P'ey Cha he organized 3 regular indepenidey
goventiment, extending it over Shantimg and parms of Chihli and
Homan, THed 631, Ciles, gp. o, 1954,

Y Wang Shib-ch'ung wat entrumed with the defence ol the
capstal 3t the tme of the fill of the Sm. In 518, feating the
Jjealomry of the courtters, be seized the capitil and assumed sale
conero] of the governmene. In the followimy year he compelled
his savereign 10 shdicate i his frvaour, snd st up the primcipality
of Ching. But in 621 he was artacked by Li Shib~min snd was
slain by ome of his officen. Wang Shubi-ch'ung may alw have
been it control st Loyang for & whils, where he found 2 pare of
¥ang-o's collection, which thur sla was Jost during the
transport ro Ch'sng-an: Giles, op. de., 223,
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No art-lover of the middle or late T'ang period
could pretend to possess a representative collection
of pamntings without some examples by Ku, Lu,
Chang Séng=yu and Wu Tao-tzii, These were, so to
speak, the comer-stones for the whole subsequent
structure of Chinese painting, and a5 genuine works
by them were extremely rare, hardly any price conld
be too high to acquire them. Bin great sums of
money were paid even for masters of the “near
ancient” class: “One single screen by Tung Pe-jén,
Chan, Tziich'ien, Chéng Fa-shih, Yang Tzi-hua,
etc., is worth 20,000 gold [ounces — the price also
paid for important works by Yen Li-pén and Wu
Tao-rzi)) while a slightly mferior specimen will
scll for 15,000."

To judge by such estimates; the value of old
pamntngs in Ching was by no means less in the T ang
period than at later times. On the conmary, the
art-lovers had reached 2 point where they realized
that a genmine work by one of the old masters could
hardly be estimated in money. Pamting just as well
as specimens of calligraphy and poetry tepresented
to these amatears values, intangible perhaps, but
no less real thin those of silks and metal; or as
expressed by Chang: *“To one who loves paintings
they are more precious than gold or jade: bur if one
does not eare for them they are cheaper than tiles ar
bricks. When the need is for them m & ., how
can he wlk about prices?”

* * o

The great fame of the above-mentioned painters
and of Chang Séng-yn in particular is nowadays a
mitter of literary records rather than of still existing
examples of their act. No original works by any of
them have survived but there are two or three
pictures which may be classified as copies after
Chang Séng-yn and consequently should be
remembered in our endeavour to characterize the
painter.

Chang Séng-yu's artistic activity was centred in
Nanking, the capital of the Liang state, and it
spanned over the first half of the sxth century. He

served, to begin with, as secretary to the Prince of
Wu-ling and as keeper of the pictures in the Chih-
pi pavilion. Later on he was made a General of the
Right and Govemnor of Wu-hsing, probably honor-
ary titles rather than actual charges. Liang Wu-t
employed him repeatedly for the execution of wall-
paintings in the newly-erected Buddhist temples
the capital and also for painring portraits of some of
the princes, which are said to have been astonishingly
life-like.

Among his wall-paintings are mentioned in
particular one in Tien-huang @i representing
Loshana Buddha rogether with Confucios and his
ten disciples, and another in An-lo ssii representing
four white dragons. The stories counected with
these are worth quotng; they reflect the high
esteem and popularity of Chang Séng-yu's art?

The combination of the Buddha with Confucius
mn the first-pamed picture caused some surprise, as
the two teachers had nothing in common, and the
emperor asked why the painter had represented the
divine sage in 3 Buddhist temple. To this Séng-yu
answered: “In future times it will become a protec-
tion”". And so it happened; when later on, under the
Northern Chou dymasty, many temples were
bumed n the persecution of Buddhism, this one
was spared, because it conmined the image aof
Confucius.

The dragons painted in An-o ssit had been left
by the painter without eyes; and when some people
asked why he did not give them eyes, he answered
that if he did, they would Ay away, This scemed,
however, extravagant talk, and Chang Séng-yu was
asked to prove the truth of it; whereupon he painted
the eyes on two of the dragons; “and as he did so,
there arose thunder and lightuing; the wall broke
down, ind the two dragons ascended on douds to
heaven. Bur the two other dragons with no eyes
may still be seen at the place.”

L1 atl ming—hua chi, I, “Dhecusion of the Valoe and Class
foation of Famow Works", Cf. Acker's pamlation, p, 200300,
* Cf. Li-ti ming—hua chi, VI, Shu-bus 2%, vol.gs, Tl pao-
i, I ene,
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Somewhat smilar stories are also reported about
his bird-paintings in Hsing-kuo ssi m Jun-chou. In
this temple doves used to roost on a beam just inside
the gate, and a5 they caused serious annoyance by
dirtying the visitors, Chang Séng-yu painted an
eagle on the west wall and 2 hawk on the east wall,
both with their heads rumed outwards. After that,
1o more doves ventured into this temple.

The common idea seemns to have been thar Chang
Séng-yu surpassed all s predecessors in naturalism,
His faculty of lifelike representation was mose
remarkable, and i this respect he may have learned
something from pictures or painters who came from
Indiz or Central Asia: A critic of the Ming period,
Yang Shén (1488-1529), wrote about certain wall-
paintings by Chang: “When scen from afar, they
appeared to the eye as in relief, but when seen niear
by, they svere guite flat”,! which seems to imply
that he used chiaroscuro effects m-a way which was
not common At the time.

The only catical voice among the commentators
of Chang’s paintings is Yao Tsui (who was only a
few decades younger than the painter). He roo
prasses Chang’s naturalistic accuracy, but”, he adds,
“the gaze of his Sages and Immartals is wanting in
spirit and life . . . How could one expect to find one
man perfectin all? He was inferior to his predeces-
sors’ (i.e. Ku and Lu) — a verdict which, however,
aroused opposition from Chang Yen-viian as well as
from Chang Huai-kuan, The latter pave the
strongest expression to his opposition in the follow-
ing-words:? _

“Yao Tsui claimed that Chang Séng-vu, though
he came later, was of an infedor class w his
predecessors. 1 cannot agree with these words.
Chang’s thoughts were like bubbling wells; his
talents were gifts of Heaven. With one or rwo
strokes of the brush he accomplished 2 portrait,
making ir quire complete, He stands dlone among
ancient and modern men. As a portrait painter
Chang rendered the flesh, Lu the hones, and Ku the
spidr-?l

The last words, often quoted as the most terse

characrerization of the three greatr painters of an-
tiquity, seem to imply that Chang’s figures were
rather fleshy, while Lu T'an-wei's were more bony
and Ku's less material, more spiritualized (meta-
phorically speaking). This conditional appreciation
was sometimes qualified by other remarks regarding
Chang Séng-yu's style and manner of painting.
According to Chang Yen-yiian, he “painted with
dots and strokes, dashing and sweeping with the
brush™.2 His brushwork had something of the same
tmpetuous energy as that of the great calligraphist
Wang Hsi~chih. “He could render 3 whole image
with ane or two strokes”, according to Chang
Huai-kuan, while the more critical Yao Tsui re-
marks: “He never dropped the brush whether he

~wis alone or in company; he painted day and night

and never got tired”.

No less than fifteen scrolls are enumerated under
Chang Séng-yu's name in Li-tai ming-hua chi, but
they are all lost without a trace. Sonie of the titles
may, however, be recalled as indicative of certain
characteristic trends in his art, There are pictures of
dragons fighting, and dragons soaring through the
clouds; Tacist dignitanies like “Hsng-tio t'ien~
wang ', and Buddhist saints such as Ting-kuang
(Dipatikara) and Wei-mo-chili (Vimalakirti), por-
traits of Liang Wu-ti and others, but also pictures of
amote realistic character, a5 for instance Han Wu-ti
Shooting the Dragon, Liang Officials Shooting
Pheasants, Children Dancing at a Farm House,
Chanting to the Plum-blossoms, The Drunken
Monk, ete. It seems particularly regrettable that not
otie of these illuserative pictures which formed an
unportant section in Chang's @urre is known
through copies or close imitations.

Another series of his works is listed i Heiianhio
hua-pu, the catalogue of the emperor Hui Tsung's
collection. The majority represent Buddhas and
Bodhisattvas, the Sixtesn Lahans, The Ten Great

L Quoted in Shu-hua p'u, vol.1z, A8ir

* Quoted m the biographical records abont Chang S¢ng-va in
Bzl meimg=duanar o, Sece. VIL

* Livtat wring-huna chi, T, Chapt.s.
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Monks, Mafijuli, The Heavenly Goddess, The
Brishing of the Elephant, erc., but there are also
representations of Taoist subjects such as The
Heavenly Kings, The Nine Brightnesses (i.e. The
Sun, the Moon and the Seven Planets), and The
Five Planets and Twenty-eight Constellations. This
last picture and The Brushing of the Elephant are
the only two which may be recognized in sl
existing later renderings of the same subjects.

The Buddhist picture (inspired by a Jataka story)
shows two men occupied in washing and scrubbing
# large white elephant, while a noble personage and
two or three hermits are standing by as onlookers, 2
motif which enjoyed much populanity n China
during the Yiian and Ming periods, It was rendered
by some well-known artists, such as Ch'ien Hsiian
and Ch'én Hung-shou, who have represented it in
somewhat varied and simplified compositions. An
carlier version of the same motif s known through a
badly worn picture in the Freer Gallery (and a
later copy i Japan).! It is hardly possible o do
justice to the picture in its present state, but it seems
to have retamed the imprint of an early design. The
drawing of the men in their strange attires revealsa
definite style which corresponds betrer to the little
we know of masters of pre-Tang date than to the
characreristics of later painters, But Chinese critics
have ascribed the picrare o Yen Li-pén, the great
master at the beginning of the T ang period. If there
1s some reason for this artribution which escapes our
ken, 1t might be explamed by the fact that Yen
Li-pén followed in the footsteps of Chang Séng-yu.

The commexion between these two masters has
been. pointed out by several critics of later times,
perhaps most definitely by Tung Yo and Kuo Jo-
hsii; who both refer to Yen Li-pén's observations on
a picture by Chang Séng-yu representing A Meeting
on the Wei Bridge (Wei-ch'iao #'n).* When Yen
Li-pén saw this picture at Cheng<chou in Huper it
did not, to begin with, make much impression on
him; his first remark was: “The painter is simply a
great name”'. The following day when he came back
to look ar the picture, he ssid: “He was 2 good hand

among his contemporaries”; but then, when he had
returned a second time and looked at the picture
once more, he sid: “The fame of the master s
certamly not an empty pretence” . . . “He could not
go away for ten days, and even when sleeping he lay
right in front of it. He examined every stroke mit.”

The other picture listed in Hsiian-ho hug-p's, to
which reference was made above, represented The
Five Planets and Twenty-eight Constellations. One
portion of this, comprising the images of Five
Plinets and Twelve Constellations, is generally
identified with 4 picture in the Abe collection (now
in the Musetm in Osaka), and as this picture shows
no marks of being cut or shortened, it is generally
assumed that the original, which represented the
complete series of planets and constellations, was
divided into twao scrolls, one of which seems losi.
But these must have existed in Japan at the end of the
eightcenth century, because at that time the well-
known Japanese painter Buncho made a copy of the
whole thing. mcluding 1ts planets and constellations.*

It s, however, surprising o find that the porsion
of the picture here under discussion has given cause
to widely diverging attributions, In the eolophons
artached to the picture — one signed Tumg: Ch'i-
chang, the other Ch'én Chisju — it is attributed to
Wu Tao-tzd and Yen Li-pén respectively, while
Chang Ch'ou, 2 contemporary and no less promi-
nent authority on painting, describes it in his well-
known chronicle Ch'ing-ho shu-hua fang, vol 1T,
p-7, as 3 work by Chang Séng-vu. He praises in
particular the very fine brush-work and the deep
colouring and expresses the opinion that the picture
should be placed in 2 higher class than the works of
Yen Li-pén and Wu Tao-tza. He furthermore
emphasizes the importance of the inscriptions in seal
charactees between the figures, which also had
aroused the admiration of Chao Méng-fir.

3 Repr. in T, p 537,

* Cf. Kump-dium hud-po, Notes sbowt Yen Lipin's “Wer
chiise r'u"; Koo Johail, Tu-lue dhien wide chik, V, 1, §.

* Reprosluced in Ynkio Yohim's amick on the pioure
Bijursu Kenkpi, 19040, Nou13g.
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Chang Ch'ou's attribution and commendation of
the picture are repeated with slight variations by
some contemporary or later writers such as Pien
Yumg-yii in Shu-hua hui-k'ao (c.1683), bur there are
other well-known critics of the same periods who
support the opinion shortly expressed three hundred
years eatlier (1365) by Has Wen-yen in T u-hui
pae—chien, vol,V (additional chapter), who mentions
this picture under the name of Liang Ling-tsan with
the following words: “In the Sung mi-ko (Secret
Pavilion of the Sung Dynasty) was a scroll repre-
senting the Five Plancts and the Twenty-cight
Constellations (i.e. by Ling Ling-tem), and Li
Po=shib (Kung-lin) said that it was much like Wi
Tao-tzit's work” — {an opinion which, however,
did not meet the approval of the later critics).

The auribution of the picture to Liang Ling-tsin
was accepted by several well-known connoisseurs of
the Ming and Ch'ing periods, as for instance Ho
Liang-chiin and Li Jih-huna (1565-1635), The former
mentions the picture i Shu-Juia ming hsin lu as
work by Liang Ling-tsan and tells that he had scen 4
copy of 1t m the home of 2 friend, whereas the
original then was m the imperial collection. 13
Tth-hua, on the other hand, writes in his Notes on
Painting: "Tsaw in the home of Hsiang Méng-huang
the picture of the Five Planets and the Twenty-eight
Constellations by Liang Ling-tsan’. How these two
remarks should be combined is a problem that
hardly needs to occupy us here, they are only quoted
as evidences of the prevailing atribution of this
picture at the end of the Ming period. The most
explicit statement about it is, however, to be found
in the additional (last) chapter to Mo-piian fui-
kitan (e.1742), where An Ichou inserted the follow-
ing note about the Five Pliness and Twenty-cight
Constellations:

*According to tradition, there were two scralls, and
both lacked the last portion. One of them had a r'i pa
by Chao -and this scroll had also the
square seal with the double dragon beside other
seals of the Hsiian-ho and Chéng-ho epochs ... The
first portion of the picture represents the images of

the Five Planets, the latter portion the Divinities of
the Constellations from Virgo to Aquarius, twelve
in all, After these there is sull some silk and on thisa
large seal of the Hsiian-ha epoch, Judging by this,
the end-portion has not been cot off. But as the
scroll {as a whole) would have been too large for
rolling and unrolling, it was painted in two parts, of
which this 1s one. The picture has a title written in
Ii shu by Liang Ling-tsan, and the name of each
Divinity written in chuan shu, The scripe is very
archaic,

“On two sheets attached to the picture are 1'i pa
by Tung Ch'i<h'ang and Ch'én Chi-ju, one of them
mentions Wo Tao-tzii, the other Yen Lipén (as
pamter of the picture). It 1s most like a copy by a
man of the T'ing era o, if not, the work of Liang
Ling-tsan.”

An [chou's way of phrasing his notes about this
miuch discussed picture is rather cautious, bur it could
hardly be interpreted as a support for the atribution
of the picture o Chang Séng-yu, It is true that he
mentions 1t under the name of this master, but he
describes it definitely as 2 copy execured by 2 man of
the T ang pertod, if nor by Liang Ling-tsan (which
15 practically the same thing), and no later critic has
to my knowledge advanced 2 berer balanced ex-
planation about the age and origin of this picture.

Liang Ling-tsan, who wrote the inscriptions in
Ii shu and chwan shu on this seroll and who also is
mentioned by some of the old critics as the painter
of the figures, served as a military official in the K'ai-
yilan era (713-741) and became best known as a
mathematician and an astronomer, but he is also
said to have done some paintings in the manner of
Wu Tao—zii.

The first portion of the present seroll contains the
images of the Cosmocratores, or spiritual rulers of the
Five Sacred Planets. They are partly represented in
the shape of symbolic animals and provided with
significant attributes. The first one called Sui hsimg,
the Year Star, ot Jupiter, has the shape of a man with
a monkey's head seated on a swiftly running animal
with a stag-like body and a boar's head. The speed of
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the running beast is reflected not only in the move-
ment of the slender legs but also in the long bristles
of the boar's head.

The second 12 called Ying-huo lising, the Shim-
mering and Deloding Star, r.e. Mars, and has the
shape of a muscular man with two pairs of extra
arms and a donkey's head, who is seated on a mule
walking ar a slow pace. The six hands of this
fantastic being are holding various weapons such as
a sword, a lance, a mace, a dagger, an axe, and a
wheel club, making him well prepared for warlike
occupations; in spite of the donkey’s head, he s
mdeed no Shakesperean Bottom !

The third, called Chén lising, the star known as
Warding. off Evil Influences, i.e. Satarn, is re-
presented by a foreign-looking, bearded man seated
cross-legged on a large bull. He is draped in a scarf
that leaves most of the hairy body bare and looks
like ani Indian Arhat, particularly as he is lifting the
right hand in a gesture corresponding to varada
mudra (absence of fear) in Buddhist art,

The fourth is the T ai-pai hsing, the Great White
Star, or Venus, represented as a beauritul maiden
riding on a large bird (phoenix?) soaring through
space, The long wavy lines of the bird’s @il and
wings flutter like streamers, and also the long sleeve
of the maiden, but she sits upright, crowned with
another bird’s head, proud like a queen of the air.

The fifth is Ch'en hsing, the Early or Lucky Sur,
t.¢. Mercury, represented as a beautiful young man
in a long trailing garment and an animal's head cap.
He is the recorder, holding a writing brush in his
night hand and 2 tabler on his left arm. The dignity
and refinement of the figure are emphasized in the
richly flowing folds of the ample garment.

The rwelve zodiacal constellations which fill the
rest of the scroll are alsa represented by single
figures of a symbolical nature, though perhaps less
comprehensible and therefore not so attractive from
the westerner’s point of view. Only one or two may
here be mentioned as examples of the whole row
and of the stylistic refinement characteristic of the
best among them.

Most remarkable n this respect is the so-called
Féng hsing (Wind-star) represented as a youthful
bare-headed man in a long garment with wide
slecves, scated on an elegantly caparisoned horse
walling through flames which reach to its knees,
The rider is holding the reins with his left hand and
carries a large bow and two long arrows in the right;
luis attention seems to be fixed on the guiding of his
horse,

The drawing, which is reduced to the contours
and a few mterior lines indicating the folds of the
garment and the mam muscles of the horse, is
remarkable for its incisiveness, Every detail is
perfectly rendered, in a strice keing pi fashion, but one
looks in vain for the traces of a great master’s hrush
in these evenly lowing lines.

The same kind of draughtsmanship may be
observed in the other constellation picrures, though
they are simpler, most of them consisting of a single
standing figure. As an example may be mentioned
Tou lsing, the Dipper in the Great Bear, which is
represented by a man wearing a panther skin around
his lains and carrying in one hand a rope and in the
other a fasces of thin rods and a purse, while the head
is surrounded with a faming nimbus. Very charac-
teristic of this, as of most of the other constellagon
personages, is the full round face with small but
expressive eyes, 4 curved nose and very small
mouth. It may be said with some justification that
the facial type just as well as the rest of the figure is
fieshy rather than bony, which corresponds to the
traditional characterization of Chang Séng-yu's
style, also expressed in the following remarks by Mi
Fet in Hua shik: “Chang Séng-yu painted devas and
court-ladies with round and Horid faces, but
nevertheless of profound quictude with the appear-
ance of celestial beings”.

The picture evidently contains charactenistc
examples of Chang Séng-yu's types and figure
drawing, even though they can hardly be sid to
possess the mdividual character and expressiveness
that we would expect in original works of the
sixth century. The refinement is perhaps somewhat
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over<mphasized, suggesting the hand of 2 skilful
copyist rather than the brush of a creative master.
And as the composition corresponds to the descrip-
tions of Chang Séng-yu's picture, we arc led to the
conclusion that it is 4 copy after an fmportant work
by this old master.

The landscape pantings traditionally ascribed to
Chang Séng—yu or marked as copies or imitations
after his designs are perhaps more interesting as
evidences of the high esteem in which he was held
by later generations of painters than as examples of
his individual genius, Vet they represent a definite
type of landscape and merit as such to be remem-
bered, even though none of them was executed
before the Ming peried.

They may, in a general way, be charactenized as
decorative colour compaositions, somewhat flat and

structareless, painted in the mo ku manmer, and as
such reminding one of wall-paintings rather than of
the kind of landscapes which became prevalent
the eighth and ninth centuries. The designs are
relatvely simple, consisting of wooded or snow-
covered hills, elumps of large tees, circling clouds
and quict inlets of water below, bur these elements
are effectively coloured with tnts borrowed from
autumn woods or spring verdure, This endows the
best among them with @ certain distinction, even
though the brush-work is relatively coarse and
their artistic significance superhcial. The tradinonal
auributions may indeed in some mstances be open to
discussion, but there are also examples definitely
marked as imutations after Chang Séng-yu, such as
the landscapes reproduced in Ku-kung shi-hua ehi,
vol,24 and Nanju Meigaen, vol.17.

The essential point in cases like this 15 not the
problem regarding the execution of the prctures bug
the stylistic pattern or type that they represent, and
there can be hitle doubt that Chang Séng-yo's
mfluence in this respect was important, In other
words, a certain school or mamner of landscape
painting grew up around him and was continued by
his followers during more than a generation. Their
warks have been copied by later men just as often as

the master’s compositions and have thus served to
transmit certain general principles. Here may be
mentioned in particular the painter Yang Shéng
(actve m the first half of the eighth century) who
became famous for his landscapes executed in the mo-
Jew manner, Hisname is attached to several pamtings
in private and public collections which illustrate the
Chang Séng-yu tradition,

* * *

Chang Séng-yu was by no means the anly painter
of importance at the Liang court, but the records
abour the others are scantier and their names have
seldom been attached to exisung pictures, The
major part of the pictorial output in Nanking at the
ume consisted probably of wall-paintings in the
newly-erected temples, an artistic activity which
followed i the wake of the growing religious
interest stimulated by the communications with
india. Very little is known about these in detail, buc
it scems that Buddhistic art in Nankmg and the
South was more closely related to Indian prototypes
than the religious art which m the same epoch was
displayed in the ¢ave temples and sanctusries of the
northern provinces; then under the sway of the Toba
Tartars, or the Northern Wei dynasty. But whercas
the artisnic activity of the northerners 1s more or less
known through existing paintings and sculptures,
the Buddhise monuments in (o from) the South are
very rare. Nanking was, however, at the time one of
the main centres of cultural and religious influence in
the Far East, and it was from there that Koreaat the
time obtained Buddhist scriptures and probably also
models of religious art.! Through this mtermediary
a stram of Indian influence may have been trans-
mitted to Japan also, as may be observed in some
early Japanese specimens of religious art.

In Chang Yen-yiian’s classification of painters of
the Six Dynasties and the Sui Dynasty to which
i 535 Kores ssked for and obtained from China (Nanking) o
present of "Commentanies on various siitras, particalarly that of
the Great Decease, the Book of Odes, doctors, pamters and

professors”, This historical note i commmmmicated verbatim by
A Waley m Aw Dutrodiction fo the Study of Chirere Painting, p.83,
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reference was made above, the mame of Chang
Séng-yu was coupled with that of Yang Tzii-hua;
these two pamnters of the “nearest ancient” period
were said to equal their predecessors of the “middle
ancient” period. The historical information about
Yang Tzi-hua is, however, very scanty and no
existing - picture has, to our knowledge, been
honoured with lus name. He painted, according to
tradition, dragons soaring through clouds and mist
more or less i the same way as Chang Séng-yu, but
was more famous for his picrures of horses and
riders, some of which became subjects of popular
stories in which the intense vitality of the animals
was the point of wonder. We are told that one of the
horses which he had painted on a wall was heard
scratching and whining in the night, as if calling for
food. Yen Li-pén, the leading master at the begin-
ming of the T'ang period, expressed great admiration
for Yang Tzii-hua and said that “nothing could be
added and nothing could be taken away from his
works”; he found them perfect. Painting of horses
and other ammals had evidently reached a high
standard at the time,

Among the somewhat younger painters who
continued their activity through the Sui period
Chéng Fashih - active in Ch'ang-an under the
Northern Chou and the Sui dynasty — is often
mentioned with much praise, He has been called
“the link between Chang Séng-yuand Yen Li-pén™.
Chang Yen-yiian transmits records according to
which the painter was a close observer of nature and
capable of tendering even the finest decorative
details (such as silk tassels) exactly and elegantly. He
pamted “the gatherings of pleasure crowds and
court-scenes, high temples and terraced buildings
amidst beautiful trees, blue ponds, foaming streams
surrounded by Bowers and sweet smelling grass™,
e, princely gardens in which the enchanting
atmosphere sometimes was enhanced by “the moon
behind the douds on spring nights”. It sounds
mdeed as if Cheng Fa-shih’s garden-scenes had
been early forerunners to Cl'in Ying's popular
renderings of stmilar miotifs.

)

Tung Po-jén and Chan Tzi-ch'ien were both
prominent members of the set of painters who came
to Ch'ang-an towards the end of the Northern
Chou dynasty (557-581) and continued their
activity here during the reign of the first Sui
emperor (581-604). They are often mentioned
together as a kind of nvals or competitors in
impenial favour as well as in their artistic activities,
They are both praised as highly gifted independent
masters who did not follow the beaten track of their
predecessors, but learned more from their own
observations of nature. They pamted mostly scenes
from actual life, men and horses, farmsteads and
hunting parties, terraces and p:vﬂiﬂns, beside
Buddhist subjects, but no actual landscapes, because
the country around the capital was flat and open and
cid not inspire landscape pantings. The expressive-
ness or life-breath of their pictures was extra-
ordinary and went far beyond the skill of ordinary
men. In Tung’s pamntings the horses and carriages
seemied to move and every detail was rendered with
the utmost exacmess. And Chan was not his inferior
as a horse painter, “though his pictures of terraces
and pavilions were less successful than Tung's”.
Tung became known under the significant nick-
name Chib-hai, The Sea of Wisdom, whereas Chan
in later times was called the ongmator of T'ang
painting.

These enconmums, rransmitted by Chang Yen-
yiian: from earlier sources, may serve to give 4
general noton about the kind of painting that was
cultivated by the two grear masters at the court of
Sui Wen-ti, but they do not offer a clue to their
mdividual styles or manners of pamting which
would make it possible to decide whether the
wraditional areributions of certain. pictures to them
are based on good reason or not. At least two of
these pictures are sufficiently interesting to merit
attention at this place, even though executed at later
periods.

The picture ascribed to Chan Tzd-ch'ien is a
harizantal composition, a short bur broad hand-
scroll which was on exhibiton in 1954 m Hu-hua
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kuan of the Peking Palace. It represents a River
View in Spring; the fruit trees are in blossom on the
rocky shores and a number of small figures in white
garments are strolling about, riding along the river
banks, or being transported across the water i a
boat. White clouds and blue mountans add some
luminous touches to the fresh spring armosphere; it
was evidently once a very atmractive piceure, butit is
now in a deplorable state. The inscription with the
attribution to Chan Tzi-ch'ien 15 in the handwriting
of the emperor Hui-tsung, whose opinion may be
said to carry some historical weight, though un-
supported by any stylistic arguments. Were it not
for this somewhat surprising attribution, the picture
might be classified as 2 work in the manner of the
famous T'ang landscapist Li Ssi-hsiin. It is here
reproduced on Pls.79, 80 among the pictures of the
T ang period, because we know no other landscape
that better than this corresponds to the descrip-
tions of Li Ssi-hsfin's paintings.

The specimen of Tung Po-jén’s arr forms part of
the former Palaice Muscum collection and is
reprodiced in Kii-kung chou-k'an, vol.14, L have not
seeti the original, and the reproduction is far from
suffictent for a stylistic analysis, but it conveys the
impression of & kind of illustrative painting i
which the figures are more important than the
landscape. The motif is borrowed from the popular
records about Chu-ko Liang and Liu Pei, the ade
San ke ts'ao-lu refernmg o Liv Pei's third visic to
Chui-ko Liang’s grass hut in the mountains (when he
finally succeeded in engaging Chu-ko-as his adviser),

on foot before the bamboo gate which has been
opened by a woman, while Chu-ko Liang sits in the
pavilion beyond in splendid solitude, leanmg against
a table. The whole presentation has an imprint of
realism; it is very neat in every detail, yer at the
same time suggestive of an atmosphere of sectusion
and expectation in a lonely mountan abode.

The atribution to Tung Po-jén is expressed in a
colophon at the top of the picture, dated 1354 and
signed by the Yilan painter Sa Tu-la. He starts by
telling about some Buddhist and Taoist pictures by
Tung Po-jén which he had seen in certain plices and
turns then to the present picture (in the house of a
friend), in which he recognizes the same artistic
character. His opinion is thus based on actual
observations, but when his friend asks him for some
reasons, he simply amswers that the mareer is to him
self-evident; the old master stands out as dearly as
“a crane in a flock of chickens", whereupon the
triend bowed and thanked him for the enlighten-
ment,

Wewould not bemclined to do the same, because
the picture looks like a Yian version of an earlier
design. Sa Tu-la may have had some justification
for his opinion which is no longer available,

Each of the above-mentioned painters and two or
three more whom Chang Yen-yiian places in the
same group, became famous for some special kind of
subjects, such as court-scenes and festivals, carriages
and horses, pavilions and terraces, spiries and devils,
etc., “'bur’’, adds the histortan, “when 1 say that they
excelled in one thing, it does not mean that they
could not master other subjects with equal skill”,

Tﬂmb-pairrﬂngs and Stone-engravings

TrE ALmosT complete destruction of the scroll-
pamntings by the leading masters of pre-T ang dace
makes it impossible for us to obtain a comprehensive
idea about the achievements of the famous painters

of the fifth and sixth centuries; they remain to us
literary shadows rather than concrete artistic per-
sonalitics. Bur owing to the discovery of wall-
paintings in tombs of this period in border districts of
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China and of engraved stone slabs with pictorial
designs, which formed parts of sarcophagi or tomb-
chambers in Central China, it is still possible to
acquire a general notion of certain kinds of illustra-
tive painting which enjoyed popularity at the time.
These materials may well be unequal and insufficient
for a general historical study, yet they are authentic
remains of an otherwise little-known art, and merit
as such to be noted in a survey of the development
of Chinese panting,

The painted tombs are, as said sbove, not situated
m China proper but in south-eastern Manchuria and
northern Korea, Le. within the borders of the former
Kao-kou-l kingdom, and their paintings may thus
represent 2 somewhat provincial or belated form of
art, more dependent on the stylistic tradinions sur-
viving from the Han period than the works by the
leading artists of the fime. We know these tomb-
pamungs mainly through the excellent Japanese
publications in which they are reproduced, partly in
colour, and thus more clearly visible than m the
dimly lighted tomb-chambers? Yer it must be
admitted that mechanical reproductions can never
render the subdued light, the atmosphere and
associations of the stone-lined subterranean rooms
so essential for the artistic effect of these places. From
my visits n former years to some of the Korean
tombs I retain more significant impressions than can
be obtamed from the most perfect reproductions.

The rombs which have been exavated in the
neighbourhood of T'ung-kou, on the Yalu river,
where the first capital of the Kao-kou-li kingdom
was situated, strerch over a peniod of more than a
century and represent two different types. The
carlier ones, which are constructed exclusively of
stone in the form of runcated pyramids, are mostly
from the first half of the sixth century, They have
no painted decorations; such have been found only
in the rooms of somewhat later tombe which are
covered by earthen mounds or hillocks. These
painted tombs scem to have been erected at various
times during the latter part of the fifth and the
beginning of the sixth century after the capital of

the kingdom had been removed from T'ung-kou to
P'ing-yang on the Daido-ko in northern Korea. The
artistic activity continued there until the beginning
of the seventh century. The Korean tomb paintings
represent the last stage within this particular group
of pictorial monuments, which as 2 whale corre-
sponds in date to the latter part of the Six Diynasties.
and the Sui Dynasty in China, thus representing =
special aspect of a style known ro us through
numerous sculptures but no original paintings from
China proper.

The intenors of most of the decorated mounded
tombs consise of & square room (c.3 % 34 m.) lined
with carefully firted stone blocks, and in front of
this a smaller ante-room, bhut there are also some
double or triple room tombs. As the main room is
covered by a corbelled dome, the profile of the
cross-section looks like a bechive, though the plan is
square. The pictures on the walls and on the succes-
sive corbels of the dome are usually applied on a
white shp or plaster coating, but in some of the
later examples this is omitted and the paintings are
executed directly on the surface of the well-tnmmed
stone blocks, a method which has resuleed in a very
intimate association of the pigments with the stone;
the tigers and dragons as well as some of the figures
seem to live and move in 2 mysterious atmosphere
evaporating from walls which have absorbed the
maisture ot breath of centuries.

The motifs of these paintings may be divided into
three different groups; the first consists of scenes
from the life of the defunct, sometimes including
portraits of the master and his family; the second of
symbalic subjects such as the animals of the four

3 Chisen Kdsrlel| Ziifu, wolll, publised by the Government
Ceeneral of Chsen (1920 contsins reproductions of the moss
importam tombs bt Kot These have been repeated o several
other publications such i the album called Musal Pasnrogs in the
Oid Timbs of the Kokuryd Period, The tombs along the Yalu
river im Mmchurs are reprodisced in T mg: Kow, vol, 111 The
second  volume - cotitaing “Kaokodian Wall Paintings”, by
HL Tkeurhi snd 5. Umehars, Tokyo 1940 There iy sonne addi-
tional marerial in Umebars’s article “Newly discovered Tombs
with Wall Paintings of the Kao-ko-li dymasty™ im Archives of the
Ching Art Saciety of Americs; 1933,
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quarters of the world, i.e. the dragon, the tiger, the
tortoise, and the bird; and the third of decorative
patterns, scrolls, birds and more or less convention-
alized amumals, ro which also may be added certain
architectural elements, such as pillars, capitals, and
brackets, by which the interiors are given the
appearance of wooden structures, (Cf. Ple.18,19.)

The best preserved illustrative scenes may be seen
m two of the mounded rombs in the T'ung-kou
region, known as The Tomb of the Dancng
Figures and The Tomb of the Wrestlmg Scene. The
names refer to the motfs represented on the side
walls of these tomb chambers, whereas the central
wall in each tomb, facing the entrance, is occupied
by an illustration from the life of the master of the
tomb: in the first-named instance he is shown at a
festival meal in the company of two men (apparently
Taomsts); and mn the second tomb as parerfamilias in
the company of his wives and children.

The mode of compesition is practically the same
in the two instances (and also repeated elsewhere).
The figures are placed on a raised stage or platform
which is enclosed and partly shaded by a tent-like
drapery fastened to the feigned beams and brackens.
The scenes have an air of solemnity, not ro say
stiffness; the figures are seated on stools or cushions,
which also serve to suggest a horizonzal extension or
the depth dimension of the room.

There is plenty of empty space berween them, but
their movements are all along the verncal plane and
give them some likeness to silhoucttes or shadows
gliding over the wall. To what extent this silhover-
ting is intentional or the result of 4 relative primitive-
ness, may be a queston of mterpretauon, bur it s
evident that it corresponds o the requirements of a
unified mural decoration. With regard to this mode
of stylizing one cannot but recall some of the
paintimgs in the Etruscan tombs of the fifth century
B.¢., For instance at Targuinta, which may be said to
illustrate a similar stage in the development of mural
painting. The differences berween the Etruscan and
the Korean paintings are indeed more obvious than
the correspondences, yet the lawer, which refer

mamly to the mansmission of movement and
realistic character in structural designs, should not be
overlooked in an effort to appreciate the decorations
in the old Kao-kou-li tombs.

A detailed description of these paintings would
carry us too far, because they are rather varied and
contain 3 fair amount of somewhat heterogeneous
illustrative details. The paintings on one of the side-
walls of the Tomb of the Dancing Figures may be
cited as an example. One half of the composition
consists of two small sheds or open houses from
which two girls are proceeding with dishes of food
towards the festival meal represented on the adjom-
ing (central) wall; whereas the other half of the same
side-wall is occupied by the mail of the dancers who
are moving on in slow tempo led by a man with a
feathered cap. Another group of figures, probably a
chorus of singers, is placed on a lower level, while
the musicians who were placed above are almost
obliterated. The buildings and the man on horseback
who confronts the singers suggest a horizontal
dimension, while the dancers who hald the most
prominent place in the composition move along as
silhouettes on the wall quite detached from any kind
of room or spatial himitation. Yet they are convine-
ingly real, not to say fascinating: marking the slow
rhythm of the music by swinging their arms and
long sleeves in unison in dme with it, This portion is
indeed a little masterpicee of mural decoration, but
it has no structural connexion with the other half of
the wall-painting with the house (PL18).

In the picture on the opposite wall hunters on
horseback are chasing stags and a tiger in flying
gallop berween scartered hillocks. They are the only
elements of landscape acually painted, but they
suffice to produce an impression of a desolate plain
over which the hunters are racing with dizzying
speed. A large tree is introduced as 4 sort of limiting
wing, and on the other side of it 2 bullock—art
stands waiting, ready to carry home the humrer's
boaty. It may be noticed in particular that the
fittings, the weapons and costumes of the riders

correspond to the outfit on some of the Chinese
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tomb-figurines of the Northem Wei perod, a
correspondence also evident in the narrow-headed
horses with excessively slender legs (Pl2o).
Beside these large pamungs there are minor
decorative pictures in the upper sections of the walls
and in the corbels of the dome which should not be
overlooked. The stylizing of the large Howers, the
soaring birds and the leaping animals is carried out
with an unfailing sense for decorative structure, and
this is still more true of some of the iman figures
painted on narrow corbel stnps. We notice in
particular the very thin and supple musicians seated
on the ground, who are plucking the stings of the
ch'in with their long and searching fingers. No less
remarkable are the figures which leap or soar through
space among cloudlets, seemingly as swift as gusts of
wind. Their slendemness is snake-like, their anenu-
ated legs streeching our from splic trousers. The
limbs and the whole body seem to réverberate to the
sound from the long curving tube which the
musician is blowing, The exccution s light and
swift, it bears witness to a mastership of the brush
and a tradition of style which was developed m
China already at the end of the Han period, and
evidently hived on for two or three centaries
somewhat ateenuited versions in the border lands.
Among the painted tombs in Korea propeér are
also some m which the illustrative scenes from the
life of the defunct hold an important place; this may
be seen ar Baisanri (Waisanli), where such scenes are
combined swith the animals of the four directions,
and in the somewhat later and larger tombs at
Shinchido (Chinjidong), but in nene of theseare the
ancestral genre-pictures comparable in quality to the
paintings in the Tomb of the Dancers at T'ung-kou.
We may consequently leave them, turning instead
to the so-called Kosai tombs at Sambeori (Sammyoli),
which are decorated exclusively with pictures of the
three animals and the bird ruling over the four
quarters ‘of the world. These tombs are generally
considered to be among the latest in the whole
serics, probably erecred only at the very end of the
sixth century. They are constructed with great care,

the corbels are beaurifully jointed and the granite
blocks so well trimmed that no slip of plaster was
necessary as a ground for the paintings.

On cach wall is a large animal; the Green Dragon
on the east, the White Tiger on the west, the Black
Tortoise, encircled by a snake, on the north and the
Red Bird (doubled) at both sides of the entrance on
the south wall. Above these animals are borders of
honeysuckle or similar tendrils, and on the broad
stabs which serve as corbels for the dome are painted
soaring apsaras, lotus flowers and birds, the mfluence
from Buddhist iconography being clearly traceable,
And the quadrangular slab which forms the top of
the ceiling is decorated with a coiling dragon, the
motif which, in spite of its non-religious origin, is so
common as a crowning feature on the Buddhise
stelae of this period.

The decorative beauty and energy of these large
animals (measuting over two metres) indicate con-
summare draughtsmanship. It makes litde or no
differenice whether they are called dragons or ngers;
they have all the same long, dim bodies on elastic
spring-like legs, with wings on their shoulders, the
same thin necks curving in S-like fashion and sup-
porting large, homed heads. They are akin to those
proud chimaeras and winged lions which stand ar
the tombs of the Liang princes at Tan-yang and
Nanking. They are off-shoots of the same fantastic
race, but instead of being bulky and static like the
stone animals, they are light and fugitive, as if they
were soarmg across the walls, disappearing m the
dim light of the tomb. This impression of fugitive
vision, a movement which is almost freed from
material bonds, is no doubt heightened by the veil of
age and dust, which softens the colours and fuses the
forms with the grey stone slabs on which they are
painted. There is still enough of the white, the
blush green, the blick and the vermilion o em=
phasize the decorative beauty, but as the colours
have become subdued, the energy of the lines stand
out more dominatingly, the forms become almost
transparent, dissolved into sheer movement,

When provincial painters on the borders of China
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were able to produce such magnificent dragons and
tigers, we may imagine that similar motifs treated by
the leading masters must indeed have been great
works of art. No wonder that the dragon paintings
by Chang Séng-yu gave rise to stories about their
supernatural fierceness and faculty of moving at will,
However fantastic, they have some interest as
indications of the general tendency to emphasize a
linear mode or style by which even fleeting impres-
sions of movement and form could be transmitred.
We know this to some extent from the best
sculptures of the Northem Wei period, but here it
is confned to the style of the garments on static
figures and seldom finds such free and spontaneons

expression as in these great wall-paintings.

* * *

The tomb decorations of this period in or from
China proper which as yet have come to light are, as
said above, not original paintings but engravings and
flat relicfs executed on the walls of the sacrificial
halls and on sarcophagi, possibly after the patterns of

wall-paintings. Owing to the manner of execution,
they are more or less akin to line drawings, though
it 15 at the same time evident that the transposition of
the drawing to the polished stone blocks mvaolved a
considerable loss of spontancity and suppleness,
particularly when this work was entrusted t
artisans of unequal skill. The tradition of using such
carved or engraved stone blocks for the decoration
of the sacrificial halls at the tombs (and sometimes
also for sarcophagi) survived from the Han period;
there must have been a great number of similar
engravinigs made in Chma during the intervening
three or four centuries, though only a few examples
have come to light. The main purpose of these
decorations was still to entertain the spirit of the
departed and to iculcate moral wvirtues. The
traditional motifs illustrating Confucian stories of
filial piety are still repeated, in spite of the fact that
Buddhism was at this time — i.e. the beginning of the
sixth century - firmly established all over the coun-
try and a main source of inspiration for painters and

sculptors, But this did not prevent the common
Chinese from sticking to the Confucian precepts as
the safest guide beyond the tomb as well 25 in daily
life.

To what extent these stone reliefs and engravings
actually reproduce contemporary pictures is a
matter of conjecture, No such paintmgs have
survived, but it seems guite probable that there were
also tomb shrines and sacrificial halls built of clay
and wood and decorated with paintings, as well as
coffing or sarcophagi of wood, sometimes lacquered
or decorated with paintings. But no such pictures
are mentioned among the recorded works of the
leading masters.

The principal examples known at present are two
sarcophagi in the museums at Minnecapolis and
Kansas Ciry, dated respectively 524 and ¢.525, and a
small stone house, or quasi-ministure 2l fang, in
the Boston Museum, which is dated s20. These
monuments have all inscriptions referring to the
Northern Wei dynasty, and they come from the
same part of Northern Chma where most of the
contemporary religious sculpture was produced.

The decorations on the Stone House in Boston
consist exclusively of engravings executed on both
sides of the limestone blocks which form ies walls,?
The middle section of the fagade is open, bur the two
end pieces (at the corners) are occupied by guardians
m full armour of the same type as we know fram
many of the clay statvettes of the Northern Wei
dymasty representing tomb guardians in mimature.
The background, visible ubove the heads of the
figures, is filled wath strips of mountains and clouds,
but in addition to this one may notice, at least on
one of the panels, a conventionalized lotus Hower
mdicating some influence from Buddhist art. The
guardians fulfil apparently the same purpose as the
Dvarapalas on the religious monuments.

! The building 4 7-38 nu bigh, 2 m. wade and 097 m. deep, For a
full description of the consmruction and the decoration, see
Mr. Kojiro Tomita"s article in Bulletin of the Mucsesim of Fine Ares
in Boston, December 1942, In this article may alio be read 3
eranslation of the important mortuary inscription o a tablet still
mﬂ:h'u.
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No such connexion with Buddhist art is traceable
in the illustrative pictures. Those on the exterior of
the side walls represent Confucian paragons of filial
picty, while the back wall (outside) is occupied by
some portrait-like figures, and the picrures in the
interior illustrate preparations for a sacrificial meal
and processions of important people arrving ar the
feast, these last motifs being closely akin to what we
know from the Han relicfs. To relate the stories of
the pictures in detail is hardly necessary; the ritles or
general indications about the motfs are given in
Chinese characters and the contents arc explained in
Mr, Tomita’s article referred to above.

If these engraved slabs are compared with works
of the same kind executed in the Han period, it may
casily be observed thar they are considerably
advanced, particularly in regard to unified space
composition, but also in their plastically further
developed figure-drawing. The over<rowding of
the compositions, which detracts more than it adds
to the artistic expressivencss, has probably been
camsed by the borrowing of elements from
disparate sources, Buddhist as well as Confucian
(PLzz).

The back-wall, which measures almost two metres,
has no illostrative scenes, but simply three detached
groups, cach consisting of 2 somewhat voluminous
gentleman sccompanied or supported by a youthful
servant. The men are all wearing wide trailing
garments with long slecves, broad belts and high
caps with tassels, two of them seem to be moving
dowly towards each other, the third 15 looking
backwatd - tuming vehemently at the waist — and
all these movements are emphasized by the flurtering
garments, The figures are drawn with greater
freedom than the illustrative scenes mentioned
above, a difference which becomes still more evi-
dent on a closer examination of the portrait-like
faces. They appear more modern than the figures in
the illustrative scenes, reminding us more of draw-
ings or paintings of the T'ang period than of any
earlier figures, be they plastic or pictorial. Is it really
possible that figures of this rype were executed at the

beginning of the sixth century? The question must
here be left open (PL23).

The illustrative scenes in the mterior of the house
have all some reference to the sacrificial feast and
meal. Stylistically they are of the same kind as the
scenies on the outside and may be passed over here,
as we have no space for illustrations of them,

* * *

The two sarcophagi previowsly mentioned are
both decorated with illustrations to pepular stories
of filial piety, but apart from this correspondence
with regard to the motifs and the general shape of
the coffins, they have little in common. They seem
tw be products of quite different centres of artistic
activity, though contemporary. The sarcophagus in
the Minneapolis Museum has a more sculptural
character; its decorative motifs, which are borrowed
from various sources, are thus relatively isolated as
single umirs with only slight compositional con-
nexion.

According to the eulogy beautifully inscribed on
2 memorial tablet, this sarcophagus was made for
Prince Mien of Chao, 2 nephew of the reigning
emperor who bestowed upon him at his death (523)
the posthumous name Chén Ching (“Fitting Ex-
ample").! He was buried at the foot of the Pes
mountains, i the nﬁigbbuulﬁmd of old Loyang,
where so many prominent men of various dynasties
have been buried. The square block which served as
a cover on the memorial tabler is decorated with
two exceedingly lithe wreathing dragons whirling
around a central knob amidst a shower of Hame-like
cloudlets borne like big snowflakes on 2 storm wind.
In addition to these there are two large birds and a
sort of magnificent double-spiral pattern in the
borders on the bevelled edges of this cover.

The sarcophagus in the Nelson Gallery in Kansas
City is a product of maturer art and more accom-
plished technical skill than the two monuments

1 Historical mformation about this monument i found i sn
article in The Bulletin of the Minneapalis Institute of Arte, June 1048,
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mentioned sbove, in spite of the fact thar it was
exceuted about the same period. The date atrached
to it in the museum 1 ¢,525, four years before the
Boston house and only a year after the sarcophagus
in Mi is,}

The motifs of the engravings which cover the two
main sides of this sarcophagus are all illustrations to
Canfucian paragons of filial picty, they contain no
elements borrowed from Taocist or Buddhist
sources. The scenes are thos essentially profane
(though with a moral purpose), which adds some-
thing to their sttractivencss. Compositionally they
may be compared to horizontal scrolls, not only
because they stretch over a lengthy space, but also
because the prevailing impression is, even at a hasty
glance, one of continuity or, in other words, the
successive figure~groups seem to follow each other
naturally m a continuous landscape, This similarity
to horizontal seroll-paintings becomes of course
most evident when the engravings are seen in
rubbings, which alio far better than any photo-
graphs reveal their wealth of naturalistic derm] and
pictorial character. The distance fromi engravings
like these to paintings by contemporary masters
cannot be very great, but since none of the latter are
known, definite conclusions us to the relationship
aee hazardous.

The two long sides of the sarcophagus are
both decorated with illustrations to three stories,
but each of these illustrations contains two scenes
or acts of the same cvent. Beginning at the foot
end of the nghe side, the first two scenes refer
to the story of Wang Lin, who was 3 paragon not
only of filial but also of fraternal piety. He was an
orphan and devoted himself enticely 1o the care of
his parents” tomb and of his younger brother. He
remained at lus post even when the bandits came to
the village and everyone else fled away. The bandits
took the younger boy as hostage and were going to
cat him for supper. When Wang Lin heard about
this, he hurnied with bound hands before the bandit
chief, presenting himsell as a substitute for the
brother. This action inspired magnanimity in the

bandits, who released the two brothers and went
away (Pl2g).

Both acts of the story are clearly depicted. In the
first the robber chief on horseback and some of his
refainersare just coming right out between the trees,
and one of the robbers is leading the boy by a rope
around his neck. But Wang Lin has thrown him-
self on his knees with hands bound behind his back
right in front of the approaching moop. In the
second act the same figures are scen from the back;
the chicf and his retiners are retuming to the
mountains, while Wang Lin and his brother are
escapinig berween the cliffishaped side wings to the
right.

The next scene illustrates an episode from the
story of the filial Ts%i Shun. He too was an unfailing
guardian of his mother even after her death, This
was proven one day when a fire broke out while the
coffin of the mother was still standing in the house,
All the neighbouring buildings were soon in flames.
But as Ts'ai Shum flung himself upon the coffin and
uttered loud cries to heaven, the fire skipped his
house, whereas all the adjoining buildings were
bumnt to the ground. The violence of the fire is
dearly depicted by the flames playing around a
minor building and the vain effors of some
villagers 1o extinguish it, two of them bringmg
large buckers with water, In the adjoining house
Ts'ai Shun is standing by the coffin bending down in
a deep curve, his face covered by a long scarf. A little
dog is seated in front of the house (PL2s).

The third illusmration on this side is to the story of
Tuong Yung, the filial youth whe borrowed money
to pay the expenses of his father’s funeral, and as he
fiiled to repay it became the bondsman of his
creditor: On retirning from the funeral he met
young lady, who asked him to marry her. They went
together to the ereditor to arrange about the debe,

'The sarcophagus wos discused by Ikote 'Okussirs m
Japanz=e in his publicon The Eppplimt, 1936, and more
closely-analysed by Alexander (& Soper - articles i vhe An
Bulletin, Tune 194%: “Early Chinese Lahidstape Painring™, and
September 1946: “Life-Motion and the Serice of Spece in Barly
Chunese Represeniational An™,



Ficure 15, The Black Warnor of the North. The Snake Encireling the Torwmise and 2 Man belund,
Engraving on 4 stone forming the énd of & sarcophagris, Nelson Gallery of Art, Kansas Ciey.
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The latter said he would require 300 pieces of silk,a
quantity which the young lady was able to produce
within 1 month. Then she said to him, *1 am the
Spitming Maid, sent by God to help you as a reward
fﬂryamﬁ[lalpm}'" and with that she ascended on

The engraving shows Tung Yung labouring the
ground with his hoe inder the supervision of the old
man who is seated watching in 2 small carr (the
father or the creditor?); and then again, holding his
hoe, bur now speaking to a lovely maid i long,
trailing gown who is carrying a spinning-rod. The
bucolic atmosphere of the scene receives a
accent from the two graceful fawns which are
playing among the stones in the foreground (Pl.28).

Turning to the other side of the sarcophagus, we
fmnd closest to the foot end an illustration marked
“The filial grandson Yitan Ku”, iie. the virtuous boy
whose filial conduct became a lesson to his father.
The desire of Yiian Ku's parents was to get rid of an
old grandfather, and with such intendons the
decrepit old man was carried away into the woods.
Yiian Ku was obliged to assist his father m doing
this, as may be observed in the first half of the
engraving. But as the man and the boy turned to go
back home, the latrer took the litter along with him.
The father found this extraordimary and told the
boy that there was no further need for the litter, to
which Yiian Ku remarked: “But there will be when
you grow old!” — words which made the father
change his mind and bring back the old grandfather
from the woods. This momentous conversation
between the man apparentdly making haste to
withdraw from the woods, and the youth, who is
walking more hesitatingly with the litter under his
arm, while the old man; who is huddling under 2
gnarled old tree, looks helplessty towards the with-
drawing figures, is the modf of the picture (PLas).

The following scene illustrares the story abour
Kuo Chii, who was so poor that he could not feed
his family, consisting of his wife, his mother and a
lieele son. One day he said to the wife: “The boy eats
too much; there is nothing left for our old mother,

Ler us bury the child. We may have other sons bur
we can never have another mother.” He started o
dig s hole m the ground but soon came upon an
ingot of gold inscribed with the words, “God's gift
to Koo Chii; let no one deprive him of it’”, This
pleasant discovery may be seen in the engraving,
where Kuo Chii's wite is seated on the ground with
the baby in her arms. In the sequence we see min
and wife marching briskly, carrying the jar with the
ingot on a pole on their shoulders, and finally
standing before the old mother, who is sitting on a
raised platform, with offerings of food in their hands.
The last drawmg illustrates episodes from the
carly life of the man who became the emperor Shun.
He was a filial son who worked faithfully for his
cruel father, who after a second marriage heaped all
the paternal blessmgs on Shun's step-brather
Hsiang, Once when Shun was digging 2 well, ir was
decided to bury him in the hole. In the picture the
younger brother is carrying a large stone on his
shoulders to throw into the hole, but Shun had fore-
seen this.and he escaped througha tunnel leading out
through another well, This did not quench his filial
assiduity; it became generally known and recognized
even by the emperor Yao, who made Shun his heir
and gave him his two daughters Ni-ying and
O-huang in marriage. The young ladies appear in
rich attire with fluttering scarves and ribbons before
their old father, the emperor, who 1s accompanied
by the voung man and two carriers of ceremonial
fans. This scene of solemn courtly demeanour forms
a striking contrast to the exertion and agitation of
Shun and his enemies in the preceding scene (PL27).
Our notes abour the contents of the various
stories of filial and fraternal piety may serve to
disclose some of the entermaming  characteristics
which have been brought out in such & graphic
manner in the illustrations, The artistic interpreta-
tion of some of the morfs, such as the episodes from
the stories of Tung Yung, of Shun, and of Kuo Chi,
is. so vividly deseriptive; not to say namralistic; it
brings to mind the ttles of cortain illustrative
paititings by Chéng Fashih and Chan Tzi-ch'ien
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such as, for mstance, Men and Carriages at Loyang
or North Ch't Men Humting, by the former, and
Men with Horses in Ch'ang-an or Men Hunting
with Spears, by the latter, ie. scenes of actual life
staged in [andscapes. These masters were active
mainly after the middle of the century, but they
may have followed a tradition of style which exsted
since the previous generation and which has left
some traces in these stone-engravings.

The mrerest of these illustrations does not depend
merely on the expressiveness of single figures, but
also, and to a larger extent, on the combination of
the figures with such elements of landscape as the
trees, the rocks, and the ground. The landscapes
form, as said before, a continuous setting for the
figures and may thus lead our thoughts to scroll-
paintings of later tmes. Most prominent as struc-
tural members in the compaositions are the trecs;
they are placed preferably at the very edge of the
composition, fsing with tall bare trunks and
branching into leafy crowns of vatious species
(willows, ailanthus, gnko, etc.) at the top. These
trees form a sort of foreground sereens, or colon-
nades, berween which the acrors become visible
(as in the scenes of Ts'ai Shun and Tung Yung),
while their leafy crowns wave high above the heads
of the figures. The arrangement has probably been
introduced in view of the shape of the rather long
and low slabs; it serves to divide the space into sec-
tions and to frame the successive scenes.

Other elements partly used for the same purpose
are the sharply cut vertical stones or cliffs — cut as
thin as cardboard — which fill much of the space in
these designs. But whereas the trees mostly are used
to mark 2 kind of foreground screen, the sithouetted
cliffs which are placed diagonally in relation to the
picture plane, are effective means for suggesting a
third dimension. This may be best observed in the
two scenes from the story of Wang Ling, where the
robber chief on horseback is just coming out of 2
mountain defile and then riding back into another,
seen from the front ot from the back together with
his horse,

The very capable and rather subtle artist who was
responsible for the drawings reproduced in these
engravings has tried out vanous devices for sug-
gesting 3 continuous space in which the successive
actions take place. In the Ts'ai Shun scene the open
house is most effective in this respect; it is placed
behind a row of trees, the roof lines of the fagade
and the adjoining side meeting in an obtuse angle. It
is, as usual, drawn as from above, and the nterior
expanse of floor offers plenty of room for the large
coffim. The third illustration on the same side
mcludes two scenes from the story of Tung Yung
and is essentially a somewhar fantastic but mose
effective landscape scenery in which the figures and
the animals blend quite naturally with the manifold
shapes of the stony ground, the rufts of grass, the
shrubs and trees and the silhouetred cliffs which
form & kind of screen leading diagonally from the
background. This blending of the various elements
is not simply a matter of form and juxtaposition but
also of movement: the wavy lines of the soft willow
branches are, so to say, reflected (or echoed) in the
fluttering scarves of the young lady and the some-
what unexpected mequalites of the ground, in the
swaying movements and positions of the figures.

Similar observations may be made in the engrav-
ings on the opposite side of the sarcophagus. In the
scenes from the story of Shun there is a remarkable
consonatice between the rhythm of the trees and the
slender figures, for instance, the two men on the hill
who bend like windblown truriks under the heavy
weight of the stone. By their position on the hill in
the background they also serve to accentuate the
third dimension. In the adjoining scene the crossing
of the horizontal and vertical lines contribute to the
same purpose. Yet the most important examples of
the artist’s success in creating ample space for the
actions of the figures and the decorative interplay
between them and the various clements of nature
are the scenes from the story of Kuo Chil, The first
scene of this story i staged, so to say, before the
curtain at the very bottom edge of the picture,
where we see Kuo Chii and his wife digging in the
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ground, screened off from the rest of the composi-
tion by a rocky ledge. The next stage follows just
above: the youthful couple are here walking briskly
with flurtering garments, apparently anxions to
arrive quickly at their goal with the precious jar. In
the third act we find them standing in front of the
broad dais or platform on which the old mother is
seated. The figures, the trees and rocky ledges are
drawn more or less in sideview or half-front view,
but the dais is scen as from above. It spreads our like
an open glade in the woods.

A further analysis of the means by which distance,
movement and balancing rhythm have been
rendered in these pictures may not be necessary and
would perhaps tend to obscure the main issue of the
artist, whose endeavour was to create interesting

illustrations. He did 1t evidently with a view ro make
them nor only “telling” but also decorative. He
realized to some extent the importance of con-
unuous space, suggesting it by certain elements of
landscape, and he had a highly developed sense for
linear rhythm, but he still adhered to the traditional
mode of writing down the design on a solid surface.
To what extent the fmal resuit — f.e. the stone-
engravings — actually correspond to the original
mtentions of the artise, is more than we ¢can tell, but
as it seems that the designs had been made with a
special view to their transposition on stone, we are
perhaps justified in considering these engravings as
fairly reliable substitutes for a certain type of
illustrative pictures which reached great populariry
m the sixth century,

Early Wall-paintings at Tun-huang

No cuartes of the history of painting in China
offers at present greater difficulties for a Western
art-historian than the account of the wall-paintings
in the cave temples at Tun-huang. The reasons for
this are various, pattly connected with the special
aim and somewhat extrancous artistic character of
these pamtings, which detach them from the general
current of evolition in China proper, but also with
the historical and geographical conditions under
which the paintings were produced, They are
difficult of access and have too often been left out of
general publications on Chinese painting produced
in its homeland and elsewhere — 4 most regrettable
discrepancy in view of the fact that they contain a
larger and more important display of early religious
paintings than can be found anywhere else in the
Far East. It is only in recent years that the Chinese
government has devoted special attention to a closer
study and more effective protection to the Buddhist
wall-paintings at Tun-huang.

It is no longer possible to pass over these paintings
in silence by following the trodden path of Chinese
wén jén of former days — their importance as links in
a wider sphere of Chinese art which extended over
considerable parts of Central Asia s evident — but
owing to the conditons indicated above, and
most particularly to the scarcity of good repro-
ductions, our presentation of these cave temples
and their painted decorations must remain quite
fragmentary, We can only discuss a few examples
{accessible in reproductions) which may serve to
illustrate some prominent stages in the stylisne
development, and leave all attempts to esmblish
defmite schools and masters within this vast collec-
tion of anonymous paintings to students who may
ﬁnduppunmnuofmgmmofdwmmdm
origmal and also in reproduction.

The so<alled Ch'ienfo tung (Caves of the
Thousand Buddhas), situated close to the Tun-
huang oasis on the westemmost border of China
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proper, is the largest of the agglomerations of
Buddhist cave remples thar grew up berween the
tourth ‘and the twelfth centuries ar various places
along the trade routes berween China, Central Asia
and India. Several of these foundations may sill be
scen, though in rather dilapidated condinion, and
some have become known also through illustrated
publications, as for insmncé Wan fo-tung in the
neighbourhood of Ansi, Tung ch'ien-fo rung and
Hs chienfo tung at Yi-mén, Maichi shan in
the vicnity of Tienshui, and Ping-ling ssit
further westward on a confluent of the Yellow
River. At all these places and several others in the
same part of the country, artistic activity fourished
abundantly in the service of Buddhise devotion. The
fragments of paintings and sculprures which sl
remain at some of these plices are, in part, well
worth dloser study, as witnessed by the exhibition
held last automn in Peking of copies of paintings and
casts and photographs of sculptures at Mai-chi shan
and Ping-ling ssil. The cave temples at these places
contain still some fine examples of the Northern and
Eastern Wei periods as well as from the T'ang
dynasty which no doubt in the near future will be
allotted promunent places m the history of carly

Chinese art, But we must leave them and turn our

i The Tun-huing wall-paintings are known to western students
mainty throogh the 176 places 1n Paul Pellior’s fundamental pub-
lication Les Grpttes de Tooen Hinmig, wola -V Pars, 1o3c-1924.
1t is greatly to be réoretted thay the ditngmished explorer never
campleted the corpus of plars with & text volume, The: photo-
graphs made by Polliot's assismang sre also m o many msances far
from dissmet, yet they form the lirges seties of reproductiony
from thit phice published op to the present date,

Amiodg the discossions of the nmterials made available through
Pellior's publiczrion should be mentiomed i partucalar L. Hach-
hofers amicle “Die Raumdarstellimg i der  Chinesischen
Maleret des ersien Jahetausend tach Chr,”, in the Minchener
Jiterbyact: der Bilderden Fiunst, 1031,

A new epach for the mudy md discossion: of the Tim-boang
wall-paimtings was started in 1943 with the founilstion of the
Tut-hiang Resenrch lnstioore by the Chiness' Governmetit. This
mstitute fims pussed through many wiosimudes owing 1o the
political apheavals m China, but hos arvived under the lrader-
ship of Mr. Ch'ang Sho-hung. A fumber of techmdcians and
artisrs have been aocupied in uncovering parthy hidden decora-
thenis amd - the preparation of coples of the wall-panongs. A
certain hmber of these coples were shown ut exhibitions in

attention to the early paintings in the Tun-huang
caves.!

According to the inscription on the memorial
tablet set up in 698, the first chapel dedicared 1o
Buddha ar Ch'ien-Fo tung was made in 366 by the
Indian monk Lo-tsun, This was followed by a
second cave chapel made by the monk Fa-liang, and
then gradually by similar foundations established by
order of private donors. The niumber of caves seems
to have been growing rapidly, because, if we may
accept the statement on the memorial tabler, there
were at that time (in the T'ang period) “more than a
thousand caves”. It may, however, be questioned
whether the number of the caves was ever definitely
certified, because sometimes it was made 1o include
minor cavities also and niches adjoining the larger
caves, while at other times it was limited to the
actual chapel caves. It should furthermore be
remembered that the caves are carved quite ir-
regularly into the mountams, in two, three, or
more layers, and all the caves were probably never
accessible at the same time. The destuction or
transformation of earlier caves moreover, was
frequent during successive periods of religious and
artistic florescence; caves erected i the Six Dynas-
ties period were thus in some instances ransformed

Shanghai afd Pekimg n 1046 snd 10354 and weme of them
have been reproduced m colour with short commentst G Tun-
sy tai-plas-tso hatianchi, 1946¢) and Tun-huang pi-hua chi
1954(%) For additional mformation, see Shili Yai, Tap-humyg
shife-shih hi-fisfang o' shil, Ch'Enete 1947 and Hsieh Chib-
lin, Twn-hwang shib-shit cif, Ch¥ngru, 1940, The two las-
wamed publicstions ste mainly the resubts of the copying md
researches punued by Chang Ta<h'ien and his ssshtants durmg
their stay i Tun-huang 10451946, A more complete historicl
secount-of the Choen-fo nmg is contzined i somne articles
Wiwn tdmt'ar tmit-lag, 0L, 4 and 5 (May rgs1), such as:
Su Po, Mo Kok lo—shik nien-piso; Hatang Ta, Tun-huang i-hn
kai fum; Ch'ang Shu-hong, Tun-huwg d-shu 8§ pios-liv yo nel-
yonge and Wang Hsin, Tum-huang pi-hua dung piso-hisien 1l
whmar—less fruei=biana,

Among the western studenty who visited Tushusng st the
end. of the “fortics and made some more or les sirerstul colour
photographys ar the place should be mentioned Professor Millaed
B. Rogrrt and Me. Jobn B, Vincens together. with Irenc
Vincent. whe has ptﬂluhﬂ;lanviddemiptjmwfﬂu:[ﬂm:mda
prcturesque account of the way thither under the title The Sacred
Clasts; Lomdon, 1944,
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and repainted first in the T ang and then in the Sung
period, changes which also make it impossible to
state how many caves were originally erecred in
the different periods.

Turnimg to Pelliot’s well-known publication Les
Cirottes de Towen Howang, which for over thirry years
has served as the main source of information for
waestern students, we find that there are 171 tume
bered caves on the plan and i addition to these a
certain number of adjoining caves marked with
letters, making a total of nearly 300, This numbering
is quoted in most western discussions of the cave
paintings, A different way of numbering the caves
was introduced by the well-known Chinese painter
Chang Ta-ch'ien and his collaborators, who stayed
at Tun-huang in 1946. They followed another
system of counting and armved at jog caves,
Finally, a third system was introduced two or three
vears later by the National Art Research Instirute of
Tun-huang, which included several half-hidden and
newly-umcovered caves, and resulted in the marking
of 460 caves. This ing is now generally
accepted in China and will also be followed as far
as possible in our references 1o the various chapels.?

1t should furthermore be recalled thar the wark
accomplished by the members of the Research
Institute of Tun-huang during the last decade has
been of importance for the protection of the pic-
tures and for making them better known and
appreaiated all over the world. We have no occasion
to dwell here on the practical improvements in the
way of supparting stroctures, ladders and bridges
executed at Tun-hiang dunng the last five or six
years, nor on the cleaning and uncovering of
hitherto hidden pictures, but it may be pointed out
for the benefit of students that great progress has
been made in the copyimg of the wall-paintings, 3
work which has been carried out by various dguipes
af painters during a decade or more. This becomes
evident if one compares the early copies with the
most recent of the same pictures and also with
colour photographs made of the original paintings.
The earlier ones have not the same documentary and

artistic value as the later more Bithful and subtle
copies, yet it is the carly ones which up to date have
served for practically all the reproductions in colour
produced in China. The drawback became clear to
attentive observers when some of the most recent
copies were exhibited in Peking in September 1954
They revealed arustic qualites of a superior kind
which could hardly be discovered in the early
copies.

The painted decorations of the Ch'ien-Fo tung
reach over a period of nearly a thousand years, or
even longer if we include among them the pictures
in four or five minor chapels made in the nineteenth
century. The earliest pamntings stll preserved are of
the Norchern Wei period {middle of fitth ro eatly
sixth cenrury), and the latest from the Yiiun period
(r280-1367). Inscriptions with the names of the
donors and indications of nien hae (reign peniods) or
of definite years ate found in 2 number of caves and
have been reported in the recent Chinese publica-
tons. Most of these dated inscriptions are from the
relutively long reign of the T ang dynasty, when the
aruistic acuvity at Tun-huang reached its apogee
before it began to ebb out during the secupation of
the Tibetans, The dated mscriptions of earlier epochs
are less numerous, yet there are some of the Wei and
the Sui dynasties which offer suppart for a chremo-
logical groupmg of the material. The mam argu-
ments for such a study must, however, be drawn
from observations of the style of the pamtings and
also fromi the architectural features of the rooms.
This may be done with 2 fair amount of accuracy in
regard to the pictures which are accessible in
adequate reproductions, but unfornumately these are
as yet a small minority,

The number of the carly wall-paintings was
evidently comsiderably reduced during succeeding
1 The prumber of mill existing caves from the succewive periods i
inditated ua follows by Chnng Sho-hung: 22 af the Wel period,
goof the Sm, 206 of Tang, 33 of the Five Dymstics, 103 of the
Sung peniod; § of the period of thie Hai Huza teign, § of the Yilan
perind, and ¢ of the Ch'mg period. Heiang T3's lis i dighddy
differént: in armiving @t the sune total mmiber he leaves ot five
caves for which no-defmite period can be mdicared from imscrp-
thads oy From the gyle of the paintings.
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ages not only through dilapidation and exposure but
also, and still more, through restorations and re-
dedicarions of a number of chapels at later periods,
when the archaic pictures were covered up in part
by more modemn pamters. According to the Chinese
authorities previously quoted, there are at present
twenty-two caves with more or less preserved
paintings of the Northem and Western Wei
periods, but the original number must have been
more than the double. To enumerate them all would
be of little avail without photographs; we shall
consequently limit our discussions to a few caves
with relatively well-preserved paintings which may
be teproduced at least n part. These may here
serve as examples of the first period of artistic
activity at Chlien-fo tung, which for seylistic
reasons is of the greatest historical interest.

The most prominent and best known among
these early caves are the numbers 257 (P.110) and
249 (P.101). They may with reasonable probability
be dated shordy after the persecution of the Buddhist
religion in the years 445446, Other carly caves,
likewise known through reproducdons, are the
numbers 272 (P.x88 J), 288 (P20 P) and 241
(P.103). They were probably decorated before the
end of the fifth century, thongh m a somewhar
cruder and more Tustic manner.

Most of the early caves had porches or fagades
built of wood, and some of the rooms had a central
pillar with niches, while others had 2 larger Buddha
statue over the mam altar, facing the entrance. The
nimbuses or mandarlas surrounding such Buddha
statues of clay were painted on the wall and also
some soaring apsaras (heavenly musicians), adoring
Bodhisarrvas, and bhikshus represented as attendants
of the Buddha, This arrangement is harmoniously
carried out in cave 249, where the main figure is a
very youthful Buddha wearmg a mantle of soft and
thin material clinging closely to the body. The
modelling is here more sensitive than in most
sculptires of the Northem Wei period known to
us and the lnear thythm softly tempered (PL32).

On the side wall in the same cave may be seen a

painted Buddha, standng in frontal atmrude,
surrounded by a large mandorla and flanked by
Bodhisattvas and soaring apsaras. The stylization of
the tall figure and the drawn out wing-like mantle-
lobes give this figure the appearance of a statue in
bronze or stone rather than of a painting. The
statuesque appearance has also become accentuated
by the darkening or oxidization of the flesh tones
and the outlines. The figure seems thus very closely
mnited with the background wall and is a striking
example of the intimate correspondence in style and
spirit between sculpture and painting at this partic-
ular stage in their evolution. This mode of religious
tmagery was to no small extent due to influences
transmitted by the Toba tribe from Central Asia (as
witnessed by the rich supply of exquisite Northern
Wei sculptures), but these influences or models had
to be ransplanted into the fertile soil of the Chinese
mind in order to grow into full bloom and gain
the significance of great works of art.

A further analysis of the hieratic figures which are

placed in dominating positions in several of the

caves may not be necessary in this connexion. They
are often framed by double or triple rows of small
Buddha-images (i.e. the “Thousand Buddhas™)
above and corresponding rows of musicians, sup-
porting gnomes or donors below' (¢f. PLio). By
the use of such composite frames or rows of small
figures 3 horizonal division of the wall spaces is
obtained. The middle section of thisis reserved either
for continuous groups of seated Buddhas and stand-
ing Bodhisatrvas as in cave 428 (P.135), or for
illustrative paintings, which are, so to speak, unrolled
in long bands over the side-walls, These are the

! The colour ¢feet of the sarly wall-pamrings bas cimged 2
great desl during the conturies at 3 remlt of the oxidisation of
certainy tomes. This iz vividiy described. by lrene Vincent in
the supgesnive account of her wisit to Ch'ien-fo mung, in 1948,
She writes: “The original pinks were in varymg shades which
oxidized not only 1o grey but to differing tones of brown, fom
café i fait o a deep chocoluee tinged with grev. The dramatic
white outlines of rhe eyes and nose appeared sarlier 35 high-
lights, afterwands thrown into sharp relict by the omidizstion of
the eriginil fesh colours.” Time has no doubt addéad 3 softer hue
EDT pamumgs which: i their ongimal conditicn were miwe
gari
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picture chronicles based on popular versions of the
Jaaka stories, depicting with much verve and
animation episodes from the previous lives of
Sakyamuni Buddha. The mode of representation is
in these horizontal bands much the same as in the
Chinese scroll-pamtmgs of later times. Excellent
examples of such picture chronicles on the wall are
found in caves 257 (P.110) and 428 (P.133).

The pictures in the first-named cave illustrate
scenes from the Ruru Jiuka referrmg to Buddha's
mearnation in the form of a golden gazelle. One
day this compassionate creature saw a profligate
who was on the point of drowning himself and
saved the man, When the king of Benares heard
about this wonderful animal, he asked for someone
who could take him to the place where the animal
lived, The man who had been saved by it offered to
do so, lured by the promise of a great reward. Bue
then, when the king was poisoning his arrow in
order to shoot the precious gazelle, the amimal
teproached the profligate for his evil action, a
warning that was overheard by the king, who now
turned his wrath towards the man and threatened to
Eill him. But from this he was again averted by the
gazelle, who uttered some words of mercy before
disappearing. Such is the gist of the story, bur the
painter has elaborared it in a number of successive
scenes, first from the palace, where the king and his
queen appear in 3 frame of highly smplified
(symbolic) architecrure snd m the company of
wasp-waisted courr-ladies, or again travelling by
cart and on horseback ro the place where the gazelle
appears in four sucoessive situations, viz.: with the
saved man on his back, receiving the thanks of the
kneeling man, Iymng down as if resting, and finally
sunding up to meet the royal hunting party.! The
outdoor scenes are enacred in a continuous land-
scape which, however, at some places is screened or
divided by rows of small pointed hills which may be
said to mark 2 cadence in the continuous composi-
tion. By this simple device the painter has marked
the successive stagres in his account and at the same

time created spatal unity in which the actions take

place. The method is here as yet tentative rather
than fully developed, but nevertheless noticeable as
something otherwise unknown in Chinese painting.
It may be said to reveal something of the mame
striving  for three-dimensionality which slso 15
apparent in the modelling of the fgures, as pre-
viously remarked. The artists who did most of the
carly wall-paintings 1 the Ch'ien-fo tung had
evidently not received their fundamentul training in
Chma but further west, ar the art—centres then
existing at Turfan, Kuotcha, Khotan, and other
places along the western routes.

It may, however, be of interest to consider some
turther developed examples of the mode of com-
position noticed above. We find them in cave 4238
(P.135), where episodes from two different Jarakas
are illustrated in long horzontal compositions
placed in three band-like tiers, the one on the top of
the other, on the two side-walls. The picture on the
right wall represents thestory of Mahasattva and the
starving tigress, It starts at the upper right-hand
corner where Mahasattva and his two brothers are
taking leave of their father, who sits in 2 twe-
storeyed pavilion surrounded by tall trees. In the
next scene the action starts; the three men on horse-
back are making for the forest and then, in the
following scene, hunnng for pleasure. A riger is
chasing some deer behind the ridge oFhills in the top
zonie. The last scene in the uppermost tier shows the
men at a halt; they are speaking about the evils of
the world, concluding that a religious life wonld be
decidedly preferable. This last scene balances the
first and is likewise distinguished by a strictly
vertical serring (PL3s).

Thestory 1s continued at the left end of the middle
zone: the three princes proceed again on cheir
Journey. They pass through a mountain gorge and

! All these scenes may be observed in the picturss repreduced on
Pli33, 34, but in sddifion to thes we reprodire other wall-
paintings from: the mme cve on Pluiga, 1, o, o the At
rprosenting one of the mony secions of the Thowand Buddhay
to be seen ot Tus-humng, while the others represent scenes from
the Buddha fegend which have tiot beent identificed, They are all
cxcelient examplis of the carliess wyle av this place.
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arrive at a place where a hungry tigress is seated in
the midst of her seven starving cubs. The men have
dismounted from their horses and are expressing
their compassion in vivid gestures; bur what can
they do? Then we sce the two elder brothers riding
away in accordance with Mahasattva's wishes, while
hie takes off his clothes and places himself naked on
the ground before the tiger. But the beast will not
attack him. Only after he had cor himself with a
sharp bamboo pole, so as to bleed, and thrown
himself down 3 precipice did the tiger devour him.
This 15 the last scene in the middle zone, illustraring
the culmination of the self-sacrifice of Mahasattva. It
stands out dominatingly between the mountams in
the centre of this zone.

In the borrom ner the story begins once more
from the right: When the two elder brothers find the
remains of Mahasattva they show great excitement;
they build a stupa for his relics and kneel in adoration
on both sides of it. Then they ride away i fiying
gallop to bring the sad news to their father: the
queen and the “Blue Garment™(?) are kneeling
before the king. The following scene; which is nor a
textual illustration, brings the story to an ideal
conclusion. The meditating Buddha appears as a
future incamation of Mahasattva and is adored by a
man and a horse. The very last scene in this zone is
hadly worn and has apparently no connexion with
the story told above.

The corresponding pictures on the opposite wall
illustrate other Jatakas, ie. in the top zone the story
about the human monkey, who saved a man who
had Gllen down a precipice, and then was stoned to
death, and in the two lower zones scenes from the
Vessantara Jitaka dealing mainly with the actions of
a compassionate prince and his family. The pictures
are of the same type as those described above, but
the landscape is more monotonous, the trees fewer,
and the mountins like yows of interblending
silhouettes, Their main function is o serve as frame
and background to the figure scenes,

Further progress in the representation of illustra-
tive scenes, in which the thythm of the contimuous

narration grows intense and sometimes confised,
may be observed im cave 285 (P.i20 N) which,
according to the inscription, was executed in the
year 53830 during the Western Wei dynasty.
It is Ch'ien-fo tong (Pls.36-38). The walls are
covered with paintings from floor to ceiling, while
other more airy designs of birds and dragons and
winged figures fill the four sloped panels which
form the sides of the ceiling. The statues which
stood in the niches in the walls are lost, but the
large arched surcoles with rich floral designs
are well preserved, and above them follow, on the
side—walls, illustrative scencs or (on the opposite
side) groups of Buddhas and Bodhisatrvas. The
main Buddha is enthroned between double rows of
Bodhisattvas and occupies the central position
opposite the entrance,

The style of the hicratic figures is in accordance
with that of the precedmg caves bur with 2 marked
touch of decorative refinement. The wide mantles,
dhons and Huttering scarves of the Bodhisatrvas are
all drawn out in long curves and pointed lobes,
though they are not quite as Hlat and wing-like as m
the earlier paintings; the materials of the garments
are softer, the lines more graceful (PL18).

The added element of gracefulness is still more
noticeable in the illustrative scenes which represent
epusodes from the story about the conversion of the
five hundred mobbers through the preaching of
Buddha. They are told with grear vivacity in com-
positions which are no longer divided or screened by
slanting rows of small hills or stmilar devices. There
15 a medley of armed men on foot and on horseback
moving in every direction contrasting with the
shivering naked prisoners, all represented with an
esprit de racontenr that makes them entermining. In
the more peaceful scenes (after the fighting) where
the men are kneeling in rows at the feet of the (much
larger) Buddha, the pulsating life-breath finds
expression in the deer we see bounding between the
hills and the trees bursting into blossom (PL36).

Incessant movement and sprightly elegance are
developed ro the utmost degree in the designs on the
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slanted panels which form the sides of the pyramidal
ceiling, To describe in detail the fantastic creatures
which are here soaring and whirling about on wings
in a fairy world seems hardly possible; they arc not
meant to be analysed but to stimulate the imagina-
ton -and delight the eyes with their Huttering in the
wind. There are no definite divisions, nor is there a
unifymg framework in this celestial region, bue all
the disparate elements, devils, dragons, gryphous, or
bird-like human beings seem to be mfused with the
same ntense life-breath as govems all their move-
ments in this cosmic pattern. The pamters have
evidently drawn their inspiration from Taoist
myﬂmlugy rather than from Buddhist sources, in
spite of the fact that their pictures of the celestial
world were to serve as canopics over a sanctuary
dedicated to the Buddha. This blending of motifs
borrowed from disparate sources is rypical of the
Chinese attitude towards the new religion and it
is:also, more or less, reflected in the pictorial style.
The legacy of Han art s evident m the sinewy
strength and supple grace of the linear transformia-
tions, whereas the rather vivid colouring and

modelling m light and shade may be indications of

closer connexions with the Buddhist art-ceneres
farther West (¢f. PL38 upper, Pl.3g lower).

The element of colour has no doubt alwavs been
of fundamennl importance for the effect of these
mural paintings, but 1t can hardly be fully sppreci-
ated except in frant of the originals. If we may draw
some conclusions from the copies exhibited in
Peking 1954, the colour scheme shows a tendenicy to
grow lighter, more luminows and festive with the
years. The change scems to coincide with the
gradual predominance of Chinese influence at this
place. The strange way of putting on high lights
with broad strokes of white in contrast with the
body colour and heavy black outlines, which is so
characteristic of many of the Northern Wei paintings,
15 replaced by a less coarse modelling and brighter
lines in greenish, blue and yellowish tones. This can
be observed in the above-mentioned paintings of the
Western Wei period (cave 285), but it becomes still

more obvioos in paintings executed in the Sui period
(s81—618),

In spite of its short duranon the Sui dynasty
marked a hey-day for Buddhist art in China, The
building of temples was carried out on a larger scale
than ever before, the production of stone sculpture
was abundant and religious painting flourished
under the guidance of prominent masters, Figura-
tive art had reached a relarive degree of perfection
and technical mastery; the marble statues of the
Buddhas and Bodhisattvas reveal a sense of tactile
beaury which had not found expression in the more
strictly conventionalized Wei statues, and some-
thing of the same change scems to have taken place
in panting. Here too a gradual release from the
linear mode becomes nodegable.

According to present teckoning there must have
been two or three dozen caves of the Sui period at
Ch'ien-fo tung. Two of them are marked with
dared mscriptions {of the fourth and fifth vears of
K'ai-huang) corresponding to $84-585; others may
be dared on stylistic grounds, though it 1 in some
cases difficule to draw the line between Sui and
Early T'ang; the two epochs blend into each other
quite naturally.

A fragment of a large composition m cave 390
representing 2 lady donor accn:npmmd by some
maids and musicians, is here 252 Typi-
cal example of Sui figure-painting (.39 upper), It
has been made accessible in copies and reproductions
and, although it is smply a minor piece of o larger
ensemble, it is a well-balanced, attractive design
porteaying such slim and graceful youmg women as
were common only in the Sul period The maim
person is the lady who is advanang towards the
night. The train of her long garment is supported by
three girls, while two attendants follow her with
Howers in their hands and an orchestra of eighe
fenale musicians is playing the slow thythm of 3
solemn air on pli-p'as, harp, flutes and chimes, a
music which seems to be reflected in the measured
movements of the young women proceeding to-
wards the newly-opened cave to be consecrated.
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They have lost something of their original beanty
through oxidizanon of the rosy flesh-colours, which
have turned black, but their trailing garments and
fAuctenng scarves are still greenish or blue, harmoniz-
ing with the soft girlish grace of these high-waisted
rypical representatives of the Swi nobiliry,
Another, and somewhat earlier, phase of Sui art
may be observed in the long horizontal compositions
in cave 290, which stretch over the side walls in
three layers or tiers like the successive chapters of
some unrolled picrure chronicle. The compositions
are filled with 2 great number of small figures in
combination with trecs and simple buildings, and as
they are more or less repetitions in colour and design
they give the impression of textile patterns rather
than of detached pictorial units. The contmuouns
light background, screened by rows of plume-like
trees, and the zigzag lines of the shanting blue roofs
brinig, so to speak, all these (fifty or more) quasi-
mumature scenes into & unified decorative pattern.
They are not products of the same line of pictorial
evoluton as the illustrative scenes in the earlier
caves; the emphasis is here less on the aeation of
spatial units for the successive scenes than on the
representation of quast-naturalistic figures in acrion.
The shadowy trees in the background and the thin
roofs or sheds on frail supports, with which many of
the figure scenes are framed, do not suggest much of
a third dimension. The mam concern of the artist
seems to have been to produce vivid illustranons of
certain events mther than pictonial representations.
He is a subtle and entertaming fabulist reminding us

of some of the Othonian miniaturists, but not a very
important painter properly speaking.

Most of the motifs seem to be inspired by the
Lalita Vistara or some corresponding account of the
life of the last human Buddha, One notices here the
birth of the prince Siddharta, the events of his carly
life, such a5 the demonstration of his miraculous
powers in the gymnasium, the smultancous births
in the animal kingdoms, the three encounters, and
other familiar scencs m which also horses and
wagons, hunters chasing deer, and 4 ploughman
with ks ox appear {Pl4o).

To enumerate all these scenes individually and
define their motifi may not be necessary, tor is it
always easy because some of them are much alike
and their illustrative context is not always very clear,
They formed a picture chronicle made not only to
satisfy the religious needs of simple donors but also
to entertam them, for which purpose the pamter has
now and then added a dash of humour. He was
evidently an artist with a ready wit and a light hand
at the service of a fernle creative imagination.

Judging by the formal characteristics of his work,
he may have followed the general lines of some
picture chromicles which had been elaborated some-
where in Central Asia before they became known in
Chma. The well-cstablished intercommumications
between Tun-huang and the oases along the roads
turther west were evidently maintained also in the Smi
periods as illustrated by paintings in several caves of
whichwe have no reproductions which would make a
closer description of these particular pictures possible,

The Khotanese and other Central Asian Painters

Nong oF the pantings which decorate the sanc-
tuaries of Ch'ien-fo tung is marked with a painter’s
signature; the names which occur in some of the
inscriptions refer to the donors and not to the

painters, and we have no documentary information
about the artists. They worked, so to speak, od
majorem gloriam Det and may in some cases have
been lay brothers of monastic orders with their
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centres at Tun-huang, while others were itinerant
artists, specializing in certain kinds of religious
painting, who came to Tun-huang becavse of the
local demand for votive paintings, And if we may
draw some conclusions from the predominating
characteristics of their works, these painters had
been in closer touch with the kind of religious art
then flourishing at some of the oases further west,
siich as Turfan, Khotan, and Kutcha, than with the
more  traditional indigenous type of painting
favoured in the capitals of China.

In view of the Western or Central Asian influence
in the wall-paintings in the Ch'ien-fo tung it
may be of interest to recall here some of the
mformation regarding foreign painters active in
China towards the end of the sixth and during the
seventh century that has been handed down by such
early recorders as' Yao Tsui, Chanp Yen-yitan and
Chu Ching-hsiian. Most of what these writers have
to tell is strictly speaking not of an historical kind;
they repeat rather loosely what they have learned
through hearsay or from earlier writers, but they
arrive nevertheless at an approximate appreciation
of the artsts under discussion and a definition of
thetrr mdividoal characteristics, # nor of their
historical position,

The earliest among the foreign painters men-

HThe information regarding the three monk painters ir bor-
rowed from Yoo Tail's Hal fus p'ing it has offen been gquoted
and contains the following: “The monk Chi-tichii, 4 foreigner,
tulildle chiss. The monk Modo-p'ut'y, also = forrignor, middle
class. The monk Chisdn-g', middle class; 3 Ch'sn monk from
India. He was 3 man of superior condisct and tmany
mireclis. Ac the begmmung he was with the Wi, the Wei
cuperor esteemed him highly, When the Sul come mto power,
the Sui emperor buile the Shao-lin temple on Sumg—shan for him,
There may still be secn on the door of coe of the colls & picttire of
2 spiric by Chin-fo-t'o." (A noge inserved here rofers vo Fivii Kao—
séng chuan and mennons mictures by this monk representing
vip as follows: Yo Tsui says: As to the three monks menfioned
abowe, one camot tell whether ther wocks are good or bad,
becusse the manner of the forsigoen (barkariam) B quit
different from thak of the Chinzse",

Chang Yon-ytan borrowed by information pot only from
it s plin (e553) bor alio from Chisfuin donersd fus
shik (£6535) and Kas-sing duen (Appendiz), s demonstrated
by Pelfioc in his article "Notes sur quelques artistes des Six

tioned by Yao Tsui in Hsil hua p'in and then by
Chang Yen-yilan (who repeats the records of his
predecessor) were probably three monks, said to
have come to China in the Liang dynasty (503—
$36).! They seem to have been active in the South
and may have arrived by sea rather than by the
land-route. There is no hint about where or what
they painted, but judging by their land of origin, we
would asume that the dominating mfluence in ther
art was Indian.

Ts'ao Chung-ta was evidently 2 more important
painter who has left deeper traces in the history of
Chinese painting; he is more extensively recorded by
writers of various epachs, yet no more definire as an
historical personality than the above-mentioned
monk painters, According to Chang Yen-viian, he
came from the country of Ts'ao (Sogdiana) and
reached great fame under the Northern Ch'i dynasty
(550—577). This was based on his skill in painting
Hindu (Indian) mmages. ., which according to
tradition, “had 3 supernatural effect”. They were
made after “the manner of fareign countries; there
was 10 one equal to him at the time™. Tn another
connexion, when describing the transmission of
painting through masters and pupils (in Part IT of
Ming-tma chi) Chang Yen-yiian goes sall further in
liis praise of the pamter and writes: “Ts'ao created

Drynasiics ex des Tlang”', 10 T owng Pan, vol XX, 1ez3. Accord-
itrg to Pellint, the monk patmer ThisFrt'o should be identified
with the Dhymma master Fot'o who lived i the begirming of the
sixth cenmury n Shao-lin sl in Honan, This monk pairiter of the
carly Liang dynamy (¢400-—525) has by bater writers been coms-
bined and inerped with the somewhat mythical Bodhidhsrms,

Another Indian mionik menticned by Chang Yen-yilan ationg
the T'ang painters was Chinkang Sentwang, = nutive of the
"Country of Linns”, e Sinbab or Ceylon: “He specnlized w
painting Buddhist images of the Wesern Countties, grave sl
dsgnified; not fike-ordinary paintdngs. In the pagoda of Kinmnp-
fu ssif in Loymg were some umple tmages skerched by Sen-

tu'nl'ﬁcdimlbuut firrelgm artiats active in Chine diring the
Six Dymasues snd the early T ang petiod oy been renewed by
Alexander C Soper in twn anicls miled “Linmary Evidence for
Early Buddhist Ast in Chiy”, published in Orimeal A, voldl,
1040, snd in -Artibuwe Asiae, vol.XVI, 1953, They are siminly
based on Chmura Seagai's Hitory of Chinese Seulpture, but alio
further explained and enlerged by refirences to the Chinese
source material wed by Chanura
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{new kinds of) Buddha motifs. There are three
manners of painting Buddhas; one is the manner of
the Ts'ao schoal, another the manner of the Chang
(Séng-yu) school, and the third the manner of the
Wu (Tao-tzil) school.”

This statement as well as some passages in the
descriptive note by Chang Yen-yiian about the
painter have given rise w0 varons hypothetical
conclusions regarding the otigin of Ts'ao Chung-ta
and his position in the history of Chimese painting.
This is hardly the place for a detailed report about
these discussions; we refer those who are mterested
in historical research o Pelliot’s investigation
of the whole problem by which he refutes the
traditional opinion that Ts'so came from the
Western Countries, According to Pelliot, Ts'ao was
born in China and honoured with a high position at
the courtof the Northern Ch'i and the Suiemperors
in Chang-an (up m about 590).! But wherever he
may have been borm, it is evident that hus artistic
education must have included contacts with Indian
or pseudo-Indian art. His wall-paintings m K'ai-
vitan st and other Buddlist temples in the capital
contined features of style and iconography which
scemed new and strange to the Chinese, and gav
birth to the statement thay Ts%ao started a special
school of religious painting different from that of his
predecessor Chang Séng-yu and his sdll more
famous successor Wa Tao-tzi.

As no paintings by Ts'ao Chung-ta or document-
ed imitations of his works have survived, we haye
no means of expressing an opinion on his ardstic
immovatians, bur if we accept the words of some
T'ang and Sung critics; we may nevertheless arrive
at an idea about cernain characteristic features in
Ts'ao's paintings. Kuo Jo-hsii (c.1060-1110) 15 the
most explicit in this respect; he wrote in T'u-hua
chien-win chil, voll, Chapro, as follows:

“Ts'ao’s figures were clad in garments which
ching to the body; they looked as if they had been
drenched in water, whereas the mantdes of Wu's
figures were draped in billowing folds and looked as
if they had been canghe by the wind,” He adds that

“the same distnction of the Ts'ao and the Wu
schoal existed in sculpture™: a remark which seems
to imply that the Ts'ae style was the early Indian
mode of representing thin garments as clinging
closely to the body {seen in seulptures of the Gupra
period and their off-shoots in Central Asia and
China), while W introduced 2 bolder individual
style of draping better fitted for the representation
of badily form, muscular tension snd movement.

The juxtaposition of the two masters is somewhat
arbutrary, since Wu was more than 2 hundred years
younger than Ts'ao, but it certainly bears witness to
the high esteem i which the older master was held.
He was apparently recognized as the main represen-
tative of the foreign, ie. Indian, mode in the
veligious painting of the time and had as soch
exercised great inflnence during the latter halfof the
sixth century,

It should also be noted thar Chang Yen-yiian
mentions {iu Ming-fma chi, C]upt. IX) a pupil or
follower of Ts' 20 called Chin Chih-i, who “changed
the harmonies and transformed the foreign manner
into a Chinese. He was the orginator of the
change.”

These remarks about Chin Chib-i"s efforts 1o
harmonize some of the new clements of style
thitroduced by foreign artists with earlier indigenous
rraditions could no doubt with equal reason be
applied o several painters at the beginning of the

} “Les Frosques de Tonen-housng et les Fresques de M. Etmor—
fopoulos"m Revur dir Arts Anariques (192%) vols.3,4. Thearride
comtain 2 eritical account of the Chines records relating to the
au:um\ of Te'ao Chimp-ty ahd 3 @ncssion of the histerionl and
bterary problems involved Pellios also passes In roviow earlier
Westermn puhlications touching on. the sulyeer such a5 #Hirth,
Fremde Einflases in dor Chimetiichess Kawint (1806 amd Soraps fromy an
Arr Callectar’s Nite-book (1905). H. A, Giles, An Sutrnduztlon te
thy Histary of Ghivese  Pictarial Art (1g18) and A Waley, An
Friteedaction ta the History of Clinese Painting (10z3), b chis Jast
book Fs'ao ir coracterived 25 3 matt from the Wet who to-
presented a foreign mode of painting in cantradisrmeion to the
Chinese.

The Chindmt bng-ssi dua-shih by P'o  Hsaowyiian
{prefaze dated 530) containg 1 bist of six paintings by Ta'ao, fonr
of then portraits, one of hones, one an Mosrradve moif i
addition to thes the author mentions abo * wall-psinting in the
Kfaiiian tempile oot ninted by Chang Yen-yitun),
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T'ang period. The growing spirit of a national re-
naissance, also in the field of art, was strong ecnough
to absorb important clements of foreign extraction
and give them the samp of the full blown T"ang
mode. Some of the painters from Western countrics
active at the timc in the Chinese capital were greatly
honoured and esteemed particularly for their
technical inmovations by which they contributed to
the great parrimony of Chinese art.

Two of the best known among these foreigners in
Ch'ang-an were members of a noble Khotanese
family called by the Chinese recorders Weich'ih
(probably Vijaya mn Sanskrit).* They lived for two
generations in China and are recorded with admira-
ton by Chu Ching-hsiian and Chang Yen-yiian.
The accounts about the older and the younger Wei-
chih are not exactly identiil in the T ang-ch'ao
ming-hua Iy and the Ming-hua chi (Chapters VIIL
and IX), but both are based on earlier traditions
which supplement each other mutually. In com-
hining the two sources we arrive at the following
mformation abour the painters,

The older of the two, Wei-ch'th Pochih-na who
became known as the “Greater Wei-ch'th”, came to
Ch'ang-an durmg the Sui reign and was enfeoffed
by Tang Thai-tung as a chin lamg (provincial
duke?) He became famous for his pictures of
Buddhist subjecrs, but also for paintings of strange
objects from foreign lands and of flowers which
were remarkably life-like and painted in a free and
bold manner.

Po-chih-na had two sons who became known as
painters; one of them, named Chia-séng, remained
in Khotan, their home country (someames wrongly
said to have been Tokharistan), while the other,
named Lséng and later called the “Lesser Wei-
ch'th”, settled in China. The circumstances under
which he came to Ch'ang-an and the time of his
arrival are indicated as follows in T ang-ch'ao ming-
hua he: At the beginning of the Chén-kuan era
(627-650) the ruler of his native country sent him
with a recommendation to the (Chinese) court,
because of his great skill in painting”.

The events connected with Wei-ch'ih -séng's
removal to China are somewhat differently told in
Li-tai ming-hua chi, Chapter IX, where it is stated:
"lséng arrived at the beginning of the (present)
dynasty; he received an official residence and in-
hevited the fief of a diiin kung”. The recorder is
apparently not quite certin about the exact date of
I-séng's arrival in China, but does not hesitate to
represent him as the inheritor of his father's(?) land-
title and as the occupant of an official residence.
Further information about this is given by Chang
Yen-yiian m Chapter 1l 4 of Li-tai ming-fuea chi,
which is devoted to the wall-paintings in the
temples in the capital. Weich'ih Iséng's name is
here mentioned in connexion with half a dozen
temples, among them Féng-én ssi, wirth the follow-
Ing note:

"On the north wall of the west precinct outside
the middle triple gaw are pamtings by We-ch'ih
l-séng of kings of his own comntry with various
relatives. Next, the small paintings under the
pagoda ‘are also by Weich'th. This temple was
ariginally the residence of Weich'ih l-séng™';® and,
if we may draw some conclusion from its decoration
with official portraits, it had alwo served as a kind of
headgoarters for the Khotanese royalties and
painters who visited Ch'ang-an,

In 4 recent article by Professor Nagahiro of the
Kyoto Institute for Humanisne Stadies, it is pointed
out that according to the monks’ chronicle Sumg
kao-séng chwan a Khotnese monk called Wei-
ch'ih Lo (r.e. the priest Chih-yen) also lived in the
Féng-én ssii and it is forthermore stated that
several individuals of the Weich'ih clan as well as
members of the royal family of Khotan visited
China during the seventh century. Thic political and
cultural relations between China and Khotan — then
an important Buddhist centre — were evidently quite

O Waldy, op. 6t p.1o7.

* Acker's ramshinon in Soww Tmg and Pre-Tamy texts, p-390,
Leiden 1954,

3 CF. Nagshiro's article “On the Painter Wig=ch'ih l-stng™ in the
Silver Jubilee Volume of the Hudun Fepaky Kenbpudia, 1944
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close during the firse century of the T'ang era, when
Weich'ih Iséng executed some of his famous
wall-paintings in the Buddhist temples in the capital.

None of the above-mentioned records contains

any more definite statement regarding the chrono-
logy or date of I-séng’s activityin China, but it seems
most probable that it extended over the second half
of the seventh century and possibly a few years
longer. According to Professor Nagahiro, who has
tried to fix certain dares with the aid of the records
about the building and repairs of various temples in
which Iséng worked, the painter was still alive in
710. We have no occasion o enter here into 3
further discussion of this problem, bur it may be
pomted out that the comparison between I-séng and
Yen Li-pén in the Tangh'ao ming-fua I (quoted
below) also scems 1o imply that the two painters
were practically contemporaries and equally famous.
The statement about I-séng's paintings in this
chromicle runs as follows:
“Iséng did a votive picture on the front of the
pagoda of Tz'iién ssii and also a composition of
flowers rendered in relief and in their midst a
thousand-armed and thousand-eyed Great Com-
passionate One (i.e. Kuanymn) of a more wonderful
appearance than can be described in words. Behind
the terrace of the Seven Precious Things (Sipta
Ratna) at Kuang-chai ssii he painted the Conquer-
mg of Mara, a truly wonderful picture, full of
strange and extraordinary things,

“His paintings, whether votve images, human
figures, or flowers and birds, were always foreign-
looking and not like Chinese things. It has been said
that Wei-ch'il [séng was equal to Yen Li-pén, butl
think that Yen Li-pén never attained his highest
qualities m his pamtings of foreigners, and T have
never ‘heard that Weich'ih did Chinese people.
They worked in different fields but I have placed
both of them in the dhén p'in (i.c. the highest class).”

The records shout l-séng's wall-pantings in
Tz'G-én ssii, Kuang-chai ssii and the previously
mentioned Féng-én ssi mighe be completed with
two or three other temple-names, bur since all these

pictures are lost without # trace, the names of the
temples are less mteresting to us than the description:
of his manner of painting, viz. that he did his
flowers in relief or (to use the Chinese expression)
“concave and convex” (with an appearance of
solidiry).

This characterization of I-séng’s manner of paint-
ing is supplemented by the statement in Li-tai ming-
hia chi (Chapter IX) that his “brush-wark was tight
and strong like bending iran or coiling (resilient)
wite", while the brush-work of the older Wei-ch'ih
“was free and vigorously expressive”. The two
leading art-historians of the T'ang period have thus
picked out different points or features in the works
of Iséng when trying to characterize his style and
technical peculiarities. Their descriptions are not
trreconcilable, because Chu Ching-hstian is referring
only to the Aowers in a picture on the Tz'6-8n s5d
pagoda, whereas Chang Yen-yiian emphasizes the
strong quality of the coiling lines, which presum-
ably would be best observable in the garments of the
figures. They both considered Wei-ch'ih I-stng as
the foremost representative of a special school of
Buddhist painting hitherto unknown in China,

Remembering these rather definite poants m the
descriptions of Wei-ch'ih I-séng’s methad of paint-
g, 1 was much surprised when last January 1 met
with-a picture i the gallery of C. T. Loo's sticcessar,
M. Frank Caro, m New York, which seemed to me
almost like an illustration to the sbove statcments,
My examination of the rather dark and dirry picture
was unfortunately cur shore by local conditions, but
according to recent information, the picture has
been moved to the Museum in Boston and sub-
Jected to'a carefil cleaning, which has brought to
light the following signatare: “Ch'eén Yung—chih
respectfully copied". Unfortunately master Ch'zn
did not tell whose work he was copying.

The reasons for which the picture is mentioned as
an illustration of Weich'ih Iséng's style may thus
still hold good, even though it was executed only at
the beginning of the eleventh century. The case may
be rather similar to that of the Chang Hsiian scroll in
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the Boston Museum, which has survived only in the
emperor Hui-tsung's excellent copy.

Ch'én Yung-chih was famous for his technical
skill and refinement, but the fimdamental style of
the picture, on which he has written his name, is
certainly not that of the Sung period.! It is distinctly
pre-Sung in character and also to some extent non-
Chinese. If we admit that and consider whatever is
known about forcign pamters active in China in
pre-Sung times, we have to admit that Wei-ch'ih
Lséng is the only one who, according to the
information at our disposal, might be said to fit
these conditions and be accepted as the painter of the
onginal of the picture here under discussion. The
conclusion is indeed 2 supposition rather than an
affirmation, but it is supported by literary traditions
as well as considerations of style and technigue. The
statements of the leading T'ang critics quoted above
arc in this respect of primary importance, but it
should also be noted that one of the best informed
Later art-historians, T'ang How, who wrote his Ku-
chin' hua chien (The Mirror of Old and Modern
Panting) at the begmning of the fourteenth century,
expressed himself about Wei<ch'ih I-séng in words
that confirm our conclusions, ro quote; *Wei-ch'ih
[sing was a man from a foreign country who
painted beautiful Buddhist images. He tsed deep
colours which he piled up i raised layers on the sill
and did not leave any obscure traces. 1 have seen
only four genuine works by him during my whole
life; they are inferior to Lu Léng-chia's paintings”,

The description of the Sakyamuni picrare which
Berthold Laufer published in the catalogue of the
C. T. Loo collection in 1924, is stll of interest,
particularly for its references to the material and
technical peculiarities of this work, and worth
quoting in part.?

The picture, which is executed on thick hemp
paper (8328 in.), represents Gautama Buddha
walking out of a cave or retreat amidst blossoming
trees and shrubs, He carries a long stick in his right
hand and wears a wide red robe with deapery in
black bordered by gold lines. The folds of the

trailing robe form wavy patterns like sprrallmg wires.
After having expressed his admiration for the

noble bauty of the manly figure — “it is not

Buddha, the deified saint; it 1s Buddha the man" -
and for the plants represented — *perhaps the mango
and a trec wath white lowers™ — Laufer writes: “The
picture is tnique as to its technique also. At first
sight it conveys the impression of bossing in the
paper; the leaves and red fruits are represented in
high relief by placing layer upon layer of thick
pigmencs, as may be noticed m a few spots where
small portions of the pigment have dropped out. It is
exactly this peculiar technique which was practised
by Wei-ch'ih I-séng, of whom it is on record that he
painted “plastic or high relief flowers™.

I concur entirely with the above opmion, but
would prefer to render the Chinese expression with
the words “'concave and convex™. or solid-appear-
ing, Howers, The picture makes us understand thar
the Chinese criric did not use this term to describe
some sort of shading or trompe l'ail effect, but to
indicate actual solid rilieve, produced by piling up
the pigments in thick layers. This method was
otherwise unknown in early Chinese painting, but
cuntously enough miroduced again in the K'ang-
hsi era by flower-painters such as Tsou Ikuei. The
most remarkable thing about the picture is perhaps
that it does not appear liké a strange mixture of
sculpture and paintivg, but as 3 perfectly harmoni-
ous work of art, naturalisrically decorative and
appealing in its vivid presentation of the hiuman
element of the religious monf. In this respect the
picture reminds us of certain westérn representations
L(h'En Yimg-chih was o prominens academician m the Jés-
tung reign (1023-1061) menticted by severn] reorders, He

“painted Buddhist sud Taoist subjects, men and horses, land-

scapes with forests and trees. An Enencss of derails snd i conning
effecrs hawas wtllmghlmmpmhl: I:urmnw.mgnlurdfnr

figure-subjeces and the like from his hund” Soper's trandation of

Kuo Jo-hsil, Exprriences in Palnting, p.5o. See aleo Giles, ap, at.,
PPILY, 114
ECF, Tieng, Sung and Yien Paintings belonging o varioos
Chinese Collecton, described by Berthuld Lanfer, Paris and
Brunsels 1924,
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of prophets or saints rather than of traditional
Chinese renderings of similar morifs, Tt is provided
with 2 number of seals which indicate that it formed
part of the Hsilan-ho collection and later on of some
other well-known collections, such as An I<chou's.
It may well be one of the eight paintings listed in
Hiitan-ho hua-p'n under Wei-ch'ih l-seng's name,
four of which represented Buddha in various situa-
tons, but whatever circumsrantial evidence these
combinations may suggest, the main proof and im-
portance of the picture rest on its own unique qualiry.

The flowers and leaves in relief, or in ronde bosse,
form mo doubt the most conspicuous technical
fearure of this picture, but besides this one muay also
notice the very sharp and tight wavy lines with
which the mantle folds, the tree trunk and some
grassy plants are rendered. They may be said to
correspond to the definition of Wei-ch'th Iséng’s
brish-work — “tight and strong like bending iron
or coiling wirc" —as given in Li-tai ming-hua chi,
And it is also found in other paintings which for
various reasons have been brought in commexion
with the Khotanese painter.

The most charactenistic among these is the
horizontal scroll in the Berenson collection, which
has been discussed and reproduced in an article by
Aurel Stem and Laurence Binyon' and brought
into connexion with the records about a picture
called Dancing Girls from Kutcha, The reason
for this was based on the second half of the com-
position, which consists of two kneeling musicians,
two forceful female dancers in full swing with
whirling draperies, and fragments of one or
two (7) standing figures, which are no longer clearly
recognizable. This (latter) portion of the scroll has
saffered most from the wear of time and rough
handling; the figtres in the other half are better
preserved. There are five women bronght together
in a group, one of them 15 cuddling a small child,
which atrracts the attention of two by—standers,
while the principal personage, an impressive lady
with 2 diadem in her high wiffire, sits in splendid
isolation on a low stool holding with both hands a

cup which has been filled by the servant who stands
iear by. The lady is an important personage, pechaps
a queen or consort of a chiefrain. A linde further
away, moving towards the middle of the scroll, are
two tall girls clinging to the trunk of a tree, apparent-
ly fascinated by the scene taking place around the
child, which they are observing very attentively,
In spite of the rather worn state of the picture it lias
retained a distinet colouristic charm. The green,
violet, blue and reddish tones are rich and deep;
their primordial importance for the general effect of
the picture was probably more marked than in any
purely Chinese picture of a corresponding kind.
The types, costumes and omaments of these women
are mot characteristcally Chinese; they are al-
together more ponderous and showy, lacking some-
thing of the gracefulness so characteristic of the
Chinese, The linear treatment of the folds is, indeed,
emphasized in 4 way that causes some resemblance
to coiling or spiralling wire, particularly at the lower
edge of the garments, where the folds are massed
mnto rows of ornamental spirals. This wiry style of
the inear folds is so conspicuous, not to say exagger-
ated, that it may be taken as a signum of the painter,

Consequently we cannot but feel in the neigh-
bourhood ar under the mfluence of the same painter
when observing it in other related pictures, such as
the well-known fragment of a handscroll in the
Stocler collection in Brissels commonly described
as a Clerical Orgy or the Drunken Monk* The
picture may in some respects be called a counterpart
to the sbove-named handscroll in the Berenson
collection. The proportions and measurements cor-
respond and the designs show cerain similarities,
¥ Published m the faltan teview Dedaly, Oct. 1938, The picture i
desmbed as the work of an svonymons painter from Ceneral
Asia active in the T'sng penod. Waley discusses the pcrure in
Chinrse Painting, p.108, 2s 3 work closely akin to 3 pictare by

Werch'th [séng, representing Dancing Girls of Knrcha, which
is mentioned by the thirreenth-centary critic Chon' ML

2 The picnmre, which measures 31 $o oo, was reproduced
full size in colour on the ocomion of the extibinon of Chiness
art in Amsterdam, 9as. It war sbo incuded in the Berdin
exhibirion, 1920, and the London exhibition, 1914-to3s. The
micssutements of the Berenson scrolt are 3043 170 cm.; the scile
is thus the same, though the Stodlet picrore i o lietle shorer.
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but the decorative eflect of the Stoclet picture is
dissimilar owing to a rather different manner of
technical execution.

The reason why it has been mterpreted as a
representation of a clerical orgy or something similar
is probably the fact thar the principal figure,
a plump elderly man with a long beard, is repre-
sented with tonsured head and in 2 state of swooning
or unconsciousness. He is placed on a dais in an open
tent and supported in a half-reclining position by a
male and a female assistant, while a third retamer is
standing close by carrymg the crown-like head-gear
of the man. A little further towards the hackground
stands a woman with a baby in her arms, and in
front of the dais two servanss bringing food and
drink in ornamented bronze vessels. The expression
and demesnour of the principal figure do not
indicate drunkenmess; he seems rather sunk i a
state of emotional exhaustion or utter grief; his eyes
are closed, his limbs relaxed, and were he not sup-
ported by some of the retainers he would sink into
the relicfofsleep,

The mtense strain of an emotion which has passed
18 culmination and slips then into 2 kind of ex-
haustion, is sccentuated and further developed n the
mine figures which form a group in front of the tent.
Orie of them is prostrating himself before the dais;
the others are milling about restessly, some moving
i one direction or another, others bending and
twisting as if intoxicated by the dying rthythms of
the music played on lute and dram. They may have
been dancing wildly, but are now pausing, though
still in 3 state of entrancement, or exhaunsted like the
two men lying flat on the ground. The link berween
this cluster of musicians and dancers and the scene in
the tent is provided by the man who is prostraring
himself; he is pracrically hidden under his white
nuantle, yet he flls I:hfgap,mtnspcak.andhis
boldly tonsured skull stands out just as clearly as that
kind of exaltation, now half suppressed or verging
on sleep, yet evident all through the picture as a kind
of emotional undercurrent.

The exact definition of the motif s not easy, but
some help i this respect may be found in 2 small mk
painting which 1 saw 2 few vears ago in one of the
Shén family collections in Hongkong. The picture
was placed at the head of a long scroll of writing by
Weén Chéng-ming and described as an illustration to
the story about lady Weén Chi, the nuch beloved
and esteemed wife of a Hsinng-tu chieftain, and her
departure from the camp of the Mongols. The
design does nor correspond w0 later Chinese re-
presentations of this well-known mouf, and it is
liard to say whether the interpretation was due to the
Ming painter or attached to an older original, bur it
must be admitred that the bercavement which forms
the p:)ltlmlmgu::ﬂ nerve of the mouf is obviously
expressed i these pictures. It seems also that such
complete, not t say orgiastic, abandonment to
teelings of grief and joy were in better keeping with
the habits of the Mongols than with those of the
Chingse. The Ming drawing shows quite clearly
that the scene takes place i the tent of a chieftain
somewhere in the western region, and his utter
despondency at the loss of a wife who was very dear
to him is vividly depicted.

An exact esumate of the technical features and
brush-work in this picture is hardly possible owing
to 1ts present state of preservation, bur the almost
wire-like fold-lines of the thin garments, which
cither cling very closely to the figures or reflect their
excitement in spiralling or fluttermg extensions; 1s
quire marked. The emotional rension i more
obvious m this picturc than m the preceding one,
where it 1s mamly concentrated m the dancing girls
and the musicians. Another more palpable feature
which is prominent in both pictures is the presence
of the baby cuddled by a2 woman. It may scem
insignificant, but considering the exceprional charac-
ter of such a feature in Chinese painting, we are
inclined to artach some importance to the baby; it
may be, so to speak, a key to the significance of the
maotif in both cases.

The problems connected with the motifs and
stylistic characteristics of these two pictures are too
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complicated to be fully exposed in a few lines, bue
some general points may here be summarized as a
tesult of comparative studies, which, however,
remain rather hypothedcal as long as the pictures
cannot be examined side by side. A certain cor-
respondence or similarity of style between the two
pictures seems 1o us imdeniable, but this depends on
their dertvation from ongmals of the same kind, or
style, rather than on their actual appearances or
pictorial features. This may mn pare be due to their
more or less Bulry state of preservation which has,
at least m the Stocler picrure, toned down the
general effect and to some extent concealed the
original drawing. The linear stylization is not so
distinet here as in the Berenson picture, which offers
altogether 3 more definite ideas of what we would
call the ongmnal style, though apparendy trans-
miitted by a careful copyist,

The style is raceable in the Stoclet picture only as
a kind of inder-drawing through the soft veil of a
highly accomplished pictorial execution, refined but
blurred by age and dire. This is obwiowsly of later
date than the original design; it has brought about a
transformation which points towards the Sung
pericd rather than to any earlier epoch. But, as said
above, the fundamental element of style 15 sull
discernible underneath. and this i obviously un-
Chinese.

The above-quoted combmation of the Berenson
picture ‘with Wei-ch'il lséng’s painting known as
the Dancers from Kutcha may or may not be
correct, but it points in the right direction and is
worth remembenng as an acceptable hypothesis. It
finds furthermore support in another better pre-
served picture which for centuries has been counted
among Wei-ch'ih Iséng’s works.

The picture represenss the Guurdian of the
Northern Direction; i.e. Lokapala Vaidravana, and
exists i two versions identical in design but
executed at different epochs.

One of these pictures, which formerly formed
part of the Tuan Fang collection, belongs now to
the Freer Gallery, while the other forms part of the

Palace Museum collection. The Lokapila is re-

-presented enthroned under a canopy like 2 Heavenly

King. He wears a mail coat and a crown-shaped
headdress and holds the pagoda (his emblem) on his
right hand. On either side of the throne stands a
Bodhisattva, probably Kuanyin and Vajrapani, and
behind them a civil and a military official. The back-
gtound is dark, but there are some light cloudlets
whirling around the canopy above the figures.
Lower down in the picture and quite isolated from
the main group, appear two kneeling musicians and
a girl dancing on a round mar. The bearded man
who is playing the lute has 2 crown of curly hair
around his tonsured skull; he looks inspired,
whereas the girl in tightly pleated garments and
Auttering scarves is whirling in a rapturons fashion,
moving her legs and body far more vehemently
than any Chinese dancer might do. There can be no
doubt as to the foreign origin of these figures.

The version of the picture which is now in the
Freer Gallery has passed through some well-known
collections in the Ming and later periods and been
ascribed by prominent critics, such as Hsiang Yitan-
picn, Chang Ch'ou and 1 Ping-shou, to Weich'ih
Iséng! but according to the critical notes by
John E. Lodge in the Freer Gallery, it should be
classified s 2 copy probably not executed before the
Yiian period, a date corroborated by the somewhat
dry and mechanical execution with uniformly sharp
lines and great msistence on ornamental details and
the like.

The relatively late exccution of this picture
becomes evident also through a comparison with the
other version of the same compasition belonging to
the former Palace Museum collection, which is
provided at the top with an inscription in gold
lewters contaming the words: "Pin-ka-lo with all
his Treasures, by Wu Taoc-tza", It is executed
with colours and golden outlines on dark greenish
! The picture is described in dewil by Chang Ch'ou i Ch'iee-he
shu-Suss famg, vol 111 and fias in moderm times been
i Chiung-¥sio mirg-hoia chi, in Otasiat. Zeitechelft, vold, coe It

i known under the nile: “T len-wang mnder Clonds, or Tlicn-
waitig Holding 2 Pagoda”™.



THE 5IX DYNASTIES AND THE SUIL PERIOD briv

silk, in a very refined technique characteristic of
early Buddhist paintings, such as sitra-illustrations,
Wu Tao-tzii's tiame is rather surprising in this
connexion, but it may be noted that, according to
Chang Ch'ou, Wi Tao-tzi used Weich'ih I-séng’s
"Tien-wang” as a model for a painting of his own,
a statement which may refer to the picmure here
under discussion. Since the other version of the samie
picture, as mentioned above, ever since the Yiian or
early Ming period has been described as a work by
Weich'ih l-séng, there can hardly be any doubt
that the so-called Wu Tao-czit version also is based
on Wei-ch'ih’s model. The clinching proof of the
correctness of this conclusion 1s offered by the two
kneeling musicians and the dancing gitl below the
throne of the Then-wang; they are obviously in
their types, costumes, instrumients and manners
representatives of Central Asian rather than of
Chinese art-traditions, and as the same fAgures also
appear in the Berenson scroll, we need not add any-
thing further about their ongin. The attnbution of
the present picture to Wei-ch'ih may or may not be
correct, but it evidently is an early painting which
contains elements borrowed from Wei-ch'ih [-séng,
and it may be said to confirm our views of certain
pictures which reveal such fearures of sryle as corres-
pond to the descriptions of Wei-ch'ih lséng’s works,
L3 * -

The pantings which we have described as ex-
amples of the school or manner of Weich'ih [-séng
form only a minor group among the numerous
Central Asian art-products in the Far East., Iséng
may well have been the most important among the
artists from Khotan, Turfan or Kutcha who came to
seck their forme in China ar the beginning of the
Tang period, but he was not the only one, as
proved by the records previously mentioned and
some of the Tim-hiang paintmgs to which we will
revert presently. No less important as evidences of
the Central Asian clement in Far Eastern art during
the Sui and early part of the T'ang dynasty are some
of the specimens of decarative art either imporzed
from the above-numed centres or — possibly to a

larger extent — made in China or Japan by artists
who had been called in from the Western countries,
because of their skill in certain arts,

The most extraordi store of such works of
art may today be seen in the imperial treasure-house
in Nara, known as Shast-m, which has remained
practically ntace since the eighth century. We have
no intention of entering here into a discussion about
the origin of the numerous poticries, textiles, meral
works, wood-carvings, etc. preserved in Shss-in,
even though many of these objects could be used as
illustrations of the artistic mterrelations between
Central Asia and the Far East, but we would like 1o
mention two of the most mmportant string instru-
ments becanse of their painted decoration. These
paintings are executed with thick pigments on the
so—called kambochi. (ie. the leather zone covering
the portion where the plectrum strikes), They re-
present in the one case 2 mountainous landscape
with a group of four musicians on the back of 2
white elephant, and in the other case; equestrian
hunters pursumg tigers in an open landscape with
mountain peaks in the distance, Neither of these
scenes has anything in common with Chinese art of
the time, as we know it through descriptions and
copies; their general characteristics are rather Indo-
Persian, and one may find particularly in the draw-
ing of the figures and the horses more likeness with
Persan mumatures of later date than with Chinese

It may not be necessary here to descnibe these
paintings more closely or to analyse in detail their
features of style, it would only serve to confirm the
general impression noted above and perhaps give us
some idea of the element of rustic vivacity which
also may be noted n some of the minor illustrative
scenes in the Tun-buang wall-paintings. The
painters who ongmnated from Khotan or Kurcha or
otheér places in Central Asia, and who had been
trained according to the Western rather than the
Eastern 1deals, were apparently particularly esteemed
in China because of their unconventional realism,
which served them well as illustrarors.



The T‘ang Period. The Great Expansion

Tae BIsTORICAL events which followed after the
overthrow of the Sui dynasty and which alter 2
critical period of internal feuds led to the firm grasp
of the supteme power by Li Shih-mm — China's
man of destiny who beame the emperor Thai-
tsung (627-49) — are relatively well kmown and
need not be retold at this place. By his rrmarkable
personal ability as a seatesman as well as a general,
Tang T ai-tsung laid the foundation not only fora
great political organization but also for a cultusal
development of wider scope than ever before since
the Han period. His activiry as s nation-builder was
closcly bound up with his educational and rehigions
interests, the high value he set upon various forms of
spiritual achievement. He was, to begin with, a
strict Confucianist, bur his amntode towards Bud-
dhism became, as the years passed, more and more
sympathetic largely owing to his friendship and
reverence for the great Buddhist teacher Hiiian-
tsang, who in 645 returned to Ch'ang-an after
sixteen years of pilgrimage in India and whose
influence in the Chinese capital atmined striking
proportions. But the emperor also showed benevo-
lent tolerance towards ather religions, for instance
Nestorian Christianity, Zoroaserianism and Mani-
chacism, in accordance with his declaration that
“religion has many names, there have been many
wise men, and even if their teachings differ, they can
be a blessing to mankmnd”. Tacism alone was not
much esteemed by the ruler, but it was allowed to
remain in existence in spite of an carly edict directed
againstit,

Through T ai-tsung’s firm and far-sighted policy
the Chinese empire had become the dominating
power in Asia, a position which it maintained also
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under his successor the empéror Kao-tsung (650—
683). Ch'ang-an became more than ever a city of
international repute, where scholars, artists, trades-
men and arrisans gathered from even far distant
countries. The linguages of lIran and Arabia, of
India and Central Asia, of Japan and Korea were
heard in the crowded bazaars, where foreigners
picturesque costumes mixed with the more plainly
dressed Chinese merchants who, as a rale, got the
better of a deal. This foreign influx acted as a
stmulatmg 1mpetus on the development of the
spiritual as well as the material resources of the
country, but it should be noted that whatever the
Chinese received from foreign sources was assimi-
lated and transmuted in accordance with well-
established mental moulds, and became thus an in-
regrating clement in the sweep of areatve forces
which extended from Chinese centres over large
parts of the Far East. This is quite evident for
mstance in the field of paimting and sculpture which,
m spite of notable influences from India and Central
Asia, developed into the characteristically Chinese
mature T ang style dominant during the second half
of the century not only in China proper but also in
Korea and Japan. The emperor valued these arts
particularly in so far as they served to embellish the
new temples and palaces, but there were also
painters attached to the court for the special purpose
of making records of the many strange people and
envoys from foreign countries who came to present
their homage to the Chinese emperor, “so that
future generations would be able to form some 1dea
of the glory and magnificence of the T'ang court”
Several of the famous masters of T'ang paintng
started their activity in the reign of Kao-tsung, but
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it was not until the beginning of the next century
that the full fluorescence in this field became manifest.
A period of transition followed after the death of
Kao-tsung in 683, when China was ruled by the
vigorous but ruthless dowager empress Wu-hou,
“the Peer of Heaven”, who lavished the resources of
the empire on a brilliant court and splendid new
temples, finding her most intimate assistants among
the Buddhist monks. A political erisis was im-
minent at her death (705), but it was averted by the
ascent to. the throne of 2 new and brllant person-
ality, the young emperor Hslian-tsung (713-756).
The beginning of his reign, marked by a successful
stabilization of the interior sitnation and a firm
stand against the aggression of outward enemiies, was
very promising, but as years passed the flaws m his
personal character became evident. Affairs of state
were neglecred while the emperor devoted himself
to Tasist practices, luxurious entertainments, and
the beauties of his inner court. With all this there
was an inefficeable romantic glow running through
the reign of Hsitan-tsung, brought about by the
creative forces which at that time rased art and
poetry to alevel of immortal glory; Itmay be called,
mutatis mutandis, » Periclean age in the Far East.
It was then thar the literary academy known as
Han-lin was founded, an insttution to which
prominent painters were also admirted, while the
higher musical instruction was imparted in another
academy named after the Imperial Pear Orchard,
The members of thess institutions were by nio means
simply courtiers, favourites and dilettanti. but
comprised such immortal geriiuses as the poets Li Po
and Tu Fu, 2 writer like Han Yii and painters like
Wu Tao-tzi1, Li Ssi-hsiin, Wang Wei and others of
the most famous masters of T ang art. There was for
a while, during the early part of the eighth century,
an inflow of genius in Chinese are which lifted it,
figuratively speaking; to the peaks of imeless fame.
The emperor was no doubt appreciative of the
fine arts, which served him well and contribured to
the aesthetic atmosphere at the court, but he lacked

deeper imderstanding of the spiritual sources of

arrangements and ceremonial practices in accordance
with Taont mies. As an example of this may be
remembered the high tower which he cansed to be
constructed in the palace garden as a dwelling place
for Taoist Immortmls, and where some of these
favoured individuals stood in the carly moming
hours with large bowls in their hands in which they
collected the dew that was to serve as an ingredient
in the elixir of life, Another Taoist adventure
sponsared by the emperor was the expedition to the
Isle of Bliss, composed of some young men and
girls, which never returned from its search i the
Eastern Sea.

The only thing beside Taoist lore which retained
some mfluence over the ageing monarch was the
irresistible charm of the beauties of the mner court.
Most famous among these, and best known perhaps
of all the ladies of destny in China, was Yang Kuex-
fei to whose whims and ambitions the emperor
became a slave. The danger of this situation became
apparent when through her intrigues with a general
of Turkish descent the lock-gates were opened for
interior revolts and aggressive enemies. The events
that ensued have often been rerold in history as well
as in poctry: the tragic flight of the imperial court 1o
far-off Szechuan, the sacrifice of the miquirous
Yang Kum-fei 1o the truculent soldiers, and the
plundering and burning of the abandoned capital,
the first in a series of devastations by which alio a
great number of priceless picrures were reduced o
ashes. It need hardly be added thar these events had
a disastrous cffect on the activity of the painters and
poets. Some of them managed to escape, others
were forced into the service of the rebel leader.
Tu Fu has recorded impressions of the situation in 2
poem, the bumning of the imperial palaces and the
massacre of the population while he and his family,
“stumbling on foot. . .in mud, i nure, clung w
one another’ . And when Li Po returned 1o Ch'ang-
an after the destroction he exclaimed: “Alas, O
traveller, why did you come to so fearful & place!™

These conditions did not, however, last for more
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than about 2 year or two; the rebels were beaten
back by the imperial armies under some able
generals, and the new emperor, Su-tsung (756-761)
who had ascended the Dragon Throne on the
abdication of lus father, re-entered the capital with
his court. He was not particularly interested in
artistic pursuits, but a cerram umount of reconstruc-
tion was evidently done in the capitl, though the
city never regained its former importance. The
rebellion imd, S0 £0 53V, O away the vell r_'-f'glory
from the Chinese court. The inherent weakness of
the imperial government had been exposed, and the
emperor’s word was no longer the supreme law in
the Far East.

In addition the border states in the south, in the
notrth and in the west, which for a century or more
had been tributarv to the Chinese government,
rnanifested their independence by more or less war-
like methods. The most aggressive among these
border populations at the time were the Tiberans, A
few months after the passing of the cmperor Su-
tsung (763) 2 Tibetan army of more than 200,000
men swept into China, forcing the boy emperor
Tai-tsung (763-779), who now occupied the Dragon
Throne, to leave the capial together with the court
and seck refuge in Lo-yang. Ch'ang-an was left
undefended, open to plunder and devastation, a
chance of which the Tibetin army ook quick and
thorough advantage, Neither life nor property was
spared, and everything that had been reconstructed
after the first disaster fell a prey to the flames. But
the Chinese had sall an ‘able military commuander,
general Kuo Tzi-i, who with the support of
Uighur and Arab troops succeeded in driving out
the Tibetans. This was, however, by no means the
end of the troulle, The Tibetans retumed i less
than two years, and this time in company wath the
Uightws, the former allies of the Chinese. Complete
disaster was averted by diplomacy, but no definite
peace was established. The conflict kept on in a
see—saw fashion for several decades, until the Tibetans
withdrew voluntarily to their wild and mountainous
home country.

The House 0f Li, i.e. the T"ang dynasty, continued
to occupy the throne unnl 906 in spite of repeated
defears in wars against neighbours and several
dangerous interior rebellions, The representatives of
the supreme power lost gradually more and more of
their personal imitiatve and influence on the affairs
of state and sought compensation in Taoist practices
with the hope of obraining powers of 2 more -
worldly kind, We are told, however, thatr “the
elixir of life” prepared for them by Taoist wizards
was in several cases very effective in shortening the
rulers’ lives:

I

Wharever we may think of the political organiza-
tion of the T'ang dynasty, and granting it did not
prove scrong enough to preventa gradual decay and
final dissolution of the empire, we have to admit
that it led tor an entirely new contacr with the out-
side world which had a sumulating effect on the
development of Cliinese art and civilization, The
trade relanons with Western Asia  founshed
abundantly as long as China was considered the
greatest market m the world, and in the wacks of
commerce followed artistic impulses, partly trans-
mitted by refugees from India and Iran or from
minor countries in Central Asia. Bur, as said before,
the foreign impulses were recast in Chinese monlds,
and China exported its own products, especially
silks and céramics, to many foreign couritries.

More important than the commercial exports
were, however, the cultural, f.e, religious and artistic,
influences radiating from Chima to the neighbouring
countries, Japan, Korea, Tibet and Indo-China.
Young men from these and other parts of the Far
East came to China m great numbers to acquire
education and skill of various kinds which they
wansplanted to their native countries, and this
became evident in religion and political administra-
tion as well as in literature and are. The diffasion of
Chinese art in Japan and Korea became thus most
considerable in the seventh and eighth centuries, and
hand in hand with this went the transmission of the
Chinese forms of Mahiyina Buddhism.
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The transformation of Buddhism, which had been
going on in China during the Six Dynusries and the
Sw, continued during the first part of the T'ang
dynasty and gave rise to several new schools, which
became of importance for the development of
religious life not only in China bur also in the
neighbouring countries. Hstlan-tsang, the previously
mentioned great teacher, who returned from India
in 643, founded the Fa-hsiang school (called Hosso
it Japan). Related to this was the Hua-yen (in
Japan: Kegon} school, which hid 2 more pan-
theistic leaning, whereas the Li-tsung, or Vinaya
school, inculcated extremely severe monastic rules.
A closer analysis of these and other Buddhist schools
active at this time, such as the mystic or symbalic
panthelsm called Michiao (Secrer Doctrine), or
Chén-yen (True Word), or the older schools,
Ching-t'u, T'ien-t'ai and Ch'an, or Dhyina, is not
possible at this place. They all had their importance
in different dircctions, but those which influenced art
most directly were apparentdy the older schools
which the Amida worship had 1 prominent plice,
and graduaﬂy, also the Chén-yen,

During the earlier or expanding era of the Tang
dynasty, Buddhism had on the whole a favoured
position; Kao-tsung in particular was a devoted
Buddhist and so was the dowager empress Wu-how,
Hsilan-tsung onge 1ssued an edicr agamse the bmid-
ing of new temples and ordered twelve thousand
monks to return to secular work, but measures of
this kind soon fell mto oblivion and were followed
by reactions in favour of Buddhism. The old-
tashioned strict Confurianists were, however, never
willing to accept the social regulations and principles
of 2 monastic and mystic religion such as Buddhism,
and their disapproval of the support given to it in
official quarters found sometimes such scathing
expression as Han Yii's famous memorandum to the
throne (of the year §19), in which Buddha was
characterized as a barbanan from the West with no
loyalty to his father, and his kind and his teachings
were severely ndiculed.

Still more dangerous, however, was the opposi-

tion of the Taoists, inspired by fear and envy of the
influence. of Buddhism in high quarters. The
Taoists, who played on the moral weakness and
superstitious mchnations of some of the emperors,
did not miss any opportunity to represent Buddhism
as a dangerous forcign reaching leading to political
and social unrest and disloyalty, Whenever Taoism
gained favour at court, Buddhism was placed under
suspicion and sometimes persecuted. The most
severe of these persecutions was started under the
emperor Wu-tsung (841-846), who was complerely
dominated by his Taoist advisers, He tumned against
all “foreign’” religions in China, directing the first
stroke at the Manicheans (843) and then imposing
similar bans successively on the Zoroastrians, the
Chnistians (Nestorians) and, last bur not least, on the
Buddhists, The measures chosen to suppress thess
various religions were not simply edicts or proscrip-
nions, but took the form of ruthless deéstruction and
confiscation, even murder. A number of Manichean
nuns were killed; the others forced to retum to
secular lite, The same applied to the Buddhises.
According to tradiional records, no less than
250,000 monks and nuns were forced o seek
worldly océupanons, the temples and monasteries
(to the number of 4600) were burnt and their
property confiscated. Tt is possible that these tradi-
tional figures are exaggerated, but there can be no
doube that the persecution aimed at a complete
extermmation of these religions, and that the
measures apphed entaled the destrucnion of great
quantities of religious art, wall-paintmgs, statues,
decorative objects and scrolls, mainly produced by
the leading masters during the Sui and T ang periods,
Efforrs were made by the successor to the throne,
Hsiian-ssung  (847-859), to redress some of the
wrongs done to Buddhism by revolang the edicts
and by despatching the Taoust instigators to ther
Paradise, but the damage could not be undone, and
the old schools of Buddhism had neither the spiritual
vitality nor the material fcilities to attain the
dominating position which they had held in times of
glory and expansion,



Paintings at Hory@ji and Tun-huang

Durineg tak eardy part of the Tang dynasty as
well as n the Sui period, painting m China was sl
to a large extent attached to the religious institurions
and inspired by Buddhist ideas, a condition which
no doubt faciliared the infiltration of foreign ele-
mients of style. They were imported from India and
Central Asia, concomitant with the religious ideals,
and they were transmitted partly by foreign painters,
as previously mentioned, sud partly by Chincse
pilgrims who brought back i of
famous scalptures and paintings from the holy lands
of Buddhisn. The best known among these pilgrims
was, as said before, “The Master of the Law",
Hsiian-tsang, who on his retam to China . 645
brought with him seven statues, representing some
of the most famous Buddhist icons, and 3 great
number of manuscripts, The former served, at least
in part, as models for Chinese statuary m Ch'ang-an.
Painted jcons are not mentioned among the things
brought back by Hsitan-tsang, but we are told that
the Chinese artist Sung Fa~chih, who was attached
to the official embassy of Wang Hsflan-<'¢,) made
copies of a number of famous Buddhist pictures in
India. Another artist who seems to have taken part
in the same embassy was Fan Ch'ang-shou® because
when later on Wang Hsilan-1s'€’s travels were
published in the form of a chronicle called Hii-kuo
chili, this was provided with illustrations by Fan
Chang-show. But beside these officially known and
tecorded channels of communication, there must
have been many minor links or personal contacts
about which nothing is known. We can here only
note this general tendency or stylistic onentation of

8z

Buddhistic panting in China at the beginning of the
T'ang period, but since none of the grear temple
pictures in Ch'ang-an and Loyang, or elsewhere in
central China remains, it is no fonger possible to
obeain first-hand information about Buddhist paine-
ing in China at the time. The only examples still
exasting are to be found in ornear the borderlands of
China, and to what extent they correspond to the
wall-pamtings which, according to Chang Yen-
yitan, decorated the temples in the capitals, is more
than we can tell. But since the later in most cases
were the works of prominent masters, they may
indeed have been of a more advanced type than the
majority of the wall-paintings at Tun-huang, which
nowadays offer the main material for the study of
religious paintings in the T'ang period.

Until recently there was, however, another group
of such paintings, mote restricted but hardly less
important because of their superior artistic quality,
to wit the wall-paintings in the kondo of Horyiiji in
Nara. These mestimable pictures, generally placed in
the highest class of Far Eastern art, were partly
destroyed and partly severely damaged by fire on
January 26, 1949, What remain of them are mostly
ghost-like shadows of a former glory beside some
minor fragments of secondary figures and orna-
mental patterns. But since my impressions of the

I'Wang Haiian-ta'8 was sent in 46 by the Chinese emperor an an
embassy of good will w the Indisn king Kanyakohjz, who
however died before the envoy amved in 643, After various
warlike adventures Wang temumed o Ching with large boory
iy 5,

® These Chinese artists are mentioned by Omurs in gt
mei-shu shik, p.os.
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Horyujt paintings date from earlier years when they
were in a fair state of preservation, though partly
worn and damaged by humidity, some of the
pictures are here described and reproduced as they
appeared before the disastrous fire.t

The series meloded four major compositions
(e.24 x 3 metres) consisting of an enthroned Buddha
surrounded by adoring bhikshus and Bodhisattvas
and cight narrow pancls between them, representing
single Bodhisattvas. Two of the Buddha figures
have given rise to somc uncertainty is to their
identification (partly owing to their poor conserva-
tion but also to the orientation of the building, which
is not strictly in accordance with the four main
quarters), while the two others can be defmitely
named: the Buddha on the west wall is Amitabha,
represented berween his two usual acolytes, Kuanyin
and Ta-shih-chih, and the one on the eastern half of
the north wall i Bhashajyaguru (Yakushi), the
Buddha of healing, surrounded by a larger number
of Bodhisartvas and bhikshus.

The Buddha on the east wall, facing Amitibha,

may be Sakyanumi, though sometimes mnterpreted
as Ramasambhava (Hoshd) “the Buddha of previous

’T‘heﬂmmiaﬂu;mth:fht&ulﬁmhﬂnytﬁjimjmmqm,
1949, have been exrenaively recorded o Japancie a3 well =8
foretgn publications. (see for fvtaice Budekeyd CGedjutsi, 11, 1049,
and Oriental Art, 11 1040), md the secountt have made it
m:malthcdmnmmmmnibvnrdmmﬂﬂ‘pmtnf
the painters who at the time were occupied in making full-size
copics of the wall-paintngs, They had lef m elecric hearing pad
artached to the current overnight, which becarie over-heared
and started the fire. It shoold, however, be remmenrhered that the
Judicial suwthorities who mvesigated the cne did ooe find
sulficient reason o melsare our 3 penalty on the paintens for the
disaster; they were fimally acquitted by the court in April 1957,

The kondo, winch now (1951) s completely demuolished (with
the exception of the nmd floor with seane plinths), was ar the
time of the fire in the sume condition i which it kad been Lepe
during the war, te. reduced to an emipty one-storied building
umiler a sheet menal toof, The upper story and the high roof had
been removed, and the room hail been dended of all ies pormble
coutcnts. The only artisic recasres still remaining were the
wall-pammgs, and they were destroyed or irreparshly damaged,
fiot oaly by the intee hoat of the fames m the closed roamy; bar
also by the water which was pumped men the room mamly
through s large hole that the Bremen opened in oar of the walle.

Ity ovder to presove whatever remaimed of the: plastered maud-
walls and their decoration a4 completely 1 possible, it becane
necessary o remove them aitogether, They are now kept in 2

birth", He is seated on 4 high dais and is accompanied
by two standing Bodhisattvas and four monks, The
fourth of the Buddha groups, which occupies the
western section of the north wall, was so badly
preserved already before the fire that it was hard to
obtain a clear impression of all the figures: the
central Buddha on the lotus throne was visible only
in part and the three or four acalytes on both sides
could hardlybe distinguished. According to the most
commonly applied scheme of arrangement, this was
a Maitreya, the Buddha of the furure 2

The eight Bodhisactvas who filled the @ll panels
between the main compositions, either standing or
seated on lotus thromes, were only in a few instances
definitely characterized by attributes, as for instance
two different forms of Avalokiteivara (Kuanyin),
the one with eleven heads, and Samantabhadrs
(P'ubsien) on the elephant. His wsual companion
Maiijudri (Monju) could be recognized in one of the
other Bodhisattvas, though placed on a lotus throne
mstead of on the habitual lion.

The best preserved of the large compositions were
the Amitibha trinity and the Bhaishajyaguru group,
two great works of art which in spite of fundamental
temporary storehouse covered swith thick, firmly fixed nilsber
sheets, while the more or less scorched and bumed pillars and
beamn are stored . another place, Relatvely well preserved
wminor portiom from the upper secthon of the walls were, how-
ever, ot the-tithe of wy visic {in May 1951, in the wndio of the
painters. They served a3 models in the preparation of full-siee
cpreoemis of the wall-parrmmgs {based on earlier copies and large
phorographs | which eventually will he ramferred 1o the walls in
3 newlyerected building, On my last visit to Horyajl, in
MNovember 1954, the reconstruction of the kondo had been coim-
pleted but there were mo pictors on the walle

® The icomograpluc problems connécted with the idemification
of the vanows Buddhas and Hodhusarrvas represented in the
Horyjl kondoe bave been onder discuspon ever snoe the
thirteenth contury and are sill not completely solved. Numeram
Japanese suthoritics have contribated to the discimion, but it
would carry s too far 10 give = desiled repor of their ideas; 1t
omay be enough o refr w T, Naito’s publiction Horpi
Hegiles po Kienkyii (1932), pablished in an English transfation by

“W. R. Acker and B, Rowland under the title The' Wall-Paintings

of Horpiii (1943). For futther mfirmaton regacding bater
Japancse publications dealing with the sims problemsy we noy
refer the reader to Alexunder C, Sopers article " Reomt Japanese
Literanure on the Horyip Frescoes™ i the For Easern Quarferfy,
Todg,
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correspondences in style and execution, always
impressed me a5 being the works of two distinet
artists; the Amida trinity being the more harmoni-
ously balanced and perfect work of art, though the
other picture was a richer and more variegated
composition. The Amitibha trinity derived its
impressiveness from the air of meditative repose that
characterized the Buddha as well as the two wmll
Bodhisattvas, and perhaps also from the fact thae
there was cnough free space between them to make
each figure stand our independently. The small
adoring figures on lotus flowers placed at the sides
of the canopy and of the backing of Buddha's throne
hardly detracted from this impression of spacious-
ness. The centmal figure was more like a statue than
like 3 human being, but as such, a sublime symbol of
peace and equanimity. The beautiful hands placed in
the mudsi of teaching (dharmachakra) were more
mpressive than any words, And as the two Bodhi-
sattvas turmned shightly inwards, they seemed 1o be
listening to the teaching here expressed in symbols,
Their expression was infrospective, but their forms
were tall and strong like those of the best Thang
sculptures. One might easily be led w suppose that
the artist who executed this group was also a good
sculptor,

The Buddha of healing was seated m western
fashion with both feet on the ground and in his
lifted right hand held the casket of medicine. On
ather side of him stood two Bodhisattvas, two
Lokapilas (the Guardians of the World) and ane
adoring bhikshu. Lower down, hardly distingush-
able, stood two worshippers, while apearas with
fluttering scarves soared ar the sides of the canopy.
The composition ‘was impressively hieratic though
rather crowded. The very tall Bodhisattvas with
‘embroidered dhotis and jewelled necklaces stood
partly m front of each other; of the Lokapalas and
monks who were placed further back on s higher
level, only the busts could be seen, Here one missed
the sense of ease and repose so characteristic of the
more spacious Amitibha group. The picture was
more impressive through its decorative qualities and

refmement of detail than through any air of
religious significance. It was the work of a great
painter, hieranically lofty and beautiful, but not so
austere and detached from worldly sentiments as the
Amitibha groap.

Similar observations may also be made on some of
the single Bodhisattva figures, which were remark-
able through their combination of dignity and grace.
Their full and well proportioned forms were
rendered m a manner which did justice to the soft-
ness of the limbs, the gracefulness of the postures and
the ormamental richness of their apparel. They were
fundamentally statuesque with the noble bearing of
great Tang sculptures and yet, owing o the very
sensitive. technical execution, attractive through
their pictorial beauty,

The common designation of these wall-paintings
as “frescoes” s misleading; they were not painted
“al fresco”, f.e. on wer plaster, but on s carefully
polished dry surfice. The contours and main
structural lines weee first fixed with {ndia ink and. in
the flesh pares, with red ochre, and this design was
then gradually filled out with mineral and vegerable
pigments mixed with an adherent which, liowever,
has not proved strong enough to bind the colours
safely to the plaster:! they have to  large extent
fallen off as dry powder or faded, makmg the
semsitive drawing plainly visible.

It may be noted that the colouring was carried out
aceording to a method which, though not exactly
corresponding to modelling m light and shade,
produced an effect of plastic relief: the best Among
the figures stood our as full three-dimensional
forms - the Buddhas recalling carved wooden
statues —in other waords, they were remarkable for
their scolpruresque quality, a fact rthat makes s
recall the praise bestowed by Chinese historians on
pamtings by Central Asian artises.

No defmite documentary informarion is available
regarding the orign of the Horviiji wall-paintings,
'A descrpuon of the techiical method employed o these

paimings & given by my friend, the late Jean Buhor in his
Histoire der Aty du Japom, |, p-94 (Paris 1949).
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their time of execution or the masters who did them,
only a certain amount of circumstantial historical
evidence which has been variously interprered by a
number of specialists. A full report on their opinions
would carry us too far, but it should be noted that
with regard to the date they are divided into two
main camps, the one represented by historians who
hold the opmion that the pictures were execured at
the end of the seventh century, while the anthorities
of the other camp find it more probable thar the
pamtmgs were not done untl 730 or later. The
birst-named historians accept the date 670 for the
rebutlding of the kondo after a destructive fire, and
they remind us of the fact that some forty vears later,
i.¢. in the Wado era (708~714}. an outer gallery was
added to the building to protect the main walls,
which consisted simply of stunped carth and plaster
on wooden frames. Such 4 measure of protection
against humidity and changes of temperature would
hardly have been undertaken (according to the
above authorities) if the pictures had nor existed and
shown signs of deterioration at the time.

Some of the authorities who consider a later date
more probable have tried to associate this with
records about certain historical personages such as
Lady Tachibans Michiyo (d.733) whose famous
bronze shrine stood on the main altar of the kondo,
and the monle-artist Doji who spent sixteen years in
China, returned to Japan in 717, and died in 747. He
is said to have “set the standards both in building-
construction and form-fashioning”, and to have
transmitted to Japan the noble Indo-Chinese stvle of
Buddhist art so beautifully developed in these
paintings,!

But to whatever period or master the critics may
have assigned the Horyiji wall-paintings. no one has
been able to deny that their fundamental character is
not Japanese, nor purely Chinese, in the stricrest
sense of the termy, but rather a combination of Far
Eastern and Central Asian elementss of style, In
examining the mam compositions we have observed
their relation to somie of the finest Chinese works of
art of the T'ang period; they may indeed be said to

express the hicratic dignity and vigorous beaaty so
characteristic of T"ang art at its best, yet at the same
tme revesl in the treatment of the garments, the
diadems and other decorative details, seylistic con-
nexions with the religions art that flourished ar some
of the Buddhist centres along the pilgrim roads
leading from India through Central Asia to China
and vice-persa. It is, however, difficult, particularly
in the present state of the pictures, to disentangle the
various stylistic elements that may be found in them.
They are, as a marter of fact, so harmoniously
blended and so completely absorbed by the execu-
tive painters that the paintings give the impression
of a rich and full nataral outgrowth from 2 soil of
homogeneous artistic cultare, Different conclusions
as to their stylistic origin may indecd be possible, «nd
if we from a formal pont of view are inclined to
stress their conmexion with the Buddhist are of
Central Asia abour the middle of the seventh
century, we must at the same time admit that this
had been grafted on the sturdy rrunk of Chinese are
which at the ttime was spreading its branches over
large tracts of the Far East.

I
The wall-paintings executed 1 the Ch'ien-fo
rung during the reign of the T'ang dynasty were
far more numerous and varied than the painted
decorations made there during esrlier periods, The
period was long, comprehending almost three
centuries, and offered almost endless opportunities

for religious painting because Buddhism reached

some of its high-water marks in China during these
centunies, Conditions were thus most favourable for
an increasing arristic activity ar Tun-huang: it was
only towards the end of the period that it began to
ebb out when the Chinese lost their political hold
on this part of the country.

In order to establish 4 more convenient general
survey of the mich artstc material of the T'ang
period in the Chlien-fo wng, the Tun-huang
' €f. Alexander O Sopor's article “Recent Japancse Lirerature on
the Haryiii Freseos" in the Fir Eameon Quarmorly, 1040,
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Institute (as well as some inde t Chinese
historians) have proposed to divide the paintings
nto four groups, orsnccessive stages, which roughly
mark their chronology and the stylistic develop-
ment, These should, according to the Instirute, be
dated as follows: the first, called “the beginning”,
618-712; the second, called “the apex™, 713-765: the
third, called “the middle”, 766-820; and the fourth,
called “the end”, 821-860.

Another way of dating the four periods which
perhaps accords more directly with the historical
events, was proposed in 1949 by one of Chang
Ta-ch'ien's students; the first 618-684, i.e. to the end
of the Kao-tsung reign; the second 685-741, Wu-
hou's and the major part of Hsilan-tsung's reign,
i.e. the period of brilliant cultural development; the
third 746-755, a period of political havoc and
reversions; the fourth 756-860, comprising attempts
at a restoration of the impenal power, gradual
decline and the loss of Tun-huang to the Tibetans.
During the years when the Tibetans occupied the
Tun-huang oasis no artsuc work of importance
seems to have been accomplished there, but later on,
under the Liang and the early part of the Sung
dynasty, the activity at Tun-huang was resumed with
considerable fervour and success, particalarly on the
incentve of some members of the Chang and Ts‘ao
families who resided there as almost independent
governors,

All these different periods are represented by 3
certain number of wﬂl—painr.ings, some of them
with dated inscriptions, but the greatest number
belong to the first period. It comprises over forty
caves, and at least two of these are dated, ic. in
accordance with the years 618-26 and 686, Other
dates of the later periods are: 742. 746-55, 760, 776,
860 and possibly a few more, all of which are useful
evidence for the classification of the rest of the
muaterial, which may in part be dated by comparison.
But it need hardly be pointed our that a thorough
classification of nearly a hundred caves is quite
impossible withour a sufficient number of photo-
graphic reproductions. We can here only direct

attention to a few of them and describe some typical
examples among the wall-paintings.

The pictorial decoration in most of the cave
chapels of the T'ang period includes at least one
large Paradise compesition (sometimes two or
more} and beside these a number of minor illustrative
paintings arranged in borders at the side of the
Paradises or in separate sections on the side walls.
The former, which cover very large spaces, are a
kind of symbolic pictorial transposition of visionary
descriptions given in certain Mahiyina scriptures of
Amiribha's or Sak}rammﬁ’s abodes for the Blessed,
whereas the latter are illustrations to Jaraka tales or
popular stories relating to the lives of the Bodhi-
sarevas. The Paradise compositions are thos from a
formal viewpoint abstract constructions usually
consisting of an architectural framework and a great
number of blessed beings placed within it grouped
m tiers and sections around a large central Divinity
in human shape. Their decorarive effect depends on
the balancing, in design and colour, of the large
masses of rather uniform figures, be they Buddhas,
Bodhisattvas, guardians, musicians, apsaras or
human souls, which occupy the various compart=
ments of the huge celestial pavilions thar rise on
slender poles from the lotus lakes. The general rype
or pattern of these compositions was no doubt
imported with the Mahayina scriptures from
Central Asia, but it could be enlarged, developed ar
reduced according m the space available and the
ideas of the leading artist. The actual work was
probably performed by a whole staff of pamters
specializing in various details or standard elements of
these mammoth compositions, The formulae of
these pictures were certamly no inventions of the
painters who executed them in the Ch'ien-fo tung:
they had been developed at the Buddhist centres
further west in conjunction with the spreading of
the Mahayana teachings abour spiritual realms to be
reached or visioned through proper study and
meditation. The painters who were engaged in
executing these paintings may not always have
uniderstood their far-reaching import, but they
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worked according w a programme which retained
clements of hierarchical exaltation that makes
the pictures impressive even when they are not
great works of art in the proper sense of these
words.

One of the most complete and best preserved
representations of Amit3bha's Paradise is the picture
m Cave 172 (P.118 C) which, as it alio exists in a
colour reproduction, may serve as an example of
this kind of hieratic composition (PLs6). The copy
of it exhibited in Peking (1954) was distinguished by
a rather light colouring dominated by the grecnish-
blue tone of the background and the lacquer-red of
the wooden frames, from which the soft brown of
the figures easily detached themselves. The decors-
tive effect was quite cool and harmonious, but
rather indifferent. It made one realize thar pictures of
this type can be appreciated only when seen in the
dim light of some cave chapel, where age and
incense have contributed to give them something of
the mysterious armosphere of intangible visions. In
the clear light of 2 naked hall they appear to the
untrained eye rather bormgly elaborate, like intricate
ceremonies performed with minute exactitude, but
without the least emotional appeal or indication of a
spiritual significance.

In Cave 217 (P.70), one of the largest and most
important chapels from the second T ang group, are
0 less than three Paradise paintings, i.e. Amitibha's
on. the west, Bhaishajyaguru's on th ceast and
Sakyamuni’s on the south wall, The simplest of
these Paradises is the last-named. Sakyamuni is
placed on a high das; he is accompanied by a dozen
nohle Bodhisattvas, some at.his side, and some
below. There is no lotus-lake, no architectural
framework, only three decorative canopics sus-
pended over the figures. At the upper edge, on
the clouds, may be distinguished some indications
?IEIIL heavenly region with pavilions and gateways

-57)-

The Paradises of Amitibha and Bhaishajyagurizare
more elaborate and not always casy to distingmsh
fmmmrhqthcr.'[h:irm:inﬁgmumphccd {asin

the previous example) in symmetrical groups on
stepped and balustraded rerraces, divided by canals
or rising from the lotus-like, while the uppermost
region is filled with pavilions, gateways and rowers,
which form a sort of crowning decoration to the
whole scene. These elements may be observed in the
picture on the right wall of this cave, which is
exceedingly complicated (Pls.s7a and 38) with
a great number of successive stages and figures
in various grades and dimensions crowded together
on the terraces. The archirectural stage is geomerri-
cally constructed in rwo identical halves on both sides
of the central axis, which runs through the mam
Buddha. The horizontal lines lead in ascending
angles towards this central axis; those which are
higher up i the picture do 1t with a less rising angle
than those which are lower down. Only the top-
stories and the roofs of the high pawilions in the
background are presented as seen from below with
lines inclining downward. The figures which are
placed on this elaborate stage are of two or three
different degrees, depending on their importance;
each has its own pomt of vision and there is no
strictly formal connexion between them and the
architecrare (PL.s8A).

The strips of illustrations framing the Paradise
pictures in the cave here under discussion are not
only entertaming by virtue of their contents, but
also in som¢ instances pictorially interesting, They
offered more freedom for the creative imaginaton
of the painters. Two of the side panels (Pls.59 and
594) present a number of illustrations to Sakya-
muni’s preaching about the various misfortuncs
that may befall human beings. We se¢ 3 man
falling into a great fire; a ship in a storm; a lirtle
man attacked by evil beings, another by robbers,
and by wild beasts, etc; while the good ones
are represented kneeling or seated befare the Buddha
or other teachers who explain that if the believer
places himself under the protection of Kuanyin, the
burning pit becomes a cool pand, the dragons ofthe
sea will not devour him, the waves are calmed, the
sword which was to cut short his life, breaks; the
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prisoner i released from his bonds, and so on!

All these and the other figure groups of a cor-
responding kind are placed in successive layers
marked off by sloping ndges, while a cerrain
amount of vertical division is obtained by the intro-
duction of dark strips or tablets of various sizes, The
sloping ndges or hills are essenually akin o those
which we observed i the earlier narrative land-
scapes, thongh less complese or definite. They run
mostly disgonally across the picture and leave
sufficiently large openings between the successive
layers or compartments to produce an impression of
something more like a unified landscape than of
isolated space unirs.

The tendency to treat the landscape as a continu-
ous pictorsl stage on which s number of successive
incidents take place, becomes more cvident in the
broad framing strips below and on the right side of
the Paradise picture. The division mto compart-
ments s here greatly modified or 5 abandoned.
(Pl.6o). There are large sereiches of open country
or views of high mountains divided by narrow
gorges. The former style of landscape is rather
bare and desolate with its dry trees and narrow
streams, formmmg thus an appropriate stage t©
the small figure groups in which the misfortunes
and mmials of human life are depicted in accordance
with Buddha's words. The mountin landscape is
still more impressive owing to the split and folded
peaks which rse in the distance, From these the
meven ground seems to be sloping downwards
with incidental humps and hollows. The whole
thing 15 drawn as from an elevated and shifung pomnt
of vision, which makes it possible for the painter to
spread out the scenery and depict all the small
human figures with equal distincmess quite in-
dependently of their sicuation. Some are emerging
from a far away gorge, others niding on muleback
up the slope, o on horses down below. The vatious
situations blend naturally with the forms of the
landscape and the very small figures contribute by
contrast to the air of austere grandeur which sweeps
over the composition, Considering the scarcity of

authentic landscape paintings from the middle of the
cighth century, even minor things of this kind
acqinre a certain historical mterest,

When 2 single incident 1§ represented within a
somewhat larger space the illustration becomes more
like 3 complete picture (PL61). This may be ob-
served in the representation of the Fight for Buddha's
Relics before the city of Kushinagara, where these
precious objects were kept. The picrure 1s reduced to
a few essential elements, represented with great
cleamess and coordinated into a rather expressionis-
tc design: The city, represented by a pavilion and
high walls with corner-towers, occupies most of the
upper part of the picture. Around it spreads a drab
desert-like plain and in front of it are two rows of
soldiers in armour, atracking with long spears and
secking shelter behind large shields, .. the armies of
Magadha and Kushinagara. There are, furthermore,
two groups of mmportant people, one of which is
headed by the govemor on horseback, who is
meeting supplicants; the other by 2 man in kingly
attire leading a procession. The linear orientation of
the composition 1s oblique, or isometric; the rows of
soldiers form continuations to the city walls, while
the procession at the lower edge proceeds at right-
angles to this direction, marking an opposite
diagonal. As this emphasis on the paralle] diagonal
lines is combined with an elevated pomt of vision
the effect of extension towards the background is
brought out effectively, and the whole thing presents
wsell as 2 well-unified decorative composition
with a few distinct details as seen from a great
heighe

Another illustration in this cave of the same mode
of composition represents 2 two-storied pagoda and
somie motks who seem to keep guard around this
building, which may contain some Buddha relics or
other precious objects. The pictorial rendering of
the building is impressively accurate, as may be scen
in our Plate Goa.

1 The pictures are fnspired by a section of the Saddharma pamdarika
siitre which s devoted to the praise of Koanyin 3s 3 protecor
apgminst vations calamitics.
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The paintings in this cave, which exhibit con-
siderable variations in style and execution, must
have been the work of several arsts active about
the middle of the eighth century, but the reproduc-
nons at our disposal are hardly sufficient for a closer
characterization of the individual manners, nor is it
possible for us to say anything about the colouring,
which no doubt (to judge by a few specimens
mentioned before) was more brilliant than the
plates would lead us to expect. The painters were
apparently aninated not only by the endeavour to
give: clear and appealing illusirations of certain
incidents in the sacred legends, but also by an
endeavour to release the spiritnal significance of the
motifs in a decorative form (PLoz),

The minor illustrative pamtings which, as we
have seen, may be arranged in framing borders or
in wing-like side compartments to the Paradise
compositions, offer indeed the greatest attraction to
Western amateurs, They contain, so o speak, the
human transcriptions of the Buddhist path of
salvation which, if properly understood, may lead
the devotee to the state of supreme bliss fore-
shadowed in the representanions of superhuman
worlds or regions. Some of these small pictures take
us right mto the life of the people; whether illustrat-
ing miraculous events. or pilgrims travelling on
horseback or m boats, ot such necessary occupations
as hunting, ploughmg or thrashing corn, they are
based on actual observation and placed in natural
surroundings suggestive of the desert country
beyond Tun-huang or the barren rocky shores of
the confluents of the Huangho. Anyone familiar
with some bits of this north-western country will
recognize the painters’source of inspiration, but must
at the same time admit that the natural motifs have
been absotbed and transformed with remarkable
understanding of the special ts of mural
decorations. This can be best appreciated in colour
reproductions in which the contrasting tones serve
to emphasize the structure of the monfs, but the
fundamental note of so characteristic of
some of these small landscapes may also be observed

it monochrome reproductions. The human element
is in these pictures completely blended with the
landscape bur nevertheless mtensely expressive, as
may be seen in the pictures in Cave 323 (P30 A)
:pruenmgsumemunks travelling in small boats
along a wide river (Pls.62, 63).

Interest in human psychology is certainly not
lacking among these painters; most of the picrures
contain incidents or situations in which the action or
intention is vividly brought out by the momentary
movements, even though the facial expressions of
the figures are not visible. This can alsa be observed
in the fragment in the Fogg Museum (from Cave
3125, P.140) which represents a group of three men
one of whom is lifting an axe aiming a deadly blow
at the monk in front of him. The fgures are not
simplified symbols in outlines, but perfectly realized
human bemgs, convincing in structute and move-
ment, carefully modelled without too much in-
sistence on detail and expressive of an mtense
animation. We feel the tension in the slim man with
the raised axe, the cowardly slyness of the com-
panion who is sneaking behmd hus back, and the
calm composure of the man who in 3 moment will
have his skull Factured. There are few Chinese
pictares known to us which could be said to match
this in concentrated dramatic appeal. One cannot
but ask: should it be taken as an adumbration of the
general level and quality of early T'ang painting in

China, or should its superior qualities of form and

movement be explained as results of closer relations
with more westernized centres of art? However this
may have been, it cannot be denied that some of the
painters who were oeccupied in the Ch'ien-fo tung
in the seventh and first half of the eighth centary
weremamnufahighclnsswhusdﬂrmmh to be
properly classified and appreciated. It will then also
become evident whether their relations to certain
forms of western art were more important from a
stylistic viewpoint than their fundamental coales-
cence with Far Eastern pamting:

Among the wall-paintngs m the Ch'ien-fo tung
are also 2 few in which hieratic and naturalistic
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elements have been combined, such as for instance
the illustrations of Mafijuiri's visit to the decrepit old
philosopher Vimalakirti. At least five of these are
known in reproductions; the motif was a favourite
one in Chinese painting during the T'ang period,
probably because Vimalakira is supposed to have
visited China. According to the legend he was a
narive of Vaisali who lived at the time of Sakyamuni,
bur there is no historical evidence for his existence,
and the sfitra named after him is considered apocry-
phal. But this legendary old hermit-philosopher
became to the Chinese a kind of symbol or ideal of
spotless purity and profound wisdom, highly
venerated and often represented not only in wall-
paintings at Tun-huang but also in minor quasi-
profune pictures by masters of the T"ang and Sung
periods, such as Wang Wei and L1 Lung-mien.

In the above-mentioned wall-paintings Vimala-
kirti and Mafijuiti are as a rule represented in two
equal opposite groups. At the request of Sakyanmimi
the Bodhisatrva came to visit the old man while he
was ill, and as they were both deeply versed in
philosophical conundrums, they started a colloquy
which attracted 2 great crowd of auditors from
celestial as well as terrestrial regions eager to profit
by the words of these two paradigms of wisdom.
We are also told that on this occasion Vimalakirti
manifested his supernal powers by having a bowl of
rice brought thither by a Bodhisattva which proved
enough to feed the whole crowd.

The usual way of representing this, as may be seen
also m the Tun-huang wall-paintings, was to place
the prncipal figures on elevated platforms or
terraces seated under canopies while the auditors,
i.e. Bodhisattvas, devas, disciples and mien of various
ranks and nationalities, were grouped at the foot of
these clévated seats of honour. The differences in
the various representations of this motif in Ch'ien-fo
tung consist less in any important modifications of
the principal figures than in the composition and
characterization of the audiences. The reproductions
at our disposal are not sufficient to allow a detailed
description, but I would like to draw attention to the

pamting in Cave 335 (P.149) which (s may be seen
in PL6s) is distinguished by a remarkably vivid
characterization of the rwo main figures as well as of
the attendant Bodhisatrvas and the human anditors.

The exceprional arustic unportance of some of
these Vimalakirti scenes was strongly brought home
to me at the exhibition of copies in Peking, which
incloded a full-size lately finished copy of a large
portion of a wall-painting in Cave 220 (P.264)
which had for a long time remained hidden under
dirt and repainting. It is dated by inscription in the
year 642, A general idea abour the picture m its
present rather faded condition may be obrained
from PL64. It shows the Bodhisatrva Mafijusti seated
cross-legged on a high platform and below this the
procession of dignified officials and fan-carriers led
by an imposing potentate — presumably a king —
magnificently attired in an embroidered robe and
with all the calm composure in movements and
expression that only the great Chinese masters could
impart to their heavenly rulers. The figure reminded
me involuntanily of some of the emperors portrayed
in Yen Li-pén's famows scroll; it was filled with
something of the same spirit; the same ponderous
dignity proper to the heavenly ruler, and still more
obviously expressed m almost life-size with perfect
mastery of the pictorial form. It was only 2 copy but
evidently executed with great care and keen feeling
for the pictorial quality of the original; it conveyed
the impression of faded colouring, the predominat-
mg tones were green and brown, but they were
toned down by age or shightly veiled a5 if seen in the
dim light of 2 cave chapel.t

The picture was to me an interesting historical
document as it offered obvious points of comparison
with some better-known paintings of the same
period such s Yen Li-pén’s emperors. All the
members of this group, high officials, servants and
disciples, reverently approaching the divine being;
brought home to me the realization that here was a
t No reprbducnon of this copy was available, The reconstrurtive

drawing of the king and his retainers reproduced in PL64A is
lacking in quality and significance.
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higher level of figure-pamting on a monumental
scale than may be seen in the few fragments of
T'ang painting scattered elsewhere m the world.
They made me recall the impaortant lists of wall-
paintings in the Buddhist temples in Ch'ang-an and
Loyang published m Li-tai ming-hua chi, mcluding
some of the irretrievable masterpicces by Yen Li-
pen, Wu Taozi, Wang Wei and others, which,
according to the Chinese chroniclers served as
sources of mspiration for subsequent generations of
Clinese pamters. The historical importance of the
best Tun-huang paititings from the beginning of the
Tang period can hardly be exaggerated. Even in
their fragmentary condition they transmit a spiritual
ammation and picrorial effulgence seldom if ever
found in later paintings of the same order. This may
also be observed i some other lately uncovered
wall-paintings in the same cave, representing
Bodhisattvas and Dancing Girls, which are repro-
duced in Pls. Add.648 and c.

The pamtings which have occupied us in the
preceding pages were all executed during the first
and second of the afore-mentioned sub-periods of
the T ang dynasty, i.e. between the beginning of the
seventh and the middle of the eighth centuries, cor-
responding to what has been called the “beginnimg™
and the “apex™ of T'ang art at Tun-huang. But the
pictorial decoration of the cave chapels did not cease
with that; it was carried on (though with consider-
able intermissions) during several centuries down
mto the Yiian period {and occasionally also in the
nineteenth century). The quantity of religious paint-
ing produced there in later ages was very large, but
the quality was uneven, to say the least, and never
reached a level comparable to that of the carlier
pamntings. We have no opportunity here to enter
into a discussion of this later material, but a few
words about the general course of events and the
ensuing artistic production may be necessary to com-
plete this outline of the Tun-huang mural paintings.

The historical events which brought about a
radical change in local conditions at Tun-huang
were produced by the weakening of the impenal

hold on the north-western border country and the
attacks of the Tibetans, who finally in 760 succeeded
mn esmblishing themselves as masters of the oasis.
They remained there until 848, when they were
driven out with the help of the Uighurs, who
apparently settled in Tun-huang n increasing
numbers, found the pasis attractive and took pos-
sesston of 1t (873). They stayed on as nominal
rulers of the place for about 3 hundred years, but
seem to have been on good terms with the local
population and ruled the country mainly through
Chinese officials.

During the first decades of the Tibetan occupation
the artistic activity at the Ch'ien-fo tung seems still
to have been carned on, if we may judge by the
dated mscriptions and the decorations in some of
these caves, The dates reported from this peniod
refer to the years 745755, 760 and 776 and possibly
a few more years, bur there is none from the ninth
century before the arrival of the Uighurs. The
distinguishing features of the Paradise compositions
of this time are Indo-Tibetan. The designs become
more rigidly geometric, the carefully balanced and
calculated framework becomes more important or
promment than ever, and the Indianized Buddhas
and Bodhisattvas are subjected to strictly applied
ponciples of construction. It may be advocated from
a formal point of view that these Indo-Tibetan
Paradise paintings mark a forther stage in the
evolution of religious painting, because the archi-
tecrural and figurative elements are: more firmly
joined and the decorative unity more marked, but it
must at the samé time be admitted that when the
pictures take on the appearance of masterly exposi-
tions of geometric skill, they lose the appeal of
exalted visions. A highly accomplished example of
this change is the Paradise composition in Cave 321
(P.139 A), the main porton of which is built up
from a fixed point of view which is on the level of
the heart of the central Buddha. It may be said that
the whole thing is a kind of radiaton from this
point; the upper portions of the picture being thus
rendered as scen from below, while the terraces and
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lower portions are scen from above and extend far
intn the foreground. The spatial construction may
be the result of an effort to represent the Paradise as a
radiation from the Buddhic centre or asa vision
leading up to it (Fig.A).

When the Uighurs became the masters of Tun-
huang (¢:873) the sitnation changed again m favour
of an increasing artistic acnviry. Several imporrant
caves seem to have been decorated at the end of the
ninth and during the following century. They con-
tain claborate pamtings and as a rule also long rows
of donors, easily recognized as foreigners by their
plump fgures, their costumes and the hair orna-
ments of the women, who now appear in great
numbers in prominent places. They are sometimes
characterized with a kind of naive realism which
makes them more interesting than the hieratic
compositions made at their command. They are
more crowded than ever and painted in 2 Huent
manner which gives them more likeness to decora-
tive wall-hangings than to the carlier renderings of
similar motifs. Compared with the works of the
Chinese painters from the begmning of the cighth
century, they appear mot only superficial but
strangely foreign and may thus, in every sense of the
word, be said to carry us to the very borderland of

Artists of various nationalities and training must
have been employed at Tun-huang at this period.
The oasis and neighbouring country formed a kind
of independent province or dukedom protected by
the Uighurs, but actually roled by governors of the
Chang and Ts'ao families who resided here between
840 and 1033, as appears from several inscriptions in
the caves, The cave chapels founded by Chang
I-ch'so and members of his family are among the
largest and best preserved at the Ch'ienfo tung and
the pictures in at least two of them (156, P.17b and
P.mq,} comtain vivid representations of the gover-
nor's mspection tours in the province with a great
display of military pomp, and the festival receptions
with dancers, musicians and acrobats arranged in his
henour. They have no connexion with the religious

characier of the place and may be taken a5 indication
that Tun-huang now, at the end of the T ang period,
and during the Five Dynasties had regained some
prospenty, though of a more worldly kind than m
the days of teligious fervour; "a final bumst of
splendour before the udes of empire and wade
receded, leaving Tun-huang far from the main
routes’, to quote Irene Vincent, The artistic activicy
at the place was not exhausted but it was led into
other channels,

* x* x

The pictures on silk and canvas from Tun-hung
torm an important supplement to the mural pame-
ings, and they have become well known through the
large collections brought to London (now partly m
Delhi) and Paris (Musée Guimet) by Aurel Stein and
Paul Pelliot respectively. A fair number of the
pictures of the Stemn collection have furthermore
been made accessible i excellent reproductions,
partly in colour.!

The artistic standard of these pictures i rather
uneven. Most of them are not original creations, bur
free copies, if not tracings of standard models. The
earliest actually dated specimen in the Stein collec-
non is of the year 864 (in the Pelliot collection 1s a
fragment dated 720), the latest o83, but the designs
are in many instances 2 hundred or two hundred
years carlier than the actual pamtings, which mostly
seem fo date from the time of the Tibetan occupa-
tion of Tun-huang, when the artistic activity at this
place was declining. But owing to the fact that they
represent carlier iconographic models, they retain
considerable historical interest: the best of them
reveal elements of the spiritual import and hieratie
beauty which characterized Buddhist painting of the
early T'ang period.

In most cases the designs perpetuate Indian or
Central Asiatic prototypes, which do not scem to
have penetrated further into Chinese art, bur beside
such pictures there are others of a more naturalistic

LSeeim, Serindid, woldV, PLLVIXCIV, and The Thowsand

Buddkas, with an Ilntroductory Essy by Lauronce | Binyon.
Lomdion 1921,
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kind based om actual observation rather than on
foreign patterns. They form series of popular
illustrations which (s seen also in the wall-pamtings)
served as borders or side-wings to the large composi-
tions. The best among them should be borne in
mind as valusble additions to the scanry store of
original paintings of the T'ang period,

The close parallels between the murals i the
Ch'ien-fo tung and these pictures on hemp cloth,
silk or paper include their subjects too, They con-
sist, as we have seen, mainly of Buddhas and
Bodhisatrvas assembled in or around the lotus-lakes
of certain Paradises or abodes of the respective
Buddhas, The frequency of this motif is most
striking, whereas the more ordinary Buddhist sub-
jects, trmities or single figures, are less prominent at
this place.

In the Introduction to his Catalogue of the Paintings
Recovered from Tin Hicang (1931) Arthur Waley has
pointed out that the Buddhism of Tun-huang, as
reflected n the paintings and manuscripes, is com-
pounded i particular of rwo clements, the cult of
the Paradises, and the dhdroni cults, The first-named
is certainly evident in the paintings, but the dharapis
may hold a more important place in the writings.
They consist of magic formulae, the use of spells,
ste., for mastering the secrer forces of nature and
man, and they were of particular importance as
means of propaganda, because they “‘brought
Buddhist practice into line with pagan folklore”,

The Paradise pictures, on the other hand, may
have been results of psychn—sp.lnnnl practices, When
the Dhyina masters were meditating on various
Buddhas of the past, they were mstucted o see
these beings in a surrounding ur:l:mmphm:uf

spiritual splendour, ie. in the supreme
ecstasy in which the Buddhas dwelled and which the

Dhyana masters were trying to reach through
meditation, There are some well-known siitras of
the fifth and sixth centuries devoted to the discussion
of the Paradises. They make us realize that various
forms of meditative Buddhism existed long before
the so—called Ch'an school became of leading

imporeancein the spirirual life and culture of China.
The teaching meultating meditation on the celestial
Buddhas was regarded as fundamenral and in
connexion with it, or inspired by “the meditation on
the Buddhas and Bodhisattvas, there grew up a
whole art of illustration abundantly exemplified in
the Paradise paintings of the Stein Collection. Such
paintings were conceived in the first place as pious
records of the Dhyana visions, but also as aids to
aftercomers in the attainment of similar visions.™

The Paradise pictures do not simply represent the
Pure Land of the West, i.e. Amitibha’s Pacadise, but
also other corresponding abodes of the Blessed,
situated in the other main quarters of the world, viz.
Bhaishajyaguru’s Paradise in the east, Sakyamuni's
Paradise in the south, and Maitreyas Paradise in the
north, But these various "heavens” are not very
clearly distmguished, the compositional arrange-
ments are practically the sune in them all, consisting
of an architectural framework of plaforms and
verandas rising stepwise from lotus-lakes in front of
temple fagades or two-storied pavilions of a very
elaborate type. The Buddha, ruler over the
Paradise, accompanied by two or more Bodhi-
sattvas, 1s enthroned on the ghest platform; below
him, on the second platform, are the musicians
scated in two tows, and between them the dancing
apsara whose expressive movements mark the
thythm of the music. Beyond them on side plat-
forms at various levels are (in the larger pictures)
hosts of other celestial beings, arranged according to
rank and degree m the cosmic hierarchies. (Cf. Pls.L,
I1, VI, VIILin The Thousand Buddhas.) To quote the
beantiful words of Laurence Binyon, we are “taken
into an atmosphere of strange peace, which yet
seems filled with buoyant motion and with floating
strains of music™.!

Such features in these vanious representations as
enable us to tell whether a picture: refers to Amir-
abha’s, Bhaishajyaguru’s, Sakyamuni's, or Maitreya's
Paradise, may be found in the mudras and ateributes
I'\Waley, A Catalopue, etc, Introdviction, pp K11, XIIL
&I the fmtroductory Esszy oo The T Buddis,
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of the main Buddhas, but they are not always very
distinct. In other instances some help in this respect
may be found in the accompanying Bodhisattvas.
Amitibha Buddha is usually accompanied by
Avalokite$vara (Kuan-yin) and Mahdstanaprapea
(Ta Shihchih), Sakyamuni has Mafijuid (Wen-
shu) and Samantabhadra (P'u-hsien) at his sides;
Bhaisayaguru is accompanied by Suryaprabha and
Candraprabha (the Son and the Moon) beside the
twelve Yaksha warriors, while Mairreya is guarded
by two Lokapilas and Bodhisattvas of less definite
types. The Buddhas and Bodhisattvas are evidently
derived from Indian prototypes, bur the Chinese
gradually took certam hberties in their mterpretation
of the models, or misunderstood them, as they fitted
them to their own modes of thinking and tempera-
ment, This relatively independent interpretation of
traditional motifs has found the most interesting
expression in the mmnor illuserative scenes, usually
placed at the sides of the main compasition. They
take us. so to speak, mro the life or legend of the
main Buddha, who thus becomes a living example.
The scenes from the early life of Sakyamuni, or
Prince Siddharta, are represented with a touch of
hurman intimacy and feeling for the relation between
nature and man which makes them appealing: The
prince takes farewell of his faithful horse Kanthaks
and his groom Chandaka before leaving for the
solitude of the wilderness; the King's messengers are
searching for him in vain in the mountains; he cuts
his hair and sbandons the three companions, and
finds himself fmally quite alone meditating in the
wilderness. The storics are simply told and the
scenes reduced to as few elements as possible, but
there is a perfect interplay or balance between the
figures and the hills and trees, in colour as well as in
design, which makes some of these small pictures
quite significant works of art. They have a tone of
deep solitude which reflects the human import of
the motifs (Pls.68 and 70, upper).

In some other small pictures which illustrate the
so-called Simultaneous Births — i.e. the births which
took place in the animal kingdom at the same time

as that of Sakyamuni — the artists have shown their
skill in depicting certain domestic animals — a sheep
suckling a lamb, a cow licking the head of her calf
(while she is being milked by a woman), and a mare
suckling its foal (the future Kanthaka), The animals
are placed against green hills with a few Howering
plants and pamted in light colours, but the charac-
terization of the species depends mamly on' the
sensitive drawing. The white sheep is soft and
woolly, the cow sinewy and bony, and stands with
arched back waiting to be milked (PL6o).

A more finished performance 15 the small frag-
ment on paper (in the Pelliot collecton in the
Musée Guimet) which represents a high offidal on
horseback followed by his squire, who carmes a
lance, The men are apparently  watching some
situation in front of them; keeping still, but ready to
move at 2 moment. The background opens into a
landscape suggested by a few trees growing on the
hillside. 1t reveals the hand of a master who may
have had in mind some larger mural painting when
he composed this illnstration, which in spite of its
small dimension is very impressive (Pl7g, lower),

Very few, if any, of the single Bodhisattva figures,
or other minor pictures, reach the standard of
decoratve beauty and celestial glamour charactens-
tic of the best among the Paradises (as for instance
the Bhaishajyaguru Paradise, reproduced on Pls.J; I
in The Thousand Buddhas), but there are nevertheless
one or two that should be pointed out in particular,
Foremost among them is the very attractive picture
which represents Tejeprabha Buddha 2s Subduer of
the Five Planets. He is represented seated on a high
two-wheeled cart, drawn by a white bullock,
advancing over the couds. Around the cart are
grouped five genii, some of rather strange appear-
ance, who represent the planets: the scantly clad
dark—skinned man leading the bullock of the cart
represents Saturn; the stately figure in 3 wide mantle
with a boar's head m his head-dress, who is standing
on the clouds above the bullock, is Jupiter; the
figure achis side {male or female?) with a monkey in
the head-dress, is Mercury, the recorder, who carries
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a writing-brush and a mblet; the lady in white
playing on the p'i-p'a, and walking m front of the
cart is Venus, whose head-dress is erowned by a
cock; after her, belind the cart, follows a
four-armed red demon warrior, carrying sword,
arrow and spear, i.e. the spirit of Mars.
Thrgiﬂmcisdamdbyirﬁuip&mlmﬁE}Pm Ro7,
but, as has been pointed out by various writers, the
style of it bespeaks an earlier origin, Laurence
Binyon found in it elements of style reminding him
of the Ku K'aichih scroll in the Bratish Museum.
This may be farfetched, but there is no doubt that
the picture was mspired by the work of some
prominent carly painter. It should be recalled that
such pictures represenning the rulers of the planets
are mentioned among the works of Chang Séng-yu
and Yen Li-pén and other early masters. The
characterization of the planetary rulers by costumes

and attributes are practically the same as in Chang
Séng-yu's afore-mentioned scroll which, however,
has no relation to Buddhist art. Waley points out
that the cult of Buddha as a kind of super-planct
started in Chima in the seventh century and that st
became more popular in the cighth century, when
Amoghavajta (705-74) made an abridged Chinese
version of the siitra “which may for convenience be
called the Tejeprabha Siitra™. Reasons of style make
it also probable that the picture is a close reproduc-
tion of an original design of the eighth century. Itis
as such a precious relic of Chinese painting from the
golden age of religious art in the Far East, combin-
ing as it does m its motif the universal, not to say
cosmic, background of Mahdyana philosophy with
the veneration of the last human Buddha, and re-
vealing in its pictorial symbols traces of 1 great
artistic tradition.



The Great Traditional Masters

I

Yen Li-pén

Tur GaEAT masters of the Tlang period have
probably exercised 3 more potent influence on the
development of Chinese panting than any later
artists, but it is nowadays difficult, ifnot impossible,
fully to appreciate the scope and sweep of 1 It
becomes to some extent evident from the historical
traditions transmitted in the literary records of
successive generations, but the actual pictures still
preserved are much too few and uncerrain o serve
as 4 basis for a critical appreciation of the various
masters. As a matter of fact, with very rare excep-
rions, they are copies or free transpositions of the
old masters’ compositions, sometimes interesting as
Tustonical testimonies of the far reaching influence of
these painters, but of little walue as expressions of
their individual styles and temperaments, Yet, in
spite of the fact that original pictures of the T'ang
dynasty are exceedingly rare, it may be satd that the
great masters of this penod sill survive as armstic
personalities. Their lives have been extensively
recorded and their works so vividly described by
Chang Yen-yiian and other early historians, thae
they appear to us with a certain amount of personal
reality or individual characteristics on the long scroll
of Chinese art-histary, The literary materal 15, as 2
matter of fact, it some cases so nch and meeresang
that it would deserve a miich fuller treatment than
we can accord to it in this ontline of carly Chmese
painting; it is only presented here m short extracrs
in so far as they contnbute to the characterization of
the leading masters. It seemed preferable to con-
centrate the discussion around 1 few of these than to

include a muase of mformation about minor artises

06

whose names cannot be connected with any existing

paintings, whether copies or onginals.

" * *

The oldest among the men of the first rank was
Yen Li-pén. He was probably born at the end of the
sixth century in the reign of the first Sui emperor,
i.¢, at a ime when his father Yen P'i was active as 2
painter of considerable renown in the capital.!
Through his father and his elder brother, Li-t¢, he
wis, 50 to say, initiated into the secrets of painting,
but his special models among the older nuasters were
Chang Séng-yu and Chéng Fashih. His brother
Li~té was active almost from the begmnmng of the
T ang dynasty in the service of the court; about the
middle of the Wo-tf cra (618-626) he was ap-
pointed as an official of the Shang-i (the Office of
Imperial Garments and Utensils) and thus became
responsible for the designs of various kinds of
ceremaonial robes as well as for carriages, umbrellas,
hats, fans and the like. Ar the beginning of the
Chén-kuan era (627-649), he was made Master of
Works, and as he supervised the building of the new
imperial palaces to the satsfaction of the emperor,
he was promoted to the presidency of the Kung-pw
(the Board of Works) and made a duke. He died m
656 and was honoured with posthumous promotions
and the name K'ang (Peace).

Two or three pictures of his are mentioned by
Chang Yen-yfian, but to judge from the curriculiom
vitae noted above, he wasall through more occupied

F The mos camplet= bographical information sbour Yen Li-st
arnd Y Li-pin by given m Lt miing-bin i, Chapeer I
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with practical duries and applied designs than with
any kind of picture making (in the ordinary sense of
the word), which is worth noticmg as an indication
of the close connexion then existing berween painters
and ten of certain trades, i.¢. between arostss and
artisans.

Yen Li-pén followed, 1o begin with, in the foot-
steps of the elder brother and seems also w0 have
co-operated with him in executing certain wall-
paintings i the Tz'i-én emple in Ch'ang-an, but
his artistic genius was apparently more pronounced
than that of Li4¢ and remained the dominant
clement in him throughout his life; in spie of the
fact that he also was promoted to important posts in-
the government service. If we may trust the some-
what vague account in Ming-hua chi, Li-pén was
m the service of the future emperor T al-tsung
while hie was still Prince of Ch'in, and in the mnth
year of Wi-td (i26) he received an order to make
a picture of the eighteen scholars who gathered in
the Ch'in palace in 621.' Ch'w Liang wrote a culogy
to the picture in which the names and merits of the
varions men are recorded, In the seventeenth year of
Chénkupan (643) the emperor T ai-tsung com-
missionéd him o paint portraits of twenty-four
meritorions officials for the Ling-yen ko (2 kind of
Memorial Hall), for which the emperor himself
wrote the culogies. He was furthermore, in the same
¢ra, commanded o make some pictures: of the
fureign envoys who came to pay homage o the
Chinese emperor, and also 1o commemorate in 2
painting the bravery of Prince Kuo (Yitan-feng),
who with 3 single shot from his bow killed a terrible
blue nger which had caused havoc m certain
districes. The emperor T ai-tsung had, as a matter of
fact, a particular liking for Yen Li-pén and used to
call him the "Colour Magician”, But Li-pén does
not seetn to have been altopether pleased by the fact
that he was appreciated mainly as a painter and kepr
busy as such, at least if we may credit the following
anecdote:

On 2 spring day, when T ai-tsung was strolling
with some courtiers m the palace garden, he saw a

strange bird bob up and down on the waves of a
hk:,whichcnmdhimglmpm.}kmldﬂm
courticrs to compose poems about it, and asked
them **to get hold of Li-pén quickly for him to make
a picture of the bird. All the ministers began shout-
ing for the ‘painting-master’, though Li-pén was
already at the time a high official. He came nunning
and perspiring and crouched down by the lake in
order to paint. But the onlookers were all seated, and
he fele greatly humiliated. When he cme back
home from this visit to the court, he said to lis son:
“In. my youth [ liked to read and compuse poetry,
but now the emperor considers me simply as a
painter and makes me do the work of 4 servant.
What a humilianon! I wam you, do not practise
this art!” But, as he was an artist by nature, he could
never give up painting.”

When lus brother died in 656, Li=pén became his
saccessor as President of Kung-pu and eleven yrars
later (668) he became Minister of the Right {one of
the two prime ministers), while Chiang Lo, an
officer who had conducted some campaigns in the
desert, became Mmister of the Left: 1t then became a
common saying that the one minister was good valy
in pamning, while the other was good only i war.
Chang Yen-yilan opposes this verdict, however, and
calls it empry talk mspired by stupidity, and he slso
thinks thar the anecdote, reported from the Tang
history, is an invention, because the emperor T'si-
tsung would not have treated one of his highly
esteemed officials with disrespect. However this
may he; it has survived as an amusing contriburion
to the characterization of Yen Li-pén in his some-
what embarrassing double position as the greatest
painter of the time and one of the foremost officials
of two great emperors. He died in 673, and was
given the posthumous name Weén-chén (True
Scholar).

Like most of the great pamters of the Sui and

‘eatly Tang period, Yen Li-pén devoted his are

pre-eminently to religious subjects — more than half

¥ I Gilew, Titrafuction, eec. (poyos sccond od.) ths picture & sad
to represent “The Bighteon Scholars of the Chiin dvmasty ™,
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the number of the forty pictures listed under hus
name in the Hiilan-ho hua-p'se represent Buddhise
or Taost motifs — but his fame with posterity is
nevertheless mainly based on his skill as a recorder of
past and present personages and events which were
considered of national importance. Several of his
pictures of this kind arc described by subsequent
writers and some of them survive m later versions,
while hardly anything remains of his religious
pamtings.

One or two. of lus historical paintings were
already taken note of in vur account of Yen Li-pén's
life according to Chang Yen-yiian, as for mstance
The Eighteen Scholars in the Palace of Ch'in,
The Twenty-four Mentorious Officials, the
picture of Prince Koo Shooting the Blue Tiger,
and Foreign Nations Bringing Tnbute; others
belonging to the same class will be mentioned
presently, Li Ssii-chén's words, that ie was the two
Yens who made the art of portraiture prosper agamn
after the death of Ly T an-wet and Hsieh Ho (from
the South) and Yang Tzi-hua (from the North)
contain some truth, though simplified. The author
describes one of Yen's pictures of foreign envoys
arriving with tribute of jade from the T u mountain
and precious silks, and notes the strmge habics of the
barbarians, such as “drmbng through the nose and
making the head fiy”, which could be observed in
Yen's pamting.

Best known among Yen Li-pén’s pictures of
foreign envoys bringing tribute to the emperor were
those entitled Hei-yil t'a (Western Nations) and
Chih-kung t'u. The former seems to be lost without
a trace, but it still exasted in the Yiian dynasty, when
it was seen by Chao Méng-fu. who expressed his
adrration in the fllowng words: “In painting,
the most difficult things are the human fgures, and
the old painters also paid special amenton w
implements, costumes, and manners, This picture is
wonderful m all these respecrs. Every hair seems to
move, and the figures scem to speak as in a vision. It
is truly & divine work.™

The Chih-kung t'u (Tribute Bearers) is mentioned

in the catalogue of the emperor Ch'ien-lung’s
collection, and is said to have consisted of twenry-
five sections. It contained many strange things, such
as two large lions and several smaller ones with
heads like tigers and the bodies of bears, strange and
wild beasts, quite unlike the lions painted by other
masters. The foreign king was surrounded by sing-
mg girls and ten atrendants.

A section of this composition scems to be pre-
served 2 mmor scroll which formerly was
exhibited under Yen Li-pén’s name in the Wén-hua
ten of the Peking Palace Museum. The composition
answers quite well to the descriptions of Chih-kung
t'u; it comprises 3 number of funngc—lﬂukhg men
with very large grotesque heads, some in long
gowns, others almost naked, carrying all sorts of
marvellous objects such as elephant’s tusks, large
pieces of petrified wood (or minerals), fans made of
colourful plumes, bows and caskets, or ]r:an:lmg
different kinds of strange amimals. The picture is
entertaiming as an illustration, the characterization
of the figures 1s bordering on the grotesque, and
though the execution reveals the hand of a lawe
copyist, 1t transnurs a rather definite style and
temperament. The enthusiasm of the old eritics for
Yen's paintings of strmge people and animals was
apparently well founded.

Mare important as a document of early Chinese
painting 15, however, the large scrall (531 % 0'51m.)
representing thireeen Chinese emperors from the
Han to the Sui dynasty, which belongs to the
Museum of Fine Arts in Boston. The picture is one
of the most famous specimens of carly Chinese art
still existing and has become known through series
of reproductions published in China and Japan since
the beginning of this century. It has been repeatedly
discussed by Chinese and Japanese authorities and
ascribed to Yen Li-pén. The most recent acconnt of
its history together with an examination of its
artistic quality may be read in the article by Mr. K.
Tomita in The Bulletin of the Museum of Fine Arts,

1 i Ch'ing-hp el fang, TIL 1, 38, from Ku-chin -
chiem,
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Boston, February 1932, from which we borrow a
few of the most importamt points (PL72).

The thirteen personages forming the motifs of the
scroll seem to be 2 somewhat arbitrary selection
from the long series of emperors of various dynasties
who reigned in China, ot over parts of the country,
from Clao-wén-ti of the Western Han (179-137
p.c.) to Yang-ti of the Sui dymasty (6o7-617),
Among the followmg five (groups [I-VI) there is
one emperor of the Eastern Han dynasty (Kuang-
wir-ti), one of the Wei (Weén-ti, 220-226), one of
the Posterior Han dynasty (Chao-lich-n; 221223},
one of the Wu dynasty (Ta-ti, 222-252) and one
of the Western Chin (Wit, 265—290), but none of
the more remarkable rulers of China during the
above-mentioned dymastics. Then follow  four
emperors of the Ch'én dynasty (reigning in Nan-
king 560-58¢), though not in strict chronologeal
order, f.e. Hsitan-t, Wen-t, Fei-ti, and Hou-chu,
The three lst figures represent Wt of the
Northern Chou dynasty (561—578) and the two Su
emperors Wen-t and Yang-t1 (581-617).

It can hardly be denied that the first part of the
selection is not only ncomplete but also far from
representative. The emperors selected  from the
Han, Wei and Wu dynasties are, as.a matter of fact,
among the least known of their times, and one may
wonder, in particular, why no imperial representa-
tve of the eventful two and a half centurics berween
200 and 560 is included in the series. The Sung, Ch'i
and Liang dynasties which rogned during this
period were, from 4 cultiral as well as 3 political
point of view, more influential and memorable than
most of the ruling houses represented i the picture;
they are often mentioned in commexion with the
history of painting. It should also be noted that the
main lacumae in the series of the emperors Lie
between the first six (leading up to the year 290) and
the seven last (starting with the year 560,
this junction may also be connected with the fact
that the section of the picture containing the first six
emperors is pamted on a different, somewhat

coarser silk than the latter of the seroll. The
difference in the materials of the two sections is
quite obvious on closer examination. and one may
also notice, at least in some of the figures, differences
in the quality of execution. It seems as if the first six
groups had been executed by a less trained and
com muaster than some of the groups in the
latter portion of the scroll. This has led to the
supposition, expressed by Mr. Tomica, that those
six groups are “later in dare” and replacements of
corresponding earlier groups which had been much
worn and “gone bevond repair”. If such actually
was the case, as may be assumed, one may ask
whether there were not more figures “beyond
repair’ which were cut off and not replaced by
copies.

Answers to these conjectural questions: are no
longer possible, We have to leave them open and
tum our artention instead 1o the six groups in the
larter part of the scroll, which presumably are of
carlier date, and to the colophons at the end of the
picture.! To start with these, it should be noted that
the eacliest writing, on which the signature has been
lost through the deterioration of the silk, may be
dated o the year 1000 or slightly earhicr. In thisitis
stated that the picture was executed by Yen Li-pén
mn the Chén-koan era (G27-649). It is, as far a3 we
know, the first definite atmributon of the picture o
the carly Tlang master. The same aurnbution i
repeated by several writers of the Sung period, who
also communicate the names of some of the suc-
cessive owners of the perure. Most interesting
among these later colophons is the one by Chou
Pi-ta (written about 1188). a well-known munister of
state, who tells that his brother Chou Pi-chéng had
acquired the picture for $00,000 cash, and as he
foumd 1t m a precarious state, had it repatred at the
cost of 40,000 cash, After referring o the repair of
the picture Chou Pi-ts writes: “I examumed it, and of
the thirteen emperors only in Hsitan-& of the Ch'én

LThe noin comtents of the oalophom ate conmmmiced n
Mir, Temnziea's article tiv Thye Bulletn of the Museam of Fine Arty,
Bostoni, Febroary 1932, frons which they are qucted here.



oo EARLY CHINESE PAINTING

dymasty; his two ministers, the two Ban—<carriers, two
artendants and four litter-bearers; 1s the vigour of
the brush especially excellent. The silk in this partis
morcover particularly wom, | have no doubt that
this portion is the genuine work of Yen Li-pén. The
rest appears to me to have been capied from the old
and 15 therefore somewhat better preserved”.

If this rendering of Chou Pi-ta’s criticism is cor-
rect, it appears that he considered the picture as a
copy after an original by Yen Li-pén with the
exception of one group i the very middle of the
scroll which, owing to “the vigour of the brush"
and its badly worn state of preservation impressed
him as a section of the master’s own work. It may be
admireed that there are aestheric reasons for such an
opinion in so far as the Hsilan-ui group stands out as
the most interesting from: 2 formal as well as a
psychological viewpoint; it seems more sensitive in
drawing and characterization than some of the
following groups. But as it is-not painted on a
separate picce of silk, joined to the rest of the seroll,
it is difficult to sndestand how it conld have been of
carlier date and painted by 2 different hand than the
rest. | can see no logical explanation o this riddle,
but must admit that the Hsillan~ti group was. painted
simultaneously with the following six groups. If the
Sung eritic’s opinion thar these were copied after an
original by Yen Li-pén is correct, then the Hslian-a
group must also be a copy, though exccuted with
greater care than the other groups and thus perhaps
most closely akin to the master’s origimal.

The picture s no lomger in a condition which
could be suid to do justice to ity otiginal beauty; it
appears in many parts somewhat crude. The figure
designs are characterized by impressive grandeur.
Most of the emperors, who are much larger than
their retainers, are tepresented as standmg in half
profile or moving slowly forward, clad in Jong stff
robes with embroidered borders and belrs and a sort
of rectangular, fringed head-gear like a stif board
balanced on the cap. This ceremonial costume is
tepeated with slight variations in the first six groups
and also in the eleventh and twelfth and together

with the uniform position of these figures contri-
butes to an impression of monotonous stiffness. A
modification of the attire is to be seen in the first and
the last group, but the only figures represented m
freer, more varied positions and less hieranc atnre
are the four emperors of the Ch'én dynasty. Wen-ti
and Fei-ti are both seated on a low stool or dais,
turned towards each other as if engaged in a
posthumous conversation, while the graceful girls
who stand behind are ready to serve their masters.
The well-balanced groups have 2 touch of uncon-
ventional ease, but the main figures do not reveal
any marked individuality. It is only in the Hsilan-t
figure that the facial characterization has reached the
degree of an individual portrait, The emiperor is by
no means ateractive, but there is a gleam of thought-
fulness, not to say cunming, i the sharply slit eves
which spreads a reflex of life over the bloated face.
The servants around him — fan-bearers and licter-
carriers — are drawn on 3 smaller scale and charac-
terized as foreigners with lengthy faces and curving
noses in contrast to their ponderous Chinese master
(PL73).

To what extent the painter invented these por-
traits or followed earlier models is not known, but
the interpretations of the vanous characters are most
likely his own. The formality of the ceremonial
costumes and the prevailing postures are no doubt
derived from earlier models. The imperial effigies
which decorated the palace halls of the Han and
later dynasties may have been more or less of this
kind, Some of these figures would indeed appear
quite monumental if executed on a large scale as
wall-paintings. They impress us, as said above, more
by the grandeur of the designs than by the quality of
the brush-work or colouring. The colouring is as 4
matter of fact rather simplified, dommated by black
and brick-red, to which are added some pale green
and yellow tones besides white, Effects of modelling
have been obtained mamly by adding darker tones
an the nevtral under-paint, as may be observed not
only in the folds but also in the reddish faces, but
there is very little of the sensitiveness or ductility of
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the brush (often praised by native critics in their
descriptions of the works of the old masters) which
would serve to enhance the life and expressiveness of
the figures. They are characterized with a typifying
neutrality, which makes us wonder whether this is
the result of 3 conscious effort o emphasize the
archaic origin of the models, or whether it should be
atrributed to a copying painter who, with all the
care and skill that he gave w the work, did not
transmit the creative impetus or *life-movement”.

The supposition noted above that the picrure as it
exists today is not the work of one single artist, may
well be correct, but unfortunately there are no
historical records or clues as to the date of execution
of either the first or the second portion of this scroll.
We are simply informed by the minister Chou Pi-ta
that it was in need of thorough repairs at the end of
the twelfth century. It seems to have been an old
picture already at that rme, though. according to
the same authority, only to a2 minor extent an
ongmmal by Yen Li-pén.

How this statement is to be brought in harmony
with the material conditions of the pictire, such as
may be observed today, 1s however a problem
difficult to solve. We have only beem able w
disunguish two somewhat different portions. one
painted on a coarser and the other on & finer quality
of silk. And the difference i the guality of the
brush-work in the two sections is not such as to make
it probable that they are divided by an interval of
three or four hundred years.

The fual answers to these questions are hardly
possible as long as there are not other pictures
known which may be accepted as works of the
period. We must therefore for the present leave the
questions ppen and consider this famous Scroll of
the Emperors as an early and faithful cepresentative
of the style and spirit of Yen Li-pén's art. It is as such
an interesting example of the kind of painting and
portraiture that prevailed in official circles at the
begmning of the seventh century,

A rather different, somewhat shorter scroll in the
Boston Museum which represents Scholars of the

Northern Ch'l Dynasty Collating Classical Texts
has also been atmributed to Yen Li-pén by prominent
critics ever since the Sung Period." In a colophon to
the picture written by Fan Ch'éng-1a (1126-1193) it
is stated: “The pictare of Collaung Books m the
Northern Ch'i is traditionally said to be done in the
manner of Yen Li-pén. It is described fully in
Huang T'ing—chien’s (roso-1110) Records of Paint-
ings. This scroll, however, lacks the seven scholars
who were seated on two platforms. It is clear that
half (of the whole picture) has been lost™. The four
other inscriptions by men of the Sung period refer
to the motf and not to the artist, but in the later
colophons by connotsseurs of the Ch'ing dymasty the
picture is again commended as 3 work by Yen Li-
pén, and it is also described 45 such by An I<hou in
Mo-yiian hui-knan and by Lu Hsin-yiian in Jeng-li
kesan kuo yen-lu. In the Boston Museum it is now
catalogued as a work of the Northern Sung peﬁud,
probably after a design by Yen Li-pén, which, no
doubt, is the most exact defmiton that an be given
to this beautiful picture (Pls.76-78).

It represents a gathering of five scholars assisted by
a number of male and female servants, occupied
reading and copying ancient writings, and probably
(as stated above} reproduces only one-half of the
original composition, The scholarss who were
appointed in $56 by the emperor Wen-hsiian of the
Northern Ch'i dynasty to collate the classical texrs
were twelve in number, and, according to Huang
T'ing-chien, the original picture or drawing (fén-
pén) represented the whole company. The very free
and animated composition reaches its culmimation in
the group on the dais, where one of the worthy
scholars 1 pulling the trouser belt of one of his
colleagues, who is preparing to go away and who
resists the friendly pull with 2 smile.

This central group is by iself 2 masterpiece of
composition and it must have become particulacly
famous, because we find it also reproduced m a

1 CF M. K. Tomita's aracle on this phoures, containmg all the
historriead information regseding i, bn The Hulletin of the Museum
of Fine Arts, Boston, Augrust 1931
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picture, formerly in the Palace Misseum in Peking
and attributed to Ch'in Weén-po, a painter of the
tenith century.! In this piciure, which is known to me
only in reproduction, the dais with the four scholars
and the female servants standing behind and at the
side (carrying the ¢li'in and the big cushion?) are
placed in 4 landscape, There are rocks and some high
trees in the background, and the whole thing has been
changed into a vertical composition m accordance
with the pictarial ideas of a later period. This may
have been done in the tenth century, though (as far
as can be perceived in the reproduction) the execu-
tion of the picture in the Palace Museom poinrs to a
later date. On the other hand, it is quite possible that
Yen Li-pén's picture was based an an earlier model,
because the motif had also been represented by a
painter of the sixth century called Yang Tzi-hua,
who was greatly admired by Yen.

Yen was no doubt a fithful traditionalist and
several of his famous pamntings were based on earlier
versions of the same or similar motifs, but he
transformed them freely, often adding entertaining
quasi-realistic features and a vivid characterization
of the dramatis personae that may be observed also
in this later version of the so-called Collating of the
Books. The figures are all represented in significant
situations, mtensely occupied with the task on hand.
They form an entertaining group of scholarly rypes
into whose company the beholder would like o
step. The psychological characterization may to
some extent have been accentuated by the artist -
probably of the Sung period — who did this version
of Yen's compaosition, but the fimdamental features,
including the mdividual types and postures, were no
doubt defined already in the T'ang picture. These
old scholars may be said to transmit more of Yen
Li-pén’s mastery as a pamnter of human character
than the emperors in the soroll deseribed above,

As mentioned in a previous chaprer, no old
master seems to have auracted more admiration
from Yen Li-pén than Chang Séng-yu. He s
reported to have said about Chang: “The fame of
the master was no empty pretence’:* and he sup-

ported this opinion by utilizing certain elements of
Chang Séng-yu's are in his own works. Two of the
most Bamous among these, i.e. The Drunken Taoist
Monk and The Brushmg of the White Elephant,
were mentioned in our chapter ou the older master.
But since neither Chang Séng-yu's nor Yen Li-pén’s
versions of these paintings has been preserved, our
ideas about their respective characteristics, based
simply on descriptive records, are rather vague. The
Brushing of the White Elephant remained a
favourite mouf all through the Sung, Yiian and
Ming periods and, as remarked before, certain
archaic features may be traced m some later render-
imgs of the motif in spite of important varations.

The pictures of the Drunken Monk are mentioned
by Chang Yen-yiian as well as by Kuo Jo-hsii and
Tung Yu of Sung? but the composition is not
kmown to us through actual copies. It may be noted.
that in discussing this picture Tung ¥Yu quotes the
staternents of earbier writers such as Lin Sut who
mentions the picture of the Drunken Taoist Monk
by Yen Li-pén as well as another called the Drunken
Buddhist Monk, but he knew them apparentdy only
through literary descriptions or hearsay. Kuo Jo-hsii
wransmits practucally the same information and
speaks more definitely about Yen Li-pénspicture of
the Drunken Taoist as a riposte to Chang’s painting
of the Drunken Buddhist Monk, and though he says
that both pictures have been transmitted, we are left
with the impression that neither Kuo Jo-hsii nor
Tung Yu had scen them. They tell about the fame of
the pictures. but offer no information as to their
compasitions or formal characteristics, Nor does it
appear from Chang Yen-yiian's words that he had
actually seen these paintings, though he is a little
more explicit. Referring to the above-mentioned

I Beproduced in Ku-dsmg, vol L,

1 Thee words are reported by Tung Yo o his description: of
Yeu Lipén's picture, The Brides over the Wed Hiver, in
Kungr<h'uan hus-pa, [V,

B Li-taf iming-trea obi, Chapter DL Thwdua diien-tefn dhile, wol.V,
1, 3- Kusng-chtiam hus-pa, 111 1, 43, 43-

4 Lin Su, @il Ting-ching, amhor of several books, sxved
minister 3t the beginning of the T m-pao erz (742-755)
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statements by Liu Su, he writes: It is said that
Chang Séng-yu painted the Drunken Monk, which
caused the monks to get together and collect money.
They asked Yen Li-pén to paint 4 cap on the monk
and thus change him into 3 Taoist — but this is not
according to reason.”

This note is attached 1o a short biography of the
painter Ho Ch'ang-shou, “who followed the same
manmner as Fan Ch'ang-shou, though he was a lintle
mferior”’. The two painters cannot have been much
younger than Yen Li-pén: Fan was a military officer
at the beginning of the Tang period, and both are
classified by Chang Yen-yilan as “followers of

Chang Séng-yu". We are furthermore told that
Fan as well as Ho did a picture of the Drunken
Taoist, and these were so remarkable that they
sometimes were accepted as works by Chang Séng-
yu, “which was quite wrong”, to quote Chang
Yen-yiian.

These quotations are significant in so far as they
prove that the motif was quite popular in the Sui
and early T ang period; it was treated by various
painters, including Yen Li-pén, but whether any of
their compositions have been preserved is difficule
to tell, since no one of the old writers gives an
actual descripnion of the picture.

Li Ssit-hsiin and Li Chao-tao

IT wasonlyafter the middle of the seventh century
in the time of the emperor Kao-tsung (650-683)
that the creative forces of T ang were brought to
full expansion also in the field of painting. This was
accomplished by 1 long row of highly-gifted artists
born about or shortly after the mid-century who
reached their maturity in the halcyon days of the
emperor Hslian-tsung (713-750) just before the
political storms wrought havoc also to artistic
pursuits,. The somewhat older painters, like the
two Yen, who had been active during the first half
of the century, were links with the past rather than
representatives of a new age.

The earliest representative of the new generation
of painters was Li Ssi-hsiin, who was bom in 651
and died 716. He was the foremost of a family
which included several painters, i.e. his son Li Chao-
tao, his brother Li Ssii-hui, and the two sons of the
brother, Li Shih-hui and Li Linfu, and abo a
nephew of Lin-fu called Li Ts'ou. To some of these
younger members of the family, like Li Lin-fu, who
were engaged heart and soul in the entanglements

of the political drama, pamting can hardly have
been more than a pleasant distraction fitted for men
of culture and high socal rank. But as these men
belonged tudmﬂnwl.ltlunasthcrﬂgnmghousc
of T'ang, they enjoyed protection in high quarters
and received many tokens of imperial favour. The
old Li was honoured by various appointments or
sinecures and became finally, when the emperor
Hsiian-tsung ascended the throne, Senior General
of the Palace Guard and was raised to the rank of
Duke of P'éngch'éng, while Lin-fu reached the
position of a prime minister, in which capacity he
earned an ignominious fame,

According to literary records, which naturally are
abundant in the case of 2 man like Li Ssi-hsiin, he
was not simply one of the foremost painters of the
time and greatly admired by his contemporaries, but
also the ongmator of 3 specific style of landscape-
painting and holds as such 2 very important place in
the history of this art.

His individual ment i this respect, it is true, can
no longer be defined on the basis of actual paintings,
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bur the series of emment panters who, according 1o
the historical records, followed his lead in landscape-
painting and whose works may still be seen, form an
imposing testimony to the general nature and
characteristics of his achievement as 3 landscapist,
The new departures which contributed most
effectively to the fame of Li Sso-hsiin’s landscapes
were connected with his use of cerramn colours, and
his pictures are described as cf'ing lii pai (blue, green
and white), or chin pi shan-shui (gold and green
landscapes), which, however, did not exclude the use
of other colours for certain details such as buildings,
boats and the like. The colours were applied with a
view to the decorative effect; the background was
sometimes sprinkled with gold-dust, and the silk was
prepared and beaten with 3 solution of chalk and
glucose so as to form a perfectly smooth and glossy
surface for painting.

Li Ssii-hsiin’s individual genius has been variously
estimated by critics of various camps according as
they leaned towards the so-alled “Northem™ or
“Southern” School of landscape-painting. This
lighly theoretical division of Chinete landscape-
painting into two general schools or currents of
style was not formulated unnl the beginning of the
seventeenth century, when Tung Ch'i<ch’ang made
it one of the principal fenets m his exposition of the
development of painnng, but it had existed, no
doubt, as a sort of general background for the
apprecianon of pamting since earlier times. It
became, so to speak, codified as a retroactive aesthe-
tic doctrine through Tung Ch'ich’ang, and it may
thus be appropriate to quote his tormulaton here,
even though a further discussion of the same must be
left for a later occasion. Li Ss-hsiin’s and Li Chao-
wo's historical positions are here defined i 3
conclusive way, th.au:gl:l without any characteriza-
tion of their actusl manners of painting. Tung
Ch'i<hang wrote as follows:

“In Ch'an Buddhism there are a Southern and a
Northern School, which first separated in the Tang
period. In painting a similar division mto a Southern
and 2 Northern School was brought abour in the

same period. But the men did not come from the
South and the North respectively. The Northem
School took its origin from Li Ssi-hsiin, the father
and his son, who applied colours to their landscape
paintings. Their manner was transmitted in the Sung
peniod by Chao Kan, Chao Po-chii, Chao Po-su,
down to Ma Yiian, Hsia Kuei and others. The
Southern School started with Mo-ch'i (Wang Wei),
who used light washes (of ink) instead of sharply
defming outlnes (hookmgs and cuttings), and this
was continued by Chang Tsao, Clhing Hao, Kuan
T'ung, Chii-jan, Kuo Chimg-shu and the two Mi,
father and son, down to the four great masters of the
Yiian period”, etc.

The ideas expressed in the above quotation were
not exactly new, they had been partly suggested
also by earlier critics, though mnot so definitcly
tormulated as in the words of Tung Ch'i<h'ang,
T'ang Hou, who wrote his chronicle Hua Chien in
the Yiian period, makes some appropriate remarks
abour Li Ssi-hsiin’s manner of painting and his
tollowing which are worth quoting: “Li Ssii-hsiin
used gold and green in painting his coloured
landscapes; by this he produced brilliane effects and
created his own style, His son Chao-tao changed the
style of his father and was even more marvellous.

“During the period of the Five Dymastics Li
Shéng, who painted coloured landscapes, was also
called "The Little General’. During the Sung era
Chao Po-chii, t=if Ch'ien-1i. who was 2 member of
the imperial family, again revived their style. He
was 2 pleasant but superficial personality without
any important (ancient) ideas. I have seen Li Sso-
hsiin’s paintings of 2 female spirit and of the
Emperor Ming-huang rambling m the imperial park,
They are both among the best works he ever did. 1
have also seent Li Chao-tao's picture representing rhe
sea~coast. The silk of this is much damaged but the
brilliant colouring is still visible. If we look for the
origin of their style, it seems that it was derived from
Chan Trziich'ien.”

The last remark is particularly interesting as a hint
abour the first impulse o origin of the ¢i'ing lil pal
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style which became the speciality of the Li school.
But Chan Tziich'ien’s fame is nowadays simply a
matter of tradition, and it seems probable that there
were other painters who influenced Li Ssii-hsiin just
as much as this old master. Thus, for instance, Chang
Yen-yiian, who wrote his Ming-hua chi only
about 2 hundred years after Li's activity, presents a
rather differenc idea regarding Li's position and
derivation as a landscape painter in the chapter
called "' A Discussion of Landscape Painting™, where
he states that the new school of landscape “started
with Wu and was further perfected by the rwo Li",
a statement which, in spite of its obvious chrono-
logical confusion, seems to imply that in the T'ang
period Li was not considered as the founder of 2 new
school of landscape-painting, but simply as a skilful
follower or continuator of the impetus given by a
stronger creative personality. This view may not be,
strictly speaking, in contradiction o the one ex-
pressed by Tiung Ch'i-ch’ang eight hundred years
later, but it places Li Ssii-hsiin in a secondary posi-
tion. Chang Yen-yiian's appreciation of Li Ssi-hsiin
was obviously much less than his admiration for
W Tao-tzii, and this may also have been the simple
reason why he says that the new school of landscape-
painting “started with Wu" (though be was about
fifty vears younger than Li). From all that we know
about the two painters it is, however, dificult to
imagme that there cver was a stylistic relation
between them; their respective manners and
technical methods represented opposite poles, as will
become clear after we have also paid some actention
to Wu Tao-tzit's artistic activity. This fundamental
difference is to some exvent illusmated by the well-
known anecdote, according to which Li and Wu
were sent by the emperor Hstan-tsung to the
country of Shy to make pictures of some famous
vicws, an expedition from which Li returned well
furnished with carefully prepared sketches, whereas
Wi brought nothing of the kind back with him. He
did not need ir, because he carried “it all in his
heart” — and when he finally took up the brush, ina
moment of inspiration. within a day he completed a

most magnificent painting embracing hundreds of
miles of rvers and mountains.

We shall have occasion to learn more about Wu's
miraculous way of wielding the brush in a following
chapter, and may here limit ourselves to Li's manner
of working as far as it can be ascertained through
copies and descriptions by early cntics.

Chang Yen-yitan only makes some general re-
marks about Li’s landscapes and points out that they
represent “‘rushing waters, winding streams and the
wvaparous effect of rosy clouds at sunset, thus remind-
ing one of the abodes of the Immortals™ — 4 simile
repeated in many later descriptions of similar
pictures, and which no doubt is chosen with an eye
to the romantic armesphere and illustrative contenrs
of these landscapes. We know them from more or
less siccessful repetitions; they are not views from
the common world of morzals, the inspiration for
them scems rather to have been drawn from fairy
tales, in which heaven and earth meet like white
clonds and green mountains, while the sun paints a
golden lining round every form.

The motifs arc often quite vast i spite of the
small scale of the paintings: boundless stretches of
water, rugged maccessible peaks picreing through
douds, deep valleys with clumps of blossoming
trees, lofty terraces with open galleries and pavilions
on the border of streams spanned by arched bridges
on which solitary figures stand in contemplation.
The decorative stylization of momntains and water,
trees and buildings, bridges and terraces is sharp and
elear, transposing the whole thing into a pattern of
bright blue and green, mterspersed with white and
red tones, sometimes outlined with gold. The
execution is sensitive and vefined, almost as m
miniaturcs, and the whole scenery is enveloped
the transparent veil of a poetic vision.

The style is delicate but fairly consistent and
recognizable even in relatively late and free render-
ings of Li Ssi-hsiin's composinons such as, for
instance, the long hindscroll in the Freer Gallery,
known as A Landscape with Hien—jén, Itisadioramic
view of mountains and water i a light haze, lofty
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buildings, zig-zag galleries, curving bridges and
groves of blosoming trees where whitesrobed
Immortals pass along like faint echoes from a world
of dreams. The wide sweep of the design and the
luminous colouring endow the picture with a
striking  decorative effect which, in spite of the
meticulous execution, camsed the picture 1o be
classified m former times as a paragon of
beaury.*

Ant important picture by the master, said to have

existed in the Manchu Household collection, known
a8 Gaily Coloured Lotuses in the Imperial Garden?
is described in Cl'ing-ho shu-hua fang by Chang
Ch'ou, whe also reporss some colophons by
contemporary critics regarding its  cxceptional
qualities. According to this writer, it was painted
with gold-dust, deep red and green colours, and
in refinement surpassed all common works, Ni
Tsan and Wang Méng had written poems on it, bur
these were no longer preserved when Chang Ch'ou
saw it in 1617, He quotes, however, two colophons,
one by Wén Chia (1575), and another by Wang
Cl'ib-téng, a disnnguished connoisseur of the same
period, who describes the picture as follows:
“It contains lofty buildings, temples, houses, gate-
screens, costumes and boars with their oars, all
painted with the urmost skill and refmement,
including every detail down to the smallest grass-
blade. The momtaing stand clear and luminous in
the light of the setting sun; the billowing waters of
the ke reach far beyond the limits (of the view).
Red flowers, rushing streams, green trees, soaring
clouds and meandering dves,...The Tlang
painters were not very far removed from those of
the Chin dynastv; the traditions from Ku K'zichih
and Lu T'an-wei were then still alive. No later
painters have been able to imitate those old masters
m b]ﬂﬂ?_“

The last remark. which no doubt is quite correct
m regard to a traditionalist like Li Ssi-hsiin, may
also contain 2 key to his great fame. To an unusual
extent he fulfilled the Chinese demand for faithful-
ness to ancient models, and possessed also the ability

o evoke the impression of 1s"ang lao. or ts'ang ku, by
which the Chinese signify something not simply
old-fashioned but also highly onginal. Li Ssi-hsiin's
work was, according to these critics, distinguished
by a kind of perfection that no other pamter of the
T'ang period could reach. There must indeed have
been 4 reason why such & great representative of the
old Chinese culture as Ou-yang Hsiu of the Sung
period called him “a pecrless artist up to this very
day™.

Li Chao-tao, the son of Li Ssii-hsiin, has probably
contributed more than his father to the arristic fame
of the family, becanse some paintings by him or in
s manner seem to have survived, whereas those of
the older Li are known only through descriptions or
very late imitations. He was commonly called the
Little General Li in contradistincrion to his father,
the Great General Li, though hie probahly never had
the official title. He lived through the best years of
the T'ang period until about the middle of Hsiian-
tsung’s reign (c.730) and seems to have been a
well-known master, no less appreciated than his
famous father,

Clang Yen-yiian writes that “he changed the
manner of his father and surpassed the laner, He
served for a while as a tutor of the crown prince and
was the first to paint wonderful seascapes.” But the
artstic activities of the two Li were not very strictly
separated in popular parlance, because of their close
personal and artistic relations. It seems, indeed, from
a chronological viewpoint, more probable that it was
the younger and not the older Li who was sent
together with Wu Tao-tzé to paint some of the
imposing scenery in the country of Sha.

Our ideas about 1i Chao-tao's art are mainly
based on three pictures m the former Palace Museum,

L This picrure indoced Laufer to the exclzmation: “He who has
oot scon the wonderfisl oll soriboted to Li Ssabeiin in the
possession of Me, Freer, does poe know what arr i - in sechnigue
a5 well 23 in menwal depth perhaps the greatest pamting
existerwe, Greek and Balisn s fade meo 3 wifie before ths
glotious mommmient of & divine genius, which it would be futile
to describe in any words" Ouedar, Zeitachr., rorz-1y, I, p.§s

2 Cf, John C, Fergusem, Cliiness Painting, p.70.
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which may be of the penod and represent a fairly
homogeneous style. Two of them are reproduced
i Ku-famg, vols.17 and 26, and one in Ku-kung
shu-hua chi, vol.3z. The last-mentioned also ex-
hibited in London 1035 is in the shape of an
album-leaf’ and represents a building called The
Loyang Tower, a lnghly elaborate construction in
three stories with galleries and winged roofs which
is executed with the meticulous refinement of a
miniature painting. The trees and rocks are only
secondary elements, hardly sufficient to convey the
character of 2 landscape.

The two others are large landscapes, one called
The Ch'ii River, the other Travellers amidst
Mountatns in Spring. They are both pamted with
colours on silk but impressive mainly through their
strongly emphasized linear designs. The pictures
look 25 if they were incised on metal. the details are
so clearly defined that they almost destray the unity
of the design; yet it prevails.

The so-called Ch'ii River Landscape is the most
remarkable (PL:81). The composition 15 spread over
a large surface (5' 3% 3" 4*) and makes ar first
sight an almost bewildering impression. The upper
portion of it consists of deeply folded and fissured
mountains which seem to be bulging and crawling
out of the misty background. Ar their foor are two
arms of a river enclosing a wooded promontory
that slopes down and our, an impression which
becomes still more marked in the lower portion of
the picrare, which is to 1 lacge extent filled with vast
compounds of terraces, courtyards, pavilions,
galleries and gateways, all as seen from above and
placed on a ground that slopes down rowards the
river or moat where boats are converging on a small
harbour. To enumerare all the architectural details
would carry us too far, and in spite of their exact
delineation they interest us less as illustrations than
as integrating elements in a grand design. The parts
sugpested by nature, such as the towering masses of
humps and boulders with their clumps of trees and
winding paths, remind us to some extent of cor-

responding clements in the landscapes ascribed to
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Ching Hao and Kuan T'ung, even though they are
rendered m 2 more myopic manner, Li' Chan-tao
was apparently aiming in the same direction as the
great landscapists of the tenth century, but he had
not as yet found the free pictorial expression for his
romantic conceptions. He remained more timidly
descriptive with a stronger attachment to the world
of men than to the acrual mountains and streams,
His picture is essentially a compromise in which the
separate portions or elements of composition are
skilfully noted but not completely blended.

The other landscape in the same collection is not
so large but no less remarkable for its design (PL42).
The mountains which screen the background are
very thin, sharply cut and pointed fike tall pieces
of crystalline minerals, At their foot a