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The Sung Period

The Historical Backgronnd

It 5As become customary to divide the history of
Chinese art, including painting, in accordance with
the dynastic periods which are generally accepted as
the framework for the political history of the
Middle Kingdom. The reasons for such an arrange-
ment are obvious, not to say peremptory, from a
practical and chronologicil point of view, but it
should not lead to the conclusion thar the successive
divisions or stages in the evolution of Chinese art
followed exactly the same rhythm, the same ups and
downs as the political events. That was not the case;
the changes of style within the evolution of Chinese
painting — which interests us here in particular -
were not primarily consequences of the rise and fall
of dynasties or the like, even though the connexion
at certain periods was quite close. Generally speak-
ing, it may be climed that the evoludon of art in
China presents 3 more continuous fow than the
political pageant, It is not divided up by such breaks
ar brusque changes as occurred in the succession of
the dynasties; the changes are of a more gradual
kind, more in the nature of growth or decay
in accordance with the seasons of the spinrual
climate,

It is consequently not always possible to correlate
the new starts or attempes in the field of pamong
with the beginnings of new dynasties, though it
must be kept in mind that certain ruling houses took
an active part in bringimg the artistic development to
fruition. This occurred, however, generally more
towards the middle than at the very beginming of a
new dynasty, i.e. when the soil had been prepared
also for the sceds of artistic culture.

history in China may thus appear less obvious than
in some of the European countries since the
Renaissance, yet it was at certain periods of sufficient
importanice fo require some attention even in a
study of Chinese pamting. The following notes
abour the general march of the political events in the
Sung period and their relation to the cultural life of
the epoch may thus, in spite of their incompleteness,
prove useful also for our study of the development

* - *

1

The historical division of the Sung period into
ewo parts of almost equal length, known as the
Northemn Sung (960-1126) and the Southern Sung
(1127-1279), was by no means only of political
importance. The retitement of the government
from Kiféng to Hangchou and the abandonment
of northern Chuma to the Chin or furchen Tartars
had a far reaching influence also in the field of
cultural pursuits and contribured to a gradual change
in spiritual and aesthetic ideals, The beginnings of
the new dynasty were relatively bright and promis-
mg, but after the 1mitial period of reunification and
expansion during the reign of the first emperor,
T ai~su (060-976), the new empire became the
butt of dangerous artacks by the northern border
states. If the Chinese had kepr up the defence of the
frontier properly, they might have held the in-
vaders at bay, but instead of making a stand and
fighting the enemy to fmality, the rulers and leaders
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of the nation over and over again sought to purchase
peace by offering gold and silk, oxen, horses, and
royal princesses to the invaders. On every new
occasion, the Chinese had to increase their offers.
Still more dangerous was the method soon intro-
duced of making an alliance with one enemy in
order to fight another. It was like opening the
sluices for a tributary river while trying to fight a
flood lower down.

The principal enemies of the Sung empire were
the Tungusian and Tangut tribes on its northern and
western: frontiers. The former were organized firse
in the Liao kingdom and then in the Chin empire;
the latter in the short-lived but extensive Hsi Hsia
state, and both were finally wiped our by the
Maongol avalanche. The wars started ar the end of
the tenth century m the reign of the second Sung
emperor, Tai-tsung (976-998), and they were
continued during the following centuries with
mtervals of peace, which, however, contributed
little to the strenpth of the empire, By the successive
treatics of 1004 with the Liao, and 1042 with the
Hsi Hsia the Chinese were compelled to pay annual
indemnities and o cede certam termitories to their
~wictorious neighbours,

This inglorious and prodigally expensive conduct
of public affairs aroused discontent, and m the
reign of the Emperor Shén-tsung (1068-1085) the
so-called liberal party gained the upper hand in the
direcrion of the political affairs of the country, It
was headed by Wang Anshih (1021-1086), who
has won a place in the history of China not only a5 2
ruthless politician bur also as an excellent writer,
partcularly of state memonals and the like, The
sweeping reforms thar he introduced in the political
and economic administration have been very
differently estimated, according to the political
ideals of the reviewers. Generally speaking, they
were closely related to the ideas of modemn western
socialism, but they were applied by methods and
agents who tono small extent obscured or destroyed
the idealistic intentions of their initistor.

His leadmg idea in the economue field was that the

state should take over the entire management of
commerce, industry and agriculture and by this
centralization improve the economic conditions of
the common people. He {like so many other social
reformers of a similar type) wanted to take from
the rich in order to give to the poor, but this meant
in practice the introduction of a strice form of stare
capitalism, to replace private capital, and it involved
a rigid control, registration and taxation of every
inch of soil and every animal on the farms. Particalar
importance was attached to the plan that the
government should lend money to the peasants in
the spring planting season and make them return it
when the crops were harvested. The arrangement
was intended to be for the benefit of the peasants,
bur it was coupled with methods of bonding and
taxation which in the hands of the tax-collectors did
more harm than good. Thus, for instance, when a
poor landowner under adverse conditions was
unable to repay 4 loan within the stpulated period,
he was simply tuned oot and his property con-
fiscated by the state. Such cases became increasingly
frequent with the years. and the whole system
brought poverty and discontent to the people
instead of prosperity and satisfaction. The situation
was further aggravated by drastic laws of registri-
tion and conscription, which broughr heavy burdens
to the people, and by the moral weakness of
the men in charge, who were more interested in
their own profis than in the welfare of the
people,

The longer the experiment lasted the more hated
became the man who had started it. Wang An-shih's
motives were to begin with of a noble kind, but he
was an obsunate theoretician with little experience
or faculty to foresee the practical results of his
reforms. He was by no means uneducated or lacking
s ability as a writer and poet, but he neglected the
teaditional rules of cleanliness and good behaviour
and appeared in tattered clothes with inwashed face,
which together with his proverbial stubbornness
made him distasteful to many old-fashioned gentle-
men. Su Tung-p'o wrote that Wang An-shih's
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mode of action was based on the belief that “God's
anger is not worth fearng, public opimon not
worth respecting, and the tradition of ancestors not
worth keeping”.

The painful tension was increased by the facr that
Wang An-shih’s henchmen and assistants were
political fortune-humters rather than idealistic re-
formers or statesmen. Their main endeavour was to
secure their own posinons by sending their op-
ponents to distant places from where their voices
would not be casily heard. But such measures did
not silence 2 man like Su Tung-p'o, Even from his
places of exile he wrote several memorials to the
throne in which he fearlessly expressed his political
ideas and tried to make the emperor realize the
impending dangers of the political course. His words
were inspired by a trust in the innate qualities of the
Chinese people and the time-honoured institations
which had made them beloved all through the
centuries.

Su Tung-p'o’s memonals, of which there were at
least three at the beginning of the seventies, did not
pass withour leaving some impressions: m high
quarters, but the hold of Wang An-shil and his
partisans on the government was too strong to be
loosened suddenly, Wang remained in. office meil
1076, and even after his dismissal no radical change
ook place in the direction of the affams of state,
because sotne of his most ruthless followers staved in
office for a few more years. It was only at the end of
the emperor Shén-mung’s reign thae the Jeadens of
the conservative party were called in and given a
free hand to undo the nefarious reforme. This work
was first entrusted 1o Ssi-ma Kuang and, after his
death to Su Tung-p'o? A few years of readjustment
followed, bur the couniry was in a dangerous
situation: owing to the misery and unrest of the
population and the aggressiveness of the warlike
neighbours on the northern and western: borders.

The members of the conservative party (known
as Yi-yilan}, who gradually accomplished the un-
doing of Wang An-shil's reforms, had been called

m to serve in the government by the empress

dowager, mother of Shén-tsung, a woman of
uncommon virtues and ability. She took up the
reins of government in 1085 at the death of her son,
because the crown prince was at the time only a boy
of ten. The period of recovery which thus began,
lasted for eight years and kindled new hopes among:
the common people, but they were crushed as soon
as the young emperor (then cighteen years old)
ascended the throne,

He became only too willingly a tool m the hands
of politicians from the camp of Wang An-shil's
following. The old statesmen who had done their
best to re-establish a balance in the finances of the
state and ro meet the actual needs of the peasants,
were billeted or exiled. The new men were mainly
nspired by the desire to take revenge on their
opponents. Wang An=shib's methods of stare
capitahism were enforced more rul:hlcs.'d':,r than ever,
and they were now honoured with the label “The
Ancestors’ Way"', because they had been applied in
the reign of the vld emperor Shén-tsung. And as
they served to supply the imperial household as well
as the treasury with capital, they became popular in
high quarrers. '

The emperor Ché-tsung passed away in Janmary
1100 without leaving a son, The imperiil authority
was transferted to hus brother Hui-sung, but there
was again a short interregnum, this time lasting only
six months, during which the future emperor's
mother, Shén-tsung’s consort, served as the head of
the government, It was 3 breathing pause for the
scholars of the old ser who still were alive; some

Yo Auguse 1036 S Tung-p'e swcceeded fimlly m pummg =
onmyplese stip n the farmen’ loans. He wrote at the fmme:
“Ihee loens have bern m forer for showl mwenty years
During  this perind the peaple have become steadily poorer,
law=guith hove multplied and: bandioy has imcregsed | . . The
officiuls established pleces of entermmment and gambling hooses
at the time whien they paid our the foane Very often the Brmmery
returned from the city empty-handed. One 2an see this from e
fact that whenever the Joam were bemg pad oun the regeipts of
the wine monopoly mcresed. | hsve pesomlly wirnessed these
thirgrs with tears in my eves In the lasr pwency yeurrs wimberhss
people: have sold their houses and farmi, sent away thele wives
and danghten ro work s1 servanny, jumped e the: diver, or
hanged thermelves besamse of inahility to repay the loane™
(Translution by Lin Yii-t"ang in The Cuy Gemin, p2g2.)



4 THE SUNG PERTOD

weze promoted, others recalled from exile, but only
a few of them remained.

- * *

I

When Hut-tsung seized the reins of government
practically the same methods were applied as during
the reign of his brother, and several of the miost
fanatical followers of Wang An-chih were given
prominent positions. The best known among these
was Ts'ai Ching, who now was entrusted with the
leadership of the government. The work accom-
plished by him and his assistants, based on the well-
known methods of extorting money from the
commonalty in order to enrich the imperial treasury
and pay off threatening enemies, has with good
reason been stigmatized as the most effective pre-
paration for the final collapse of the Northern Sung
empire. This was caused by interior corruption and
discord between men in responsible positions rather
than by any military superiority on the part of the
AZRICRT.

The deep gulf that existed at the time between
the supreme ruler and his subjects was accentuared
and increased by irresponsible ministers who found
it to their advannge to impoverish the people in
order to supply the monarch with the means for his
costly pleasures and enjoyments. These were, how-
ever, by no means simply of a frivolous kind. His
associations with the ladies of the courr, which
eventually brought him over thirty sons, were
apparently not so premature and exhansting as those
of his brother Ché-tsung, who from the age of
erghteen was always surrounded by “rwenty grown-
up girls who ateended to his personal comfort”. Hui-
tsung's passion for music and every kind of art was
a more potent mfuence in his life, and it has left
deeper traces in the history of Chinese culture than
anything else that he accomplished,

His artistic interests developed along two main
lines; that of the collector, and that of the creative
painiter. The larter will be more dosely examined in
connexion with our study of the group of painers

who were associated with the Emperor and his
Academy of Paintmg, but a few notes abour the
emperor's activities as a collector and garden lover
may here be added. His collections were partly
of an archacological and pardy of a purely artistic
kind, the former conmining bronze vessels, bells
and seals, the latter mainly pictures and calligraphies,
besides objeces of decoration. Very little, indeed,
remains of them nowadays, bur we know them to
some extent through the descriptive catalogues,
prepared by imperial command, such as the Po-ku
r'st dte, the Hsiian-ho fa-p'u, and Heiian-ho shi-p'u,
the first describing brouzes, the lateer two paintings
and calligraphies in the imperial collection.t

The collections as such were probably the largest
and most precious of their kind ever brought
together in China, and they marked the beginning
of a collecting activity which from that time
onward developed rapidly into something. dhat
became almost a sine qua non for Chinese scholars
and gentlemen. And it tmay also be remembered
that the gencral aesthetic interest of the court and
the ever-increasing demand for technical perfection
and beauty in the field of decorative arts resulted in
the production of the most exquisite ceramic
products and silk textiles ever made in China.

The most absorbing and extensive product of the
emperor's romantic dreams m forms of nature was,
however, the pleasure park known as Kén-yil,
situared at the north-west corner of Pien-liang (the
present K'aiféng). The park was inspired by eales of
a Taoist Paradise, with a mountain representing the
abode of the Immiortals and lotus-lakes bordered by
winding gallerics and floating pavilions, Berween
them were secluded gardens with rare trees and
plants and marvellous garden-stones broughr thither

! The caralogue of pamrings comprises somic 6,400 spocimens by
=31 painters, and these are grouped moten sections ‘or classes.
sccording to subjects, such as L Buddhist and Taskst 7. Human
Figures. TH. Palsces and Buildings. TV, Barbarians, V, Land—
scapes, V1. Ammals. VIL Birds and Flowers. VIIL Hamboed
IX. Diragom snd Fishes. X. Vegerables and Fruits. The carliest
are attributed 1o iiasters of the third md fonrth cenpurics, the
latest are works by contemsporaries, and all these masters are
chaructenized n short biographical intraducriong,
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from various parts of the country. They offered
fascinating motifs for the painters, and a selection of
the most remarkable among these stones was
published in a special book, the Haiian-ho shil-p'u,
which formed a kind of counterpart to the catalogue
of the imperial picture catalogue.

A special commissioner had been sent to the
southern provinces to procure the most beautiful
trees and plants and the most wonderfully shaped
stones. He carried out the command ruthlessly.
Wherever stones were found and whoever the
owner might be, they werte simply appropriated for
the emperor's garden, and the people of the
respective localities were forced to work for the
imperial commissioner, whether they would or not.
According to tradition, the burden of this forced
labour was made still heavier to the population by
the fact thar the commissioner used the opportunity
also to provide himself with such precious garden
stones. It became @ matrer of common knowledge
that his garden was almost as rich in rare and
beauriful decorations as that of the emperor. For
this he had to pay with his head during = following
regime, when things were adjusted. It was a small
compensation for the many lives lost during the
transportof these heavystonesto theimperial gardens.

The above remarks may serve a5 sympromuatic
mdications of Hui-msung’s widespread aesthetic
mterests; others referring to his associations with the
painters and the Academy of Pamrng will be added
later. All these efforrs bronghe rich and glamorous
results; but lacked the stamina, the force 1o
resist the storms of political unrest which were
unleashed sooner than expected and rose to a havec
thar swept away the national government. The
policy of defeatism and evasion which had been
followed under the preceding generation was only
accentuated and in fact became the most cifective
means of brnging the country into 3 precarious
situation. No serious attempt was made to check the
onset of the Chin armics which crossed the Yellow
River after therr successful campaign against the
Liao kingdom of the Khitans (then in alliance with

the Sung empire). Hui-sung fled to Nanking
and left the care of the government to his som,
who asumed power under the name of Ch'in-
wung. The capital was practically at the mercy of
the invaders and a spirit of terror spread among its
inhabitants. The emperor saw no other way out
than to sue for peace, a petition that was granted
only against payments of huge indemnities of gold
and silver and the delivery of ten thousand oxen and
horses, The immediate disaster was thus averted,
but as the Chinese gradually proved unable, or
unwilling, to fulfil their magniloquent promises, the
enemry came back in greater force the following
vear (1126) and laid siege to the capital. The fatal
hour was approaching rapidly and good advice was
worth a king’s ransom. It was of lieele avail thar
armies from other parts of the country were hasten-
ing to succour the besieged; within: the capital the
spirit was very low and dissension among officials
ran high. The emperor was totally unable to rally
the people and chose the traditional way of evasion:
He went in person to the enemy's camp, offering
submission and suing for terms of peace. These
involved vastly increased indemnities of precious
metals, the cession of most of the Chinese territory
north of the River, and the demand that the whole
imperial houschold should repair to the enemy
camp (where the young emperor already was kept
in custody). The Chin general transferred the
mmperial dignity to a representative of hus own
people and finally, in the following year (1127),
retired to the north, carrying with him immense
loot and three thousand members of the imperial
household, including the old emperor Hui-sung,
who was pever to see his pleasure gardens and
collections agam.

* : *®

The highly dramane struggle of the next few years
between the invaders and the Chinese armies which
nallied around Prince K'ang and some pacriotic
generals such as Tsung Tsé and Yo Fei, cannot be
retold here; their influence on cultural development
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and aristic activity was evidently of a neganive kind.
The contending forces experienced victory and
defeat altermatively in rapid succession; cities like
K'aifeng and Loyang were plundered and bumt -
even Hangchou was ravaged - large districes
devastated, and millions of people killed or starved
to death. The life-blood of the Chinese peaple was
dangerously dmined, but the final springs of
Chinese vitality were not completely exhausted.
When the fury of battle finally abared and the con-
querors had consolidated therr government in
Yenching (Peking), the great eapital of the North,
the Chinese found golden opportunitics in Hang-
chou, the heavenly city of the fertile South, to
recanstruct their old national instirutions and revive
their creative sctivities in vatious fields of spiritual
and material culture. And as the conquerors came
into closer peaceful contact wath the Chinese, they
found it to their own advantage to adopt Chinese
cultural eraditions and modes of life: The administra-
ton of the minor localities was entrusted to native
officials; Yenching was embellished with palaces and
temples in pure Chinese seyle; the Buddhist religion
and Confucian ceremonies were treated alike with
favour and consideranon. There were also able
painters active at the courtin Yenching, and some of
the Chin emperors accumulared imporrant collec-
tions of art. Indeed, they spared no efforts to make
Chinese cultural institutions known and appreciated
among their subjects and to mculeate the time-
henoured virtoes of the great Sage. They showed no
mtention of encroaching upon the termtory of the
Southern Sung empire after the conclusion of the
peace treaty of 1741, Thesr government in Yenching
(Peking) became in facr almost as Chinese as that of
Hangchow, and something like equilibrigm might
have been esmblished, had not 2 more powerful
encmy appeared in the field, Whatever the Chin
rulers succeeded in building up was swept away by
the Mongol avalinche ar the beginning of the
thirteenth century.

The recovery in the South also proceeded more
specdily than might have beent expected while the

war was on. Prince K'ang consolidated the position
of the dynasty in Hangchou, and ruled there under
the namc of Kao-tsung until 1162. During the
following hundred and cwenty years he was suc-
ceeded by half 2 dozen more or less incapable
monarchs of the Sung house, but we have no reason
to enter here into an account of their respective
reigns, during which the government was in the
hands of politicians and fortune-hunters, while the
monarchs themselves were absorbed in more
pleasurable occupations. It was a period when the
enjoyments of life seemed the most essential thing
for high as well as low in Hangchou, and linle
thought was given to military preparations against
the invaders from the north.

The Chinese tried their old method of diplomatic
bargaining and entered into an alliance with the
Mongols, lured by the promise of some of the old
territory still held by the Chin, When K'aiféng fell
after a long siege in 1233 and the whele Chin empire
lay open to the joint armies of the Mongols and the
Chinese, the latter found, however, that their
forceful friends were by no means willing to pass on
to them all the newly conquered ternitory, Tnstead
of fulfilling the agreement and keeping peace with
their nominal allies, the Mongols pushed southward,
starting their gradual conquest of the whole of
China, This proved, however, to be a more difficule
project than it scemed ar the start. Time and again
the Chinese put up 2 valiant fight; and in con-
sequence of this and of the Mongal leaders’ being
engaged mn other conflicts at the time, the tug of war
was kept up for nearly half a century before the
conguest of the South was completed, and the last
scion of the Sung ended the final act in the long
dynastic drama by jumping into the sca from an
island off the coast of Canton followed by a large
number of his faithful subjects,

One may indeed wonder how 3 dynasty which
had proved so incapable of mecting the demands of
the political sitnation and of establishing peace and
prosperiry in the country could become so dear to
the nation, and mark such a wonderful chapter in
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the cultural and artistic history of the Chinese. A
generalizing answer to these questions may be found
in the words of a Chinese historian who epitomizes
the popular estimate as follows:!

“The Sung gained the empire by the sword and
kept it by kindness. Their goodness to the people
was not tinged enough with severity, and so the
kingdom was snarched from them. Sull, through it
the empire was maintained for a lnndred and ffty
years after it scemed to have slipped from their
grasp, and it caused snch men as Chang Shib-chich
and Weén T'ien-hsiang (the two last defenders of the
empire) to cling to them to the very lase and finally
to give their lives for them."”

* * +*

1]

The slowly developing political tragedy of the
Sung dynasty caused by lack of military prepara-
ton, was to some extent counter-balanced, and at
certain intervals interrupted, by the creatve forces
which became manifest in philosophy and religion,
in social and political reforms, in various kinds of
tustorical and archacological rescarch, and above all,
in literature and painting. In all these spheres they
led to practical results in the form of new institu-
tions, publications and schoals of thought which all
and each would require a special chapter to be fully
discussed, 2 task which would lead us beyond the
limits of these introductory remarks to our study of
the development of painting during the Sung
dynasty. It should, however, not be forgotten that
the epoch-making growth and sudden burgeoning
of Sung paintings was paralleled or even matched by
the creative activity in some of the other ficlds
mentioned above; in other words, the brilliant
dtvdapnm:nfpinﬁnngsb}fnﬂmmm
isolated phenomenon brought shout by the will of
imperial are-lovers, but a product of the general
cultural needs and standards of the peniod.

Directing our artention to some of the mast
significant reforms applied in the princples of

government and in the social organisation, it should
be noted rhar the founder of the Sung dynasty
transferred most of the executive power from the
military to the civil authorities, a pacifist policy
which, however great the military abuse of power
may have been, under the circumstances involved
taking very considerable risks, China became then,
and remained wntil recent times, a country where
the government was mainly entrusted 1o a class of
learned officials selected through the state examima-
tions. These examimations lad existed since the Han
period, bue their application had been more or Jess
dependent on the religious or philosophical attitudes
of the rulers. There had been times when Buddhist
thought or Taoist mysticsm had more influence on
the selection of high officials than the Confocian
classics or skill in liverary compositions. But ar the
beginning of the Sung era the examinations were
again systemmatized in accordance with more strice
Confucian principles. The govermment of the state
as well as the lives of the citizens were regulated in
adherence to the fimdamental moral teachings of the
great Sage. The educational system, the principal
aim of which was to prepare for the state cxamina-
tions, was built on the inculcation of filial piety,
absolute obedience o superions, loyalty w0 the
emperor, and veneranton for the ancient traditions
of the coumtry. It involved 2 strong national
reaction, which was by no means diminished by the
adverse political experiences, rather the contrary. Tt
scemns almost as if the nationalism of the Chinese
were aroused in the same measure as they lost their
ancient ground to invading enemies, They had no
longer the power of expansion or political leader-
ship, but they bult up for themselves a world of
their own, perféct in its cultaral refinement, its
artistic beanty, and its philosophical definition,
though enclosed by high walls of tradidonalism.

The foremost representatives of this traditionalism
were highly cultured gentlemen, writers, philo-
sophers and historians, who time and again held
leading positions in the government. We shall
¥ Quoted in MacGowan's Imperial History of Ching, p.436,
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retumn o some of them presendy; here should
simply be mentioned in passing men like Qu-yang
Hiin, the brilliant essayist, the Ssi-ma Kuang, the
historian who for many years was a respected leader
among the conservatives, and above all Su Timg-
p'0, whose noble character and sympathy with the
common people no less than his brilliant qualities as
a poet and a writer made him — as pointed out in our
remarks on his political activities — beloved by
everybody who was in harmony with the spiric of
old China. All these men and some of their friends
served for longer or shorter periods in the govern-
ment, but their official eareers were brusquely cut
short time and again by a growing opposition from
their more successful opponents, whose belief m
radical reform and in their own superiority was
stronger than their respect for the cultural traditions
of the country,

It should be remembered, however, that Wang
An-shih, ruthless as he showed himself in political
and economic matters, had a great respect for
learning. He was himself a prominent student of the
Classics, of which he arranged an edition * in order
that the people might understand the real meaning
of the Canon™, the idea being ro make the Classics
accessible to 3 wider circle and by raising the general
level of education to destroy the monopoly of
culture enjoyed by the Confucian scholars. For the
same purpose the public schools were developed and
increased in numbers, so that there was one in every
sub~prefecture, and colleges for law, medicine and
military affairs were opened in the capital. Most
important, however, were the reforms in the
examination system by which it was made more
practical and efficient for the preparation of State
officials. Instead of simply having to write essays on
poetical and philosophic subjects, the candidates
were required to answer questions referring to the
ancient and modern laws of the country and also to
the principles of astronomy and other sciences; they
were also expected to have some idea of political
economy and to “know how to initiate necessary
reforms’,

One of the most valuable and lasting expressions
of the intellectual life of the Northern Sung period
was the literary acuvity, here m particular the
poetic and philosophical writings of Su Tung-p'o
and various historical publications by Ouw-yang
Hsiu, Ssi-ma Kuang, and a few others. Ssii-ma
Kuang’s history of China from 403 8.c. 10 A.p.950
received its mame Tzi-chi t'ung-chien (Mirror of
History) because, as the Emperor said, “to view
antiquity as it were i a muror is an aid to the
administration of government”. It was the resule of
twenty years of documenrary research and com-
prised no less than 354 chapters distributed over 2
great number of volumes. It remained for a long
time a standard work, and has served as a basis
for later publications. But besides the T ung-chien
several other books of importance dealing with
scientific, philological, archacological, histarical or
kindred subjects were produced in the eleventh and
twelfth centuries, and also some encyclopaedic
publications in which materials of earlier date were
incorporated and thus saved from complete loss.
The most famous among these encyclopaedic
publications are Chéng Ch'iao’s T ung-chih (con-
taining mainly scientific material), Li Fang’s T"ai-
ping yii-lan, and Ma Tuan-lin's Wén-hsien Lung-
ao, which forms a continuation to Chéng
Ch'iao’s wark.

The historical studies of the period, however,
were not confined to documentary research work
and literary writings, but also directed towards the
archacological material excavated from old tombs
and dwelling sites. This was to some extent made
accessible to students in large illustrated publications
which ever since have remained of findamental
importance for the study of Chinese antiquities in
bronze and stone. Foremost among these archaeo-
logical publications should be mentioned K'do-ku
tu by Lu Talin and Po-ku ', the catalogue of
the cmperor Hui-tsung’s great archacological
collections mentioned above,

These publications and some similar ones, such
as Wang Fu-chai's Chung-ting k'wan shik and the
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famous Chin-shik lu, deal principally with bronze
vessels and bells excavated from the tombs of ancient
dynasties, which were collected not only by the
emperors but also by private people as, for instance,
Li Kung-lin, the great painter, who is said to have
paid very high prices for some of his antiquities.
Collecting had by that time become a fashion
among the cultured, and though the interest was
largely centred on inscriptions, yer the objects were
also studied in their relation to ancient ceremonies,
ntual and institutions. The Sung scholars “niade
thus two great contributions towards the gradual
building up of an antiquarian science in China,
namely epigriphical study and the identificagon of
torms™.*

The contributions made by the Sung schalars in
the antiquarian field have probably been of greater
importance for later generations than their con-
tributions in other fields of historical or scientific
research. It may, however, be noted in passing that
the carliest treatise on Chinese architecture, Ying-
tsao fa-shih, was brought out at this time by 3 man
called Li Chich (d.1170) who for many years was
active as 3 builder of temples and halls in the capital.
There were also books published on fruit-bearing
trees, flowess, etc., and descriprions of foreign lands
by people who had travelled as diplomatic envoys o
on commercial missions not only to neighbouring
countries like Korca but also in southern and
western Asia as far as India and Arabia, and even in
Africa. And the expansion of the geographical
horizon i tum gave stimulus to an increasing
intellectual curiosity.

All these new departures in fields of historical
study and quasi-scientific research were encouraged
by a philosophical outlook which had little in
common with the taditional currents of meditative
Buddhism or Taoistic speculation which had served
as sources of inspiration for religious people during
the preceding epoch of the Five Dynasties. The old
forms of monastic Buddhism were declining, vet
the stream of Buddhise thought was still sufficieatly
strong to serve as a life-giving current for artists as

well 2s for philosophers even though within the
framework of the Confucian principles. This gave
tise to the so—called Neo-Confucian system which
was “'an attempt to pat into orderly form whar the
educated belicved about the universe” (to quote
Latourette) or in other words, to formulate a
comprehensive philosophy that could satisfy intel-
lectual speculation as well as religious devotion. It
contained elements of Taoist lore and Mahdvina
metaphysics as well as the Confucian precepts on
morals and statecraft tied together with thin ribbons
of rationalistic reasoming, It was a secular movement
led by scholars and statesmen; “irs ideals were the
extension. of knowledge and the perfection of
individuals™, to use the definition by Hu Shik, whe
points out furchermore that “the perfection of the
individual was not an end in ieself; it was only a step
towards the larger task of better ardering the family,
the state and the world. The end was social and
political™* Yet it served the same purpose as a
religion.

It may thus be said that the Sung scholars who
found new meanings in the Confucian writings
“rediscovered a new classical past just as the himan-
ists of the European Renaissance rediscovered a new
Greece and a new Rome which had escaped the
attention of the Middle Apes”.

The final systematic formation of this philosophy
was not accomplished until the end of the twelfth
century by Chu Hsi (1130-1200), when the Southern
Sung empire had passed its zenith, but the current of
thoughe by which it was prepared and noarished
had some prominent representatives during the
previous generations such as Shao Yung (rori-
1077) and Chou Tun-i (1017-1073), both reckoned
among the Confucian scholars, though their writ-
mgs are strongly coloured by Taoist and Buddhist
ideas, Still greater importance is attached to the
writings by Ch'éng Hao and Ch'éng 1 (1033-1107).

! CfF Chi Li's arncle “Archacology™ m Symposinm: on’ Chinew
Culture, ed. by Sophia H. Uhen Zen (1931).

2 Hu Shih's arncle, “Religion and Philosophy”,
o Chinese Culture.

i Sympodium



10 THE S$UNG PERIOD

The latter, who i considered the founder of
“Rational Confucianism”, laid down the following
fundamental precept: “For moral cultivation we
must practise reverence; for intellectual improve-
ment we must extend our knowledge to the
utmost’” — two phrases which Chu Hsi called “the
two wings of a bird, or the two wheels of a cart”™,
They became, 5o to speak, the pivot around which
this whole system of rational phlosophy thence-
forth revolved.

Chu Hsi as well as his predecessor Chéng | pointed
out that as there i€ in the human mind 2 knowing
faculty and in everything a reason, “the student
should consider all things under the sky, beginning
with the known principles and seeking to reach the
ultimate, After sufficient labour has been devoted to
it, the day will come when all things will suddenly
become clear and intelligible.”

The above statement by Chu Hisi about the
“mmner reason’’ of things and the need of search and
application to realize it, remmds us of certain
utterances by Su Tung-p'e in regard to the creative
‘activity of painters (to be queted in the nexe
chapter), whereas the sudden enlightcnment hinted
ar as a fimal stage m the research, sounds very much
like the opening of the “inner eye”, the sudden
perception, which to the Ch'an Buddhists was the
essential stage in gaming knowledge. The connec-

tion with this kind of Buddhist thought made Chu
Hsi's system more congemial to the artsts than
carlier forms of Confucianism.

The Neo-Confucian endeavour to reconcile
various currents of Chinese religious philosophy did
not reach its full expansion until the re-establishment
of the Sung government in Hangchou after its
disaster in the north. The mellow and tolerant
spiritual atmosphere which prevailed in the southern
cpital was evidently more propitious for the
development of a synthetic philosophy. It was, ro
begin with, characterized by 2 suppleness of thought
and a vague tolerance that appealed ro artists and
acsthetes, who were less interested in systems of
philosophy or dogmatic religion than in ideas which
served to arouse the intuwitive faculty in man and to
set free the ereative forces of his soul. But the highly
eclectic character of this system of philosophy, made
up of elements from so many various sources,
contained also the seeds of a gradual decay. While
retaining its importanice as a kind of classical
standard for the imterpretation of the Confucian
teachmgs, it became m later ages, after the collapse
of the Sung realm and its cultural institutions, a
bulwark of crystallized thought more effective for
the preservation of national waditions than as an
incentive to new cfforts in the ficld of mtellectual or
artistic activity.



Gentleman-painters and Calligraphers

|

Su Tung-p‘o and Wen T'ung

THE CREATIVE activity which followed after the
magnificent upsurge of landscape-painting described
m the preceding chapters was of a more general
kind, comprising profane and religious figure-paint-
ing as well as bird, Aower and bamboo-panting,
besides and it was carried on by men ot a
high intellectual standard. To most of these men
painting was not a professional occupation but only
one of the means by which they expressed their
intellecrual reactions to life and narure i visible
symbols. Poetry and pictorial writing was to them
of equal, if not of greater importance than panting,
and they made their living as more or less prominent
government officials when they could not depend on
fannly forrunes. Though some of them were real
masters of ink-pamting as well as of calligraphy,
they shunned the fame and position of professional
artises and became known as “gentleman-painters”,
3 designation which has been cherished by the great
painters of China ever since and often discussed in
their writings.

Artsuc occupations such as pamting and calli-
graphy were to these men activities to be pursued
when at lesure from official duties or practical
occupations. The foundation of their technical
mastery was indeed in writing, a long and assiduous
training in ealhgraphy which finally enabled them
to transmit their thoughts with the same ease in
symbols of narure as m conventionahized characters.
Their art became thus a very intimate kind of
expressionism or ides-writing, as it was called n
later times, and as such a most significant product of
the Chinese gemus.

II

This kind of artistic activity, in writing as well as
in painting, was well described by Su Tung-p'e in
the following words: "My writing is like spring-
water in abundance; it issues everywhere, no matter
what the groimd may be. Over the level ground it
flows quictly murmurmg, (covering) with ease a
thousand /i in 3 day. When it comes to mountains
and stones, it winds around them and rakes on their
colour. Really, it is not to be defined. All | know is
that it keeps on moving when it must move and
ceases when it must cease.””

The beaury of this are was indeed 1o no small ex-
tent conmected with the apparent ease with which it
was pmd;m&. but which after all could not be
reached except through intense training and pro-
found thought.

Su Shih (1036-1101), better known by his hao,
Tung-p'o, is one of those oustanding personalities
of Chinese history whose name will be remembered
as long as ancient China has its place on the map of
human culture, The reasans for this are mainly to be.
found in the fact that as a poet, a philosopher and an
artist, as well as by his official actvities and ability to.
nse superior to the shifting forunes of life, he
represented some of the most characteristic features
of the Chinese genius. In spite of his being deeply
steeped in the Buddhist religion and Taeist mysti-
cism, an unprejiudiced broadness of spirit made it
possible for him to honour the Confucian phile-
sophy, while his creative imagmation, combined
with a deep sympathy for all that lives and breathes
it the realms of nature, enabled him o discover
sources of poctic inspiration wherever he went. The
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adversities of his life, due to personal and political
conditions, were severe enough to break the spirit of
an ordinary man, but Su Tung-p‘o found refoge m
his intimacy with nature and a philosophical
attitude inspired by a kind of meditative Buddhism,
sometimes tinged with Taoist practices. Bartered
like an old fir by recurrent storms, stripped by the
vicissitudes of forune of all material benefits, he yet
preserved through itall his faith in human nature and
his balance of mind.

This is not the place to dwell an the chequered
career of Su Tung-p'o, or to enter into descriptions
of his accomplishments as an official and 2 statesman
{shordy referred to in the Introduction) or as a
philasopher and a poet, occupations by which he
contributed to the welfare of the people and the
mtellectual life of his generation. The reader who is
desirous of more information about these phases of
Su Tung-p'o's biography can find it in recent books:!
We must here limit ourselves to some cbservations
on his artistic activities as a painter and calligraphise
and a few quotations from his numerous writings on.
art. It is by these and by some of his poems rather
personality becomes tangible to us.

Su Tung-p'o must have painted various kinds of
studies from namre, if we may judge from con-
temporary records and titles of his paintings, bur the
motifs that interested him in particilar were
bamboos and old withered trees beside stones and
water. These possessed in vanous degrees of pic-
torial transformation such qualities of suppleness
and strength that might be interpreted as corre-
sponding to ceran fundsmental features in the
character of a gentleman; they offered him oppor-
tunities to express in spontancous ink-paintings
certain sides of his own nature.

Are any of these pictures still to be seen? The
question has been differently answered depending on
the more or less eritical attitude of the historians and
their eagerness to find Su Tung-po"s acssthetic ideas
transmitred into paintings, but it must be admitted
that none of those pictures which today pass under

his name has won general sanction a5 an authentic
work by the master. Most among them are small
bamboo paintings, i pictures of single stems of
growing bamboo or a few cur-off branches. It
would be casy to mention half 3 dozen of such
examples which probably since the Ming period
have passed under the master’s name, but as none of
them can be accepted as his own work, it may not be
necessary to dwell on them here. Su Tung-p'o hasso
often expressed himself on bamboo-painting and
has characterized the spirit and rechnique of this kind
of painting so distinctly and beautifully, that it
would be a pity to blur his words by misleading
illustrations. We shall return to some of these
descriptions by Su Tung-p’o in connexion with onr
study of Weén Tung’s bamboo-paintings. But
before turning our attention in this direction it may
be interestng to consider one or two other pictures,

They are nor barnboo-paintings but studies of old
trees and stones, and ther hustorical meerest is
mereased by the fact that they illustrate or corre-
spond very closely to Mi Fei's succince definitions of
Su Tung-p'o’s motifs and brush-work (as quoted
below). And what is more, one of these pictires is-
accompanied by an autograph colophon by Mi Fei*

The picture, which is in the form of 2 shorthand-
scroll, represents an old withering and: curiously
twisted tree and some tender bamboo shoots grow-
ing at a large water-modelled stone, It is execured
with rather dry mk and a harsh sweeping brudh and
seens altogether more remarkable for its simplicity
than for any oustanding pictorial effect. It contains
4 great number of private seals some of which may
be of the Sung period and is accompanied by four
colophons, partly written on separate sheets (PLx 80).
The first of these is signed by 3 man called Lin
Liang-tsoand contains the following:

! The Prose-Portry of S Tinig-p'i wich lntrodyccory Essays and
Note, by, Cynl ' Drommond Le Gros Clask. Shanghai, 1915,
The Cay Geniws, The Life and Times of Sis Tung-p*s, by Lin
¥Yi-tang. New York, 1047.

* The scroll it known to me anly m 3 ficnmile reproduction
{probably made i Japan) | bave no nformation gs to s whtere—
ibawms. CF, PLiRo.
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“My friend Féng Chi-yiin from Jun-chou, who
retired from official life and devoted himself to Tao
thirty years ago, is now over seventy years old, but
his hair and beard are stll black, and his words and
manners harmonious, As he showed me Timg-p'o’s
picture of a tree and a stone, [ composed a poem to
it and asked old Hai-yiich (Mi Fei) to write another
poem. Lin Liang-tso from Shang-jzo.”

The poem is short and of no special interest, Mi
Fei's somewhat longer poem is written in an ecasy
Howing style which is considered authentic by
experts on witing. It may not be 3 masterpiece of
calligraphy, buc it is written in a spontancous
fashion that would be extremely difficult to imitate
or copy exactly. Consequently it may be said 1o
mcrease the historical importance of the scroll, but
it canmot be accepted as a proof of the picture as an
authentic work by Su Tung-p'o. In this respect 1
would reserve opinion as long as no other equally
acceptable picture by Su Tung-p'o has become
known and at the same time point out that the man
who painted this sketch was not a superior master of
the brush, But who can tll nowadays to what
extent Su Shih himself was 2 great painter?

The other picture to which reference was made
above s 2 large album-leaf, formerly in the Manchn
Household Collection and now in the Huichua
kuan in Peking, It is atributed to Su Tung-p'o in a
marginal inscription, which may be of the Ming
period, and has beeti reproduced time and again as an
example of the master’s hrush.! The motif is here a
deeply split and crevassed rocky ledge from which
two old trees are strezching out their curving trunks
and twisting branches. There is water below but itis
not cleatly divided from the sky, where two white
herons are sailing on outstretched wings, while other
birds are standing on the rocks The poetic atmos-
phere of the motif is brought out with a sensitive
brush in a rather fuent pictorial manner that to our
knowledge was not developed before the South
Sung period. The attribution to Su Tung-p‘o may
have been caused by the motif rather than by the
actual brush-work. As said above, pictures of this

kind by Tung-p'oc are mentioned by Mi Fei in a
passage in Hua-shih from which the following may
be quoted:
“Su Shih, Tzii-chan, painted his bamboos in ink
with one stroke of the brush from the ground to the
top. I asked him why he did not paint them in
sections (divided by joinrs)? To which he answered:
‘Do the bamboos grow in sections?' His ideas and
his style were derived from Wén T'ung. He said
himself, that he burned incense in honour of Wan.

" The manner of using deep ink in the foreground
and dilured nk towards the background was first
introduced by Wén-k'o. In painting his bamboos he
gave their very essence. Tzii-chan painted the old
trees with their branches and tnunks contorted ex-
cessively like dragons, while his wrinkled and sharp
rocks were queerly tangled like sorrows coiled up in
his breast . . . When I came from Hunan and
through Huwmpg-chou [ saw him for the first time.
He was jolly with wine and said: "Sir, paste this
paper ont the wall; it is Knanyin paper’. Then he
stood up and made two bamboos, a withered tree
and a strange rock.™

Mi Fei's interpretation of Tung-p'o’s dragon-like
old rrees and wrinkled rocks, “queerly tangled like
sorrows coiled up in his breast”, is certainly not
simply 2 poetic transcription of their pictorial
character; it leads beyond the visual impression and
makes us realize that the oinc’s appreciation of
these simple pictures was coloured by his intimate
knowledge of Tung-p'o as a man and a friend. The
courage, the firmness in adversity and superiority to
the petty follies of life which Su Tung-p'e demon-
strated m his life, could not but make a deep impres-
sion on his friends, including even a critial mind
IjkﬂMiF:i.:ndnpcuthﬁrc}wtudm&nlﬁat
whatever he did as a painter was not just a play with
the brush but an expression of his inner nature, the
soul of the man,

Su Tung-p'o himself has often returned to this
central problem i the creative activity of the

e s reproduced, for instance, in the C'ing—kung ts"ang albom
and in Ferguscn's Chineie Painting, p.2oo,
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pamters and tried to explain how the true artists
reveal their characters in their pictorial compositions.
He did it most beaurifully in his poems and colo-
phons on the bamboo-paintings by Wén T'ung, his
unforgettable friend and teacher, whose promment
place in Chinese art-history as the foremost of the
nearly innumerable bamboo-painters is due to Su
Tung-p'o’s mterpretations rather than to the scanty
remains of his art thar may still be found. The two
men complete each other as artists and neither of
them can be known independently.

When T mng, better known under his 1= Ya-k'o
and the has Chingchiang tao-jén, was bom in
Szechuan c.1020. He passed the chin shih examins-
tion in 1050 and became a magistrate in Hu~chon
(Wu-chéng) in Chekiang and probably spent most
of his life in this subordinate postion, finding more
satisfaction in painting bamboos than in any official
duties. His death in 1079 meant a grear loss to Su
Tung-p'o, who expressed his bercavement in some
beautiful poems. A few of these and some of the
descriptive colophons may here be inserted for a
berter understanding of the two painters. Weén
T ung’s advice how 1o do bamboos may serve as an
introduction; Tung-p'o wranscribed it as follows:
“Pamters of today draw joint after joint and pile up
leaf on leaf. How can that become a bamboo? When
you are going to paint 3 bamboo you must first
realize the thing completely in your mind, Then
grasp the brush, fix your attention, so that you sce
clearly what you wish to paint; start quickly, move
the brush, follow straight what you sez before you,
as the buzzard swoops down when the hare jumps
out. If you hesitate one moment, it is gone,

*“Yii-k'o taught me thus; but I could not do i,
though [ knew it should be so. If one knows it in the
heart but canmot do it, then the inner and the outer
are not as one, the heart and the hand do not
co-operate. That is the fault of insufficient study.,
Those who perceive things within themselves, but
donot grasp them thoroughly, often think thar they
have completely understood the matter, but when
it comes to the point they lose it right away, and

this does not apply only to bamboo-painting,"™

The real significance or secret of bamboo-painting
has probably never been more tersely and con-
vincingly expressed than in this transeription by Su
Tung-p'o of Yii-k'o's teaching. And they make us
also realize why this kind of painting was so highly
esteemed by the gentlemen scholars (chiin £24) and
was considered a test of their characrers as well as of
their mastery of the brush. Tung-p'o retumns to
these questions repeatedly, for instance in the follow-
ing words by which he makes us realize the intensity
of Yii-k'o's concentration whenever he was ab-
sorbed in the act of creation. To illustrate this
mystery he refers to Chuang-tzi, who to Su Tung-
p'o as well as to so many of the other painters was
the expounder of the deepest secrers of the mind.
Yii-k'o too was a Taoist at heart, and probably
practised cerrain forms of Taoist or quasi-Buddhist
meditation like Su Tung-p'oand Huang T ing-chien.

“When Yii-k'o painted bamboos he was con-
scious only of the bamboos and not of himself as a
man, Not only was he unconscious of his human
frame, but sick at heart he left his own body, and
this was transformed into bamboos of inexhaustible
freshness and purity, As there is no more a Chuang-
wzii in the world, who can understand such a con-
centration of the spirit?™"

Such marvellous pamtings are no longer to be
tound; these which suryive under the name of Wen
Tung in the Palace Museum collection are of a
secondary order; close to the master in style pechaps,
but not alive with his breath. Before we turn to
them it may however be of interest to take note of
Su Tung-p'o’s description of Wén T ung's way of
working, his restless activity during cersain years,
and relative retirement at other times, The demand
for his paintings was evidently very great, and there
must have been a fair number, particularly of his
mirior sketches, in privare collections.

“In his carly years Yii-k’o painted his bamboos
whenever he found some pure white silk or good
! Tung-p'e, Shili-chi, valay, pas.

* Tunp-p'o, Shih-chi, vol.z7, par.
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paper. He grasped the brush quickly, brushing and
splashing with it quite freely. He simply could not
help (doing) it, Whoever came to his house grabbed
some pictures and carried them away. Yiik'o did
not trouble about them very much,

"In later years when he saw people placing broshes
and ink-stone on the table, he recoiled and went
away. And those who came to ask for pictures
waited until the end of the year, bur did not obtain
anything. When someone asked Yiik'o about his
reasons for this (change), he replied: ‘In former
vears I studied Tao, but could not reach it; I found
no peace of mind and could not express it. There-
tore 1 simply went on painting ink-bamboos,
expressing my restlessness through them. It was like
an illness. Now this illness is cured, nothing more
remains to be done,”

“As far as | can sex, Yii-k'o's illness is not vet
cured. Is it not possible that it will develop again?
will wait for its development and take him by sur-
prise. While ‘he thinks thar he is ill, 1 can take
advantage of his illness — perchance 1 wo may be
ill" (ro70, 7 month, 21 day.)!

The most important among the pictures tradi-
tionally ascribed to Weén T'ung i the one which
represents a long rather heavy bamboo branch
bending in a double curve disgomally over the
pictore surface, with a number of mmor branches,
garmshed with an abundance of large pointed
leaves, spread out m every direction. They form
layers upon layers or clusters, but so skilfully hae the
painter modulated the ink rones that each leaf stands
out as 2 unit by iself. The deagn as 2 whole is re-
markably well balanced; itis dominated by the grand
double swing of the main lines and fillsout thesurface
perfectly. Yet it is not static; there is movement in
the serried masses of twigs and leaves, a suggestion
of life-breath within the strictly controlled decora-
tive design, Itis 2 composition which in spite of its
simplicity may be called monumental: it holds 2
place of its own at the head of the long series of
work of Wén T'ung, as asserted by a long tradition

and his seal on the painting. But whether the execu-
tion also 18 by himsell’ or by a skilful imitator is a
question to which I can propose no answer without
renewed study of the picture itsell. The general
character of pictorial treatment may be said o
confirm Mi Fei's observation that Wen T'ung used
the darkest tones in the frone leaves and lighter,
more diluted ink on the leaves towards the back-
ground (PL18z2),

In addition to this important picture may be
recorded here a smaller bamboo-painting likewise in
the Palace Muscum collection and reproduced in
Chung-lina wén-wu chi-h'¢ng, vol, 1V, p-318, It
represents 3 broken bamboo branch rising diagon-
ally across a double album leaf. The composition is
relatively simple and the leaves and rwigs somewhat
scattered in comparison with the larger picture, but
the drawing is done with a firm and spirited brish,
The reproduction of the picture is infortunately too
dark to allow any definite conclusions regarding the
pictorial qualicy of the picture, but the signature is
evidently a later interpolation (PL183).

The same may be said of the landscape scroll in
the Metropolitin Museum which is mscribed with
the painter’s name. It is called Autinn in the River
Valley and represents some mountain ridges in the
dusky haze of late autumn, The design may well be
mspired by some work of the master, but the
brush-work cin hardly be dated before the late
Sung or Yiian period (PL.184),

Wen T'ung's importance as a landscapist is,
however, highly praised by the excellent connois-
scur Huang T'mg-chien, in his colophon on a
picture called Evening Clouds; he wrote:

“When I had examined it I remained deeply im-
pressed for a whole day. It was just as free and
unconventional as Wang Mo-ch'i's paintings and
not inferior to Kuan Tung’s works. Master Tung-
p'o has praised Yii-k'o for hus faculty of combining
many wonderful points in his (bamboo) paintings,
but he never said a word abour his merits as a
L Targ-pr’e, Chikan—chi, vol.7o.

2 CF Kidrung, vol X, Plaga
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landscape-painter, Maybe that Tung-p'o never saw
such a picture of his? When 1 got hold of it 1
wanted to enjoy it for several months."

When Yii-k'o passed away in 1079, Su Tung-p'o
expressed his sorrow in several poems and colo-
phons, In one of these he asked: “Who was this man
who found happiness in strolling about, chanting
poems like a careless Sage, and penetrating the
mysteries of the bambeo? From time to time he did
a tree or a stone, wild and strange, beyond all rules.
The whole world considered them precious, but 1
am the one who appreciated them most. It has
always been difficult for close friends to remam
together. Death comes suddenly without waiting.™

Su Shih even had some pictures by Yiik'o en-
graved on stone in order to mike them known to 2
larger circle of friends and preserve the design for 2
longer time. He tells about it n the following poem:
“The bending bamboos growing at the home of the
prefect of Ling-yang, by the diffs to the north,
were feal hill-bamboos, One of them had not
thrown off its covering and was eaten by worms, the
other was hemmed in between the sides of a steep
crevice. ‘When my late repretted friend saw these
two, he was impressed and made a picture of them.
| obrained this ink=sketch and took it to Yi-s'e
Kung(?) to have it engraved on stone, so thar the
strange and rare design may move the hearty and
startle the eyes of connoisscurs and make them
realize the noble character of my regreted friend,
who was gricved and bent down, but not distressed,
Jjust like these bamboos.™

Yii-k'os early death was a bitter beresvement to
Su. Tumg-p'o. He had been to Tung-p'o f{and to
somie other painters) not only a forerunner and a
model in matters of art bur also a teacher, 2 guide in
a more general sense, who led them to sources of
poetic and spiritual inspiration which refreshed their
hearts and minds, Through his activity hamboo-
painting acquired a deeper significance then hereto-
fore and became the foremost artistic criterion of the
gentleman-pamters, In summarizing the merits of
Yii-k'o after his passing, Tung-p'o wrote:

"My late friend Wen Yiik'o was a genius in four
different ways: 1. in poetry, 2. in ancient ballads
(ch'n £2'i), 3. in grass-writing, 4. in painting. Yii-k'o
often said: ‘there is nobody in the world who knows
me except Su Shih. He was the first to recognize my
best qualities! Seven years have passed since Yii-k'o
died, but only now do 1 see this work of his and
write the following poem:
" "The brush and yourself are both gone. Who can
now pour fresh life into poetry? There is no one to
swing the hatcher; only the materials are lefr. 1
mounrn the man and break my strings." **s

The fnendship berween the two men has meant
more for Chinese art than can be told in a few lines.
It was productive of some excellent bamboo-paint-
ing and of some beautiful poctry. Yiik'o's pene-
traung artistic perception and sensitiveness made Su
Tung-p'o realize "“the inherent reason™ of things,
the very essence of the artistic transposition, which
he explsined in one of his colophons a5 follows:
“Among the ordinary pamters of the world some
know how to represent form, but the inherent
reason of things is only grasped by superior scholars
and men of genius. In Yii-k'o's paintings of bamboo
and of stones and decaying trees this inherent reason
is certainly to be found. Some of themn are as if they
were alive, some as if they were dead, some are
warped like dried up and contracted fists; some are
tall and slender, vigorous and luxuriant, The roots,
the branches, the joints, the leaves, the pointed
shoors, the thread-like vems, all exhibit innumerable
transformations and they all differ from each other.
But each thing is in its proper place in accordance
with nature; and they all satisfy human thoughts,
because they lead us to the gentleman's world.”

Whatever word we may choose in rendering Su
Tung-p'o’s idea of the inherent “reason”, “fimess”™,
or “principle” of things, it scems evident that it
should refer to the specific character and fimetion of
1 . o

W\E:‘:wumm—hrhplﬁdmd by Huang

® Tiing-p's, Chiilan-chi, woL7o,
3 Tung-p'o, Shikchi, vol.27, PO
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everything in the universe, f.e. the conditions and
qualities by which a thing or a bemg becomes
significant, a quality which may be transmirted in
works of art by the superior man, who knows how
to co-operate with Nature and ro pencrrate into her
secrets. It is a kind of inner visualization which is
often described as an identification of the artise with
his moif.

It may not be necessiry here to enter into any
attemipt to explain this mystery of selfidentification
to which Su Tung-p°o refers as a pre-condition for
the creative activity of the painters, He points out
that just as Yi-k'o was transformed into the
bamboos that he painted, so *Han Kan, when pant-
ng horses, was truly a horse”, and the same was
true in various degrees of other great artists such as
Wang Wei, Wu Tao-tzii and Li Lung-mien,
“whose spirit jomed with ten thousand things”.

This kind of complete absorption into the mner
pature or meaning of a thing or 3 motif was ap-
parently an experience akin to the so-called know-
ledge of Tao. It was a psychological state beyond
the limirs of sense perceptions and the reasoning
mind, 3 vision of truth that could not be described in
words but possibly revealed in works of art. It was
cagerly coveted by Su Tung-p'o and some of the
Tacistic philosophers and artises i his surrounding,
who i order to reach it practised various forms of
meditation with conwolled breathing and other
clements of yoga training in Taoist disguise. not to
mention the wse of cernm pills or the dlixir of
mmumortality. Su Tung-p'o refers to these practices
in some of his letters and journals, bar he never
became a slave to them ora drug addict," slthough
he enjoyed alcoholic liquor rather sbundantly; it was
to him a means to warm up the instrument and make
the brush move more freely. Thus he wrote:
"When my dry bowels are refreshed with wine, che
rapid strokes begin to flow, and from the fushed
liver and lungs bamboos and stomes are born, They
grow in abundance and cannot be suppressed — 1
painted them on the snow-white walls of your
house. All my life 1 have Joved poetry as well as

painting; | have scribbled my poems and defiled
walls with them and often been cursed in return,
But you are not angry, you do not curse me, for
which [ am more than glad.” (Pls.177, 178.)

Su Tung-p’e’s scope as a painter was rather
narrow ~ he worked with the brush only “ta
satisfy his heart” - and the promment place thas he
holds in the history of Chinese art is not due simply
to his accomplishments as 2 bamboo-painter. His
activity as an interpreter of the aims and medhods of
Chinese panting and as 2 promment connoisseur of
the old masters was certainly no less important in
this respect and would merit a discassion far more-
thorough than has been possible at this place,

Su Tung-p'o was not an exclusive champion of
monochrome ink-painting or the kind of “jdea-
writing”" (hsieh~i) that formed his Bvourite medinm
of expression. In 2 colophon written on 2 mountain
landscape by Han-chich he praises Wang Wei and
Li Ssi-hsiin equally; each of them had a manner of
hisown, he says, but they both knew how to express
the moods of narure. He does not notice any sach
differences berween these two muasters as cansed the
Ming crities to consider Warng Wel aud Li Ssii-hstin
as the fountain heads of two opposite currents of
style in landseape-painting. His views ate more
comprehensive, he appreciates the kung-pi work of
academic flower-painters like Ai Hsiian 1o Jess than
paintings by Chao Yiiu-tzii, in which “the brush-
waork was quitesketchy but the idea fully expressed™.
Nor does he hesitate w place Ku K'ai-chih and Ly
Tan-wei on a level with Wy Tao-tzii, because in
spite of all primitveness, he found in their works
the convincing qualities of form and character
which to him were most essential in panting, He
refers to these as “the constant form™ and “the
constant  principle”, respectively, bur does not
propose any closer definition of these terms. Yet the
following observations scem to offer o key to this
central problem:

' Cf. Lin Yi+ang, The Gay Geniws, chupter eallod Yogs snd
Alcherry, and our chaprer on Huang T o g-chicn with cissnees
to Su Tang-p'o,
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"Often in talking about painting 1 have said that
human figures, birds, buildings and utensils all have
their constant form (hsing), whereas mountains,
stones, bamboos, trees, waves, clouds, and mist have
no constant form but 4 constant principle (1).

“The loss of constant form is understood by
everybody, but when the constant principle is
wanting, there are even among connoisseurs some
who do not understand e, All those painters who
try to deceive the world and to create ame for
themselves lean on things which have no constant
form.

“However, the lack of constant form does not go
beyond the formal loss, it does not spail the whole
thing; but if the constant principle is not right, the
whole thing 15 rumed. With things which have no
constant form, one must pay special attention to the
constant principle. Among pamnters there are those
who can render the form (fsing) in a minute
fashion, but as to the pringple (1), it can be ren-

dered only by high characters and men of superior
et ™

The expressions used by the poet and philosopher
to describe the painter's ereative activity are pointers
rather than definitions; they are not meant for
mtellecrual analysis but mercly to serve as door
openers for an intuitive approach to the problem,
The constnt principle (i) here mentioned as 2
fimdamental quality m painting is sometimes
described as the inner form or soul of an object. It
may be apprehended by the imagination of the post
~ the man who possesses Tao — and “ake shape in
his heare”" (to use another of Su Tung-p'o’s meta-
phars), but if he docs not possess arr — the painter's
beush — “it will not take form under his hand™, It
was the combination of both that made the gentle-
man-painter - the man who had grasped the essence
of Tao, who had the spiritual will & apply this
knowledge in his life, and the genius to CXpress it in
symbols of picrorial are and poetry.

Hivang T*ing-chien and the Art of Calligraphy ~ Some Gentleman-patiters

Tue AesTHETIC ideas of Su Tung—p'o and his
friends may also be traced in their pronouncements
on the art of calligraphy, which to thern was 2 means
of expression comparable to their beloved bamboo-
pamrmg. The importance of thewr activity as
calligraphers is furthermore increased by the fact
that while practically all their paintings are lost,
specimens of their writings still survive and may be
studied in excellent reproductions.

subtleties of the Chinese brush may not be able to
fully realize the significance of such specimens of the
abstract form of art commonly called calligraphy,
but the Chinese have never hesitated to place it on
the same level as the so-called “idea-painting”

(hsich~i). And, as previously explained, this apprecii-
tion 1s not based merely on the ornamental qualities
of the scrpe but on the realization of the face that
the thythmic movements of the brush and the
ductile quality of its strokes transmit the reverbera-
tions of the writer's thoughts and emotions, thus
revealing something. of his character and the
mspiration of the moment, which all may be more
casily perceived than explained.

It may thus be of interest in this connexion to tum:
for a moment to this form of abstract art called
calligraphy, which flourished so abundantly in the
Sung period and was beauriflly explained by some
of the greatest experts on painting, It may give usa
better idea of the specific kind of Chinese genius
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that found expression in gentleman-pamting but no
less in calligraphy, which thus i its own right
became the most accomplished form of hsieli-i (ides—
writing}.

The most brilliant representative and expounder
of this trend of art in the Northern Sung period was
Huang T'ing-chien, who was one of the closest
friends of Su Tung-p’o, and asa criticof pamtingand
master of the brash was by no means mferior to him
even though he never actually did s picturet (PL170),

In his career as an official Huang T mg-chien, like
most of the members of the Yii-yiion (the conserva-
rve party), experienced sudden changes in the way
of offictal promotions and humiliations, ewing o
vindictiveness of his political adversaries who were
not prepared to accept any criticism or the publica-
ton of documents unfavourable to their regime
even by the official historiographer, a position that
Huang held for some time. Bur no political threats
or vilifications made him change his opinion thar “a
history must not be & forgery™, The consequence
was that he had to leave for far off places more than
once and somectimes live onder wretched local
conditions, bor this did not break or dull his noble
spirit, his beliefin justice in human life; his habits of
meditation, or his poetic inspiration and brilliant
brrus 1p.

He passed away in 1103, at the age of 70, four
years after Su Shili (Tung-p'o) and two years before
Mi Fei. At thar time he was exiled in far away
Ichou, living quite alone in 4 ramshackle old
building where the raim dropped through the roof
and the winds blew through the walls, but he
“arranged his mat of meditation on the bed”, and
found some peace of mind. *He bumed incense and
spent most of the time writing poems, reading the
Classics, and singing heartily. Sometimes he drank
and fele happy."

Reverting to Huang’s practice of the art of calli-
graphy and his striking characterization of Su
Tung-p's’s mastesship in this art, we cannot do
better than let him speak for himself:

L. "I am most fond of the alligraphy of Yen

Lu-kung. V'always try to imitare it, and when I do so
there is some similarity; yet [ am in this far infedor
to Sa Shih. He (Tzi-chan) copied for me more than
ten pieces of calligraphy by Yen Lu-kung, and they
were sa close to the onginals thar they all seemed
like the children of one man, of different age, it is
true, but all with the manners and charseterstics of
their ancestor. s

It is interesting to note that Su Shik and Huang
T'ing-chien both followed as closely as possible in
the footsteps of Yen Chén-ch'ing (Lu-kung) the
statesirian and patriot of the eighth century, whose
much admired style of writing was said to reflect his
noble character; a man who held the same place i
calligraphy as Wu Tao-tzii in painting and Tu Fis in
poetry (Cf. Pli. 179, 181),

When Huang T'ing-chicn had reached the age of
43, he wrote the following criticism of his own
brush-work:

11, “Formerly Wang Ting-kuo told me that 1 was
not 4 skilful writer, Skilfulness or unskilfalness is not
a sufficient basis for esumating the relative merit of
such things. | never agreed with him in my heart,

LIt wry be romoenibered that Huang T'iog-chien together with
Chang L, £2d Wih<chiom' [poer and offizal), Chlso Po-chili
[paittber and official), and Ch'in Koan (the poet) wero the fore-
yroat it S Fung-p'a’s arcle of fricnds. They became knawi os
*The Four Scholarn™, or the fonr pupds of Su Shih, md, o gl
the Suny History, “Ting<hire was ihe best amemg them 4 2
literary writer, The acholurs in St (Szechusm md Kimugd) cone
sidered hum cqual o Su Shib == 3 poct and wsed 1o speak of
Su-Huang: (msking rhem exual), When So Shili was abour o
leavs hid position s ur actendlant w the rmperor (Chd-rvang ),
he recommended Humig Thimg-chion b tis surceant and il
thor he wis the greatess icerary: wozer 3r the gme, and thae hid
filil picey and friendlines were e the viecoss of ocat men,
His by-nume (lao), Shan-lu tao-ifn, was aken from  temple i
Anhui, which he often visited in bis exrbier vears.™

& According to Kimgsi Hilunghuien shifi-lieh, Husng ing-
chien was in birer times placed among the twenty-fous exarmpiles
of flial picty becate of hin sclfsacrificing e of hie mother
duringa whole year,

% Shu~chih ban-pav; quoted in Shedwa fang, volsg, P13
Acconding 1o snother quotation o the sane book, be s
stuclicd io particular the calligraphy of Su Shim-—ch'in (Trd-pmd,
tool-1048), who was famous for his grass-wrmmg, mnd firther
more “the noble snd fee works of Ching Hii-fuan and e
monk Husi-m™ - 3 Huddhist prisst of the sventh contury,
famoue for s grass-writing and much admired by Li Tal-pa,
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but when I now recall it (it seems to me) that Ting-
kuo was right, because I did not know how to catch
with the brush and how to let it go; consequently
the characters showed no real brush-work. The
brush-work must be m the characters what the
secing eye is in the words of the Ch'an masters. Buc
if vou do not really understand the import of the
teaching, how could T explain 2™

The above lines contain probably one of the very
best characterizations of the essential element in good
calligraphy ever formulated by a Chinese writer:
the brush-work, which is an altemation of how "t
catch” and how “to let go'', must impart soul or
meaning to the characters, just as the “sccing eye”
or spiritual vision perceives (or gives) the meaning
in the mysterious pronouncements of the Ch'an
masters (PL181).

The preconditions of good writing were, how-
ever, unimpeded speed, spontaneous freedom and
unfailing concentration, The brush had to move
without the least hesitation, uninterruptedly like the
wind that raises the waves. Some inspiration for this
could be gathered by contemplating rushing
streams and the waves of the sea, but Chinese artists
were also wont to facilitate this kind of swift and
spontaneous brush-work by aruning themselves or
warming up the mstriment of nerves and muscles
with wine. The result of the habit was sometimes
more, sometimes less successful, depending on the
quantities enjoyed and the writer's ability to support
and absorb the samulants. The following two colo-
phons by Huang T'ng-chien are in this respect
pertinent; the first describes his own experiences and
the second those of his friend Su Shih:*

M. “When I was staying in the Hall of Happy
Thoughts of the K'ai-ytian cemple { often sat look-
ing at the streams and mountains, at the same time
practising grass-writing, for which they seemed to
give some inspiration, t*_.*hﬂrc:s Tien Chang-shih and
Kuang-séng (ie. Hmi-=su)* relied on wine as a
stimulant to reach the wonderful. For fifteen years 1
abstained from wine, and though | tried my best to
make good (as a writer), my tools were not sharp-

ened, the brush was often feeble and stumbling. It
seemed indeed that my writing was not so good as
when I was drunk. Ku Kuang, however, said in his
poem on the old court lady who had been dis-
missed: ‘She seemed to the people just as in days of
yore." So does the grass-writing of Shan-ku."”

IV. “*Tung-p‘o was very liberal with specimens of
his calligraphy, but one should not ask for them.
Indeed, he scolded quite severely those who asked,
and did not give them the least scrap of writing,
When i the Yiian-yu period (1086-1003) we were
both locked up in the Li-pu (i.e. a5 examiners), he
often came 1o see mie, and whenever he found some
paper on the table, no matter whether it was coarse
or fme, he would cover it all with his writings. He
was very fond of wine, but could not support more
than four or five cups. This was enough to niake
him absolutely drunk, and without taking leave or
saying thatks he would fall asleep, and begin smor-
ing, making a nowse like thunder through his nose.
After 3 while he would wake up and start writing
like & storm-wind, and although the writing was
done in a jokingly playful manner, it was very
expressive. Truly he was one of the divine m-
mortals, none of the present-day masters of the
brush could compete with him.™

Huang was convinced that people even in the far
future would admit that Su Shih was the foremost
calligraphist of the Sung period, as expressed in the:
following colophon on " Tung-pe’s Ink Remains™.

V. *In his youth Tung-p‘o, the Taaist, studied the

! Quored from: Shan-ke #'i<pa i Shu-hus fang, wolg, par

¥ Thiese two colophons as sell 45 all the Following ones quoted
bedow are publishied in che Tung=p'o shan-kw t'fpa, selected and
edited by Humg Chis-hui. The ropring was ariginally made
from a copy of the text found in Lio-li ch'ang in Peldng by &
mian cilled Sun Chiiian, who republished it at the end of the
eighteenth cenrury in co-operanon with Weéng Fang-kang, onc of
the collectors sod comoissenrs of the Chlien-long peripd. &
larer reproduction of this edition has been produced by e
Chunp-hug t'u-slin Jean in Shanghal (no dacé).

¥ Tien Chang-shih or Chang Hali, poet and Gmous writer of
grass-scripe [n the cighth century, He was one of the Eight
Immorrals of the Wing-cup and became known as the “"Divins
Grasgsr . See Giles, Biegr. Dict. 59, The monk Hual-sn was
lkewise 4 specialist in gras-ecript. See Giles, op. if,, #33.
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Lan-t‘ing manuscript (by Wang Hsichih ), Through
this his writing became very beautiful and clegant
like Hsii Chi-hai’s work., When he had enjoyed
wine hé became carelessly extravagant; his mmd
was freed from both skill and dullness, and the
characters became very lean and serong just asan the
writing of Liu Kung-ch'iian (Ch'éng-hstian).! In
his middle age he often studied Yen Chén-ch'ing’s*
and Yang Féng-t2i's* writings, and in combining
them he was not inferior to Li Po-hai (Li Yung).!
His well-fimished brush-strokes and superior rhythm

together with his profound lirerary culture and his.

spirit of absolute loyalty, which was brighter than
the sun and the moon, made him the foremost
calligraphist of the present dynasty, and cven after
centuries there shall be people who will acknow-
ledge my words™ (Cf. Pls.177, 178).

Another most effective means for developing the
intense concentration and detachment from physi-
cal impediments necessary for superior calligraphy
was the practsing of the “arts of Tao", This was
supposed to serve as 3 method for obtining full
control of the mental and emotional instruments.
Su Shih speaks very freely about it and indicates
cerrain details of the method, but it scems neverthe-
less that such psychic exercises were more temparary
experiments than regular habits with Chinese
schalars, The comexion between Sy Tung-p'o’s
interest in the “arts of Tao' and his calligraphy s
brought out by Huang T'ing-chien in the following
colophon:

VI, “Tungp'e always loved the ars of
Tao, When he heard about such things he at once
put them ito practice; but he was nover able to
keep on for any length of time. He gave them ap
again: The notes in which he has discussed Tao and
which haye been preserved, contain hundreds of
thousands of characters, and the way in which they
are wrirten reflect his intentions exactly. His literary
style is always vigorous and original, quite extra-
ordinary and unlike other men's way of expression.

“There was once a Taoist from somewhere out
the ses who commented on Su Tung-p'o and said

that he was truly a banished Sage from the Islands of
the Immoreals (P'éng-lai, ¥ing-chou and Fang-
chang), but that common people are too hasty in
drawing their conclusions from a mzn's misfortones
and adversities, They praise him or blame him
according to the trouble of the moment and the
scasons of danger (Awualects, TV, Chapt-V); the least
ups and downs give cause to praisc and blame.
What a thoughtless habie!”

In some of his colophons dealing with the essential
qualities in art Huang T'ng-chicn enlarges the field
of observation, making it incdlude pamting as well as
calligraphy. The central criteria are practically the
same in the two arts, as pointed ourin the followmg
writing on a copy of a picture representing the
Tlang general Kuo Tzl The writer refers here to
another picture by Li Kungdm representing a
general of the Han period in full action in which the
great master had succeeded inm suggesting the
reverberation of the life-hreath (ch'i yiin) by repre-
senting an action on the point of being released:

VIL “In calligraphy and painting one should
above all look for yiin (the rhythm o the resomnce
of the vitul breath), Once L Po-shih paiiited for me
a picture of 1i Kusng? capturing the howse of 2
Tartar. He was holding the Tartar with his arm;
racing towards the south and at the sme tme
grasping the Tartar's bow, drawing it ro 15 full
length and aiming at his pursuers. One could see
how the arrow was directed: if it had been shot off,
the tren as well as the horses would have reacted to
L Kung<h'lan [778-265), who was promoted to-bigh posts
becatiss of the besury of his landwriting. Whea the
acked bum: “How can you write 20 exquistely i He roplied: 1
guicte my brwhi by my bes, | keep my heart comreer, and my
brrishi fallows. ! Giles, ep. ot 1325,

E¥en (hen-chimg (7o9-785). A finn and oncompromidng
chararter with & yery choguered political coreer: Celebrated
calligraphist. Giles. op. oit., 2462

P ¥unp Ming-shih, p2ii Féng-mil, s calligraphic of the Five
Dyuastics period.

S L Yuusg, hes Po-hai (675-747). A gres literary studint who
time and agsin got oo political: wouble. Famous wrer. of
eprtaphs, tnscviptiom snd the like, Gilss, op. 1., 1243,

5 The so-called Flymg General of Han Wo-n. CF. Giles, ap. at.
1255 and Sei-ima Ch'ien's arigmal accotnt,
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it. Po-shih smd smilingly: *Common pamters would
certainly have represented the pursuing horsemen
hit by the arrow’. In a flash of intuiton 1 perceived
that the way of doing this is really the same in
painting and in literary composition. Bur it is
difficult for ordinary men o reach a spiritual
comprehension.”

Several of Huang T'mg-chien's colophons on
works by contemporary masters contain ideas of
general significance which throw some lighr on the
aims and methods of the painters, One or two
examples may serve to illustrate his point of view.
The following was written on a pieture by Chao
Kung-yu (active 825-840):

VL “This picture 1s5.in the collecrnion of Ly T a-
yitan in T-ch'van (Anhui), and is considesed to be a
work by Chao Kung-yu. | examined it and found it
truly wonderful in its brush-work. No common
painter could have made it.

“In my early days I did nor understand pamnnng,
but by pracusing Ch'an (mediation) I leamned the
merit of non-exertion, and by sudymg Tao 1
learned to understand the perfecr Tao which is
beyond all trouble. Then, when looking at pictures,
I could campletely distinguish between the skilful
and the weak, the noble and the vulgir parts, pene-
trating into the smallest derails and grasping their
mysterics. But how can this be explained tw those
who have seen only simple thmgs and have little
experience?

In the following ' pa, which was written on a
bamboo picture by Yang K'o-i, Huang opens the
door into the painter's spiritual workshop where the
cotiception takes place and the creative activity is
prepared. He insists on the fundamental condition
that this should proceed in accordance wath the
creative process of MNature, spontaneously and
without uny apparent effort on the part of the
creator, even though the artist has a definite inten-
tion in mind. Such was the way of the old masters
and handicraftsmen who understood the meaning of
Tao and knew how to apply this knowledge or
experience to their practical work, as did the cook of

Prince Hut and the carpenter Ch'ing, who made the
bell-frames, The examples borrowed from Chuang-
tzii are the same as those chosen by Chang Yen-yiian
when he describes Wu Tao-tzit's supreme master-
ship in wiclding the brush. The findamenral prin-
ciples of appreciation were the same as in the T'ang
period, even though the intellecrual presentation of
the problems had been modified.

. "If the painter has some sprays of bamboo in
his mind before he starts, the stems and leaves will
become luxorant, but if he has the complete
bamboo in his mmd, his picronial work will be in
accordance with the creative process of nature. The
boatman who handles the boat without looking at ir,
does it simply by experience. Now, if onc acts
intentionally in the same way with brush and mk,
the work will become just like the wotks of the
Creator, How could one achieve it in any other way?

“The cook who cut the bullock, and the carpenter
Ch'ing who made the bell-frames,! were both men
who tumned on the same pivot as those who possess
the luminous spirit and will of the gods. Their
minds were not obstructed by a smgle thing, and
therefore they could reach the wonderful,

“If the painter it seeking the approval of the
common crowd, and is imwardly msufficiently pre-
pared. he will make a dog when trying to paint a
tiger, and draw willows when trving to paine
bamboos, which indeed is not surprising.

" When 1 loaked at these bamboos L knew that the

1 The cook of Prince Hui mnd the carpenter are both described by
Chinnmg-tril 28 i represeniatives of Tao. The former
saiddt ] have always devored myveelfeo Tao, it i berter thun akill,
When | first began to cut up bullocks, | aow befiore me straply
witale bullocks After thrée veur' practice, 1 wrw no move whale
anirle Aud how [ work with my ind snd ot with iy eve.
When my senees bad me svop, bur my mund wrges me on, 1 fall
back on erernal principles . . " (Giles, p.ad)

The later said; “When | am about ro ke such 2 stand, 1
guard against any dimisoaton of wmy vital power. T first reduice
my i o sbsolore quicscence, Three days in this condition and
| become obliviows of any reward to be gained | . . T enter the
mowumtain forest: §search for o suitable mree. It containg the form
required, which is aftrrwards elaborated. 1 see the stznd jo my
mind's sye and then s 0 work. Otherwise there s nothng. |
bemg my own mataral capacity into relition with thae of the
wood." (Giles, Chuanp-t=i, pago;)
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painter had got hold of their life-breath {ch'i yin),
and then, on inquiring about the master’s name, |
learned that 1t was Ko-i, (also called) Tao-fu, 2
nephew of my friend Chang Wen-ch'ien? He
seems to have had the same spirit as his uncle and to
have been of a bright and refined narure. His
litcrary compositions are of an uncommon kind,
and if he had assimilated a thousand volumes, his
paintings would be worth a thousand tacls. Then he
would have had no resson to rely upon Wen
Hu~chouw.”

The following lines written on an anonymous
landscape transmit a glimpse of Huang’s sensitive-
ness to the moods of nature and 1o their transforma-
tion in painting. He was one of those who, according
to his own words, had reached Tao, and con-
sequently could recogmize it and feel happy when
discovering it in a work of art.

X. "The streams and mountins are deserted; the
view is open and extending for thousands of miles. 1
am old now, and my hair is white, and as 1 look at
this, my heart is touched. The men of old who had
reached Tao withdrew into a state of abstraction
beyond the hmis of the hife of common men, Bue
when they met their likes they felt bappy. (As sad
by T ap Yian-ming:) "My heart has led 2 bondman’s
life; why should 1 still remain to pine? . . . T would
rather fondle the moss and the stones between the
cliffs at Shuang-ching and tell them whae I think."™"

Huang did not advocate an exclusive study and
pursuance of Tao at the cost of every other intel-
lectual oocupation. In the shghtly humorous r'i pa
written in the year 1089 for a friend called Yii
Ch'ing-lao; he rells how this gentleman on the
advice of Waug An<shih, made an attempt o
change his mode of life from that of 2 gay and
jesting scholar into that of a monk i a Chan temple.
But the cffort was not sufficiently sustained, and the
success was short, which did nor surprise Huang,
because “ir is difficult for an old tortoise o be kept
in a box™ (as said by Chuung-tzii). But it inspircd
him to a poem, that amused Su Shih, in which the
experiences of the unsuccessful monk are attuned w

the wet and chilly atmosphere of 2 ramny autumn
night with falling leaves and jmgling carts moving
incessantly along desolate roads.

XL “Ch'ing-lao, or Yii Tzii<chung, from Chin-
hua, studied with me three years ago in Huainan.
When we met again in the chia~tzii year of the Yitan
Féng era (A.n.1084) at Kuang-ling, he told me that
Chng-kang (i.e, Wang An-shih) had urged him to
take off the largesleeved robe (the scholar’s gar-
ment}, to don the sanghati and to enter as 4 monk the
Pan Shan temple, also known as the Pao Ning
ch'an monastery. "He gave me the monk-name Tzi-
lin and the =i Ch'ing-lao.'

"“As Ch'ing-lao was not impeded with a wife or
children, he became a Taojén in the Pan-shan
temple, yet he did not give up the habits of a
layman, He talked and joked and wandered about
at will, which to him scemed quite easy. Burit s
difficult for a living tortoisz to be kept in a box.

** A few years later when [ saw him again, he wore
the scholar’s cap, just as in former times; and 1
amused myself by writing a poem alluding to the
ways of Ch'mg-lao. Tt sud:

The rustling leaves arc falling like the rain,

The moon is cold and facaway; the might is far

advanced.

The horses neighing, and the bells are jingling on

the carts,

They mave along in crowds and find no rest.

There was 1 man who dreamt that he would rise

above the common world;

He cur his hair and threw away the scholar's cap.

But as the dawn approached he looked m the

Tirrat,
And found that it was all roo ditheule for him.

Tzi-chan (Tung-p'o) used to recite this poem and
found it most wonderful. In the 4th year of Yiian-
yu, the 11th month, and 1ith day (December 15,
1689), when retwrning home from the Sécretarial

| Cung Lei (Weénchien) mgs-r108, onc of the “Four Grese
Selinlers™ or puplls of Sa Shihk, whose political fortames and i
fortunes were alo hi, Infimate foend of Huoang T mi-chiei sod
Ch'en Pu-chih, Giléy, gp.at., g
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Office, 1 wrote this in the T'uvi-t'ing hall south of
the P'u-chih temple,”

The philosophical ideas which formed the sus-
taining current in Huang Ting<chien's life were, as
we have seen, inspired by various sources. There
was the Confucian code of morals, the “relanon-
ships”, expressed in filial piety, loyalty and unfailing
friendship, of which he gave excellent proofs, but
there were also the metaphysics of Mahayana
Buddhism, which had revealed to the philosopher
wider spheres of life. In the colophon quoted below
he expresses the convicrion that unexpected for-
tunes and nusfortunes which appear unintelligible
are the harvests of seeds sown m former lives; and
that a longer view mvolving the realization of
fundamental justice should be 3 source of consola-
tion for those who are stricken by misfortime. But
“only by penetrating deep can one unravel all the
mnumerable phenomena of the world and see for
onesel £,

This penctration into the reality behind the
shifting phenomena of the world was the general
aim of Ch'an meditation consistently pursued by
Huang during most of his life in spite of all its ups
and downs. But if we may draw some conclusions
from Su Shih’s and Fliang T'ing-chien's remarks
referring to “the arts of Tao", these men were
“tiever able to keep on for any length of time”, nor
did they venture to follow the cxample of Ch'ing-
lao, who tried in vain to change the scholar’s
garment for the cowl of 2 monk. They remained in
the world of human affairs, fulfilling their various
duties as statesmen and scholars, but inwardly they
found refuge in a world of thought and aspiration
which was more real and inspiring to their souls, and
from this realm of the spirit they revealed time and
again, in their writings and paintings, glimpses
which have illumined the minds and gladdened the
hearts of many generations. The colophon by
Huang T'ing-chien on "P'éng Ching-shan's por-
trait” contains a few such glimpses:

XM, "P'éng Ch'ung-jén (P'éng the Venerable and
Virtuous), txii Ching-shan, served formerly in the

palace as a ch'ung pan. He was skilled in military arts

and most careful in the performance of his official

duties, which made him highly esteemed by all the
scholars and officials, But unfornunately at the age of
forty-four he lost his sight, and he has now lived for
more than fifteen years in his home, incurably blind
— like an old warhorse which is confined to the
stable but longs to be far away, thousands of miles;
and pricksits ears at the sound of the northern wind.!

“If we look at things in the light of Tao, there are
netther fortunate nor unfortunare conditions, but if
we consider things from the point of view of gain
and loss (reward and punishment), we may ask:
Are there perhaps debts from a former life? But (as
said by Mencius, VII, 18), "Men who possess virtue
and intelligence and prudence in affairs are often
found in sickness and trouble’. Only by penerrating
deep can one unravel all the mnumerable appear-
ances of the world and see for oneself, How can we
know whether Ching-shan did not grasp this i his
deep durkness?”

* W *

The men who gathered around Su Tung-p'o as
their intellectual and political leader were all in one
way or other prominent representatives of the
artistic and literary culture of the period. Most of
them were writers and calligraphists of considerable
reputation, but some of them also became well-
known as painters. Among these should be men-
tioned Ch'ac Pu-chih, onr of the “Four Great
Scholars™ or “Four Pupils of Su Shih". He was 2
few years younger than Huang T'ing—chien and the
poet Ch'in Kuan, born 1053, died 1110, and from an
carly age a man of great artistic receptivity. Through
incessant study and copying of the old masters he
gamed an extenaive knowledge of therr various
manners, We are told, in Hus Chi, that *in painting
Bodhisattvas he followed Hou Yii, in painting
clouds and mist he followed Wu Tao-hsiian’s
(picture of) The Heavenly Ruler, for pine-trees and
stones he followed Kuan T'ung, for buildings, grass

I Referenice to 2 well-known pociis by Tu Fin
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and trees he followed Chou Fang and Kuo Chung-
shu, for fallen trees and creepens he followed Li
Ch'éng, for cliffs, steep banks and dry trees he
followed Hsii Tac-ming, for streams, mountain-
ranges and horsemen with bows and arrows he
followed Wei Hsien, for horses he followed Han
Kan, for tigers he followed Pao Ting, for monkeys
and deer 1 Yifan-chi, for cranes, pheasants and mice
Ts'ui Po, He collected the gond points of all these
masters and combined them into beautiful things.
His pictures were often copied.”

Considering this long list of famous masters who
served as models for Ch'ao Puchih, one cammot but
wonder what he himself might have contributed
the paintings. The picture in the Palice Museum
which represents Laotzii niding on & buffalo cant
hardly be said to offer an answer to this query. It 1s
exccuted in 3 rather crude p'o-to manner, probably
not dene before the sixteenth century, and cannot be
taken seriously as an example of a famous Sung
master. Ch'ao Pu-chih remains a name of some
distinction in' the literary world, but there are no
authentic records of his skill as a painter.

The same is true of pmc:im]lyaﬂ the gentleman-
painters and friends of Su Tung-p'o who are men-
tioned in Hia Chi (VoL111). Most of them specialized
in bamboo, but they also did birds and Aowers and
landscapes in ink. Tung-p'o’s favourite son Su Kuo,
txi# Shu-tang, who followed his father into exile on
the island of Hainan, is said ro have worked as-
siduously for many years under the guidance of his
father, but how far he actually succeeded is more
than we can tell. The lirtle picture of a Mynah bird,
reproduced it Kokks, No.2o0, could hardly be
accepted as a testimony of a Sung master’s brush.

Ch'eng T'ang and Sung Tei-fang were both
greatly approciated as hamboo-painters. The former
stayed for many years on O-mel Shan m order to
study in particular the fimous “'puss bamboos™ at
the place. He followed in the steps of Wén T'ung,
but no example of his art has survived. Sung Tzii-
fang (t=i Han-chich) became well known as the
author of an Bssay on the Six Princtples of Paintmg.

He was a nephew of the famous old landscape
painter Sung Tiand a close friend of Tung-p'o who
wiote 2 well-known colophon to one of Sung's
pictures i which he described the pamrer as neither
ald-fashioned nor modern, and says that “judging
the works of the genteman-painters is like examin-
ing harses, The thing to look for is the spirit (or
life-breath) of the horse. Commeon painters often
grasp only the skin and hiir, the whip, the manger,
and the fodder” — f.e. the outward appearance and
accessories, but iot the [i or constant principle of the
motif, which to Su Tung-p'o was the most estential,

Ean Chéng-fu, tzi Tzi-li, who had a successful
official career, is characterized by Téng Ch'un, the
author of Hua Chi, as a noble gentlenman painter of
bamboo and landscapes, but hix life was cut short by
murder.

Liu Ching, t=i Chii-chi, who came from Chign-
chou in Szechuan, was probably not very intimare
with Tung-p'o, because employed by Wang An-
shili, who had him appomted a lecturer on the
Confucian Classics, in which capacity he won the
admiration of a large circle of students. He oo
painted bamboos and old tress bur the onlywork by
him thae is known to us is a large album leaf® with
the study of a monumental crib which is feeding
volupmuowly on the grains of 2 tall plant bending
aver the amimal. The quaint motf i rendered with
great exactness and 3 touch of humour (PLazt).

The list of the gentlenan-painters, who amused
themiselves with painting when not oceupied with
official ‘duries, could easily be continued, because
they formed 2 numerous class during these fruitful
years of the Northemn Sung dym:s:r:n but sinee w
very little of their art remains we cannot dwell upon
them further here. They were as a role highly
cultured men, rooted in the spiritual tradinons of
ancient Ching (including Taoism) bur at the same
Hme SUPPoICrs of the Confocian moml and social
organization; in other words, representatives of the
Chinese genius in philosophy and art as well as men
of practical ability who served their country well.

| Reproduced in Ch'ing-bung fs'ang,
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Mi Fer and Mi Yiian-hui

I

M1 FErwas another of the highly gifted gentleman-
painters, and in this respect akm to Su Shih, but
atherwise a rather different and a strongly marked
personality, He was not a poet, nor a philosopher in
the same sense as Su Tung-p'o or Huang T'ing-
chien, yet he was by no means less brilliant intel-
lectually, With his very keen faculey of artistic
observation in conjunction with wit and literary
ability he established for himself 2 prominent place
among Chihese art-historians; his contributions in
this ficld are sell highly valued, because they are
based on what ke had seen with his own eves and
not simply on what he had heard or learned from
his predecessors {as so often was the case amongst
the art-critics of China). Mi Fei had the courage to
express his own views, even when these went
counter to prevaling or official opinions,

His importance as 4 painter on the other hand is
more closely connected with the fact that he has
been extolled by later critics as one of the most
important representatives of the “Southern School™
of landscape-painting: the master who in the Sung
period produced the most bniliant pictorial inter-
pretations of the romantic 1deals of the Southem
School. I this respect he formed something of 2
counterpart to Kuo Hsi, who usually 1s classified asa
pratagomst of the Northern School. But important
as M1 Fet may have been in chis respect, as a painter
and a calligraphist, it is no longer possible clearly ro
discern the reason for this from the pictures which
puss under his iame, There is no lack of such works,
and mwost of them represent a rather definite type or
pictorial style which survived far mto the Mmg
petiod or later, but ro what extent they should be
considered as M1 Fei's own creations 1s still 2 matter
of opinion, I other words, we know the general
characteristics of his style, but we cannot be sure
that the paintings ascribed o him represent the

chythn and spirie of his individual brush-work as
faithfully as the authentic specimens of his calli-
graphy which sell exist. Mi Fei's position in the
history of Chinese painting is thus similar to that of
Su Tung-p'o m so far as it is based on historical
records, his much admired skill as a calligraphist and
his influence as a critic and writer on art rather than
on pictures thar bear his name, It is true that Mi Fei
was neither 3 poet nor a philosopher, vet his notes
abour pamning and calligraphy are of grear interest
to the are-historian, because they are spontancous
expressions of his own observations and independent
ideas and serve to characterize himself ag well as the
artists whose works he discusses.

Mi Fei's actital name was Mi Fu, but as he later in
life substituted the second character of the name
with another “Fu" character, this became oiften
mixed or confused with a similar character pro-
nounced Fei,! and thenceforth he became known as
Mi Fei. He was bom in 1os1 and died in 1107, His
fzii was Yiian-chang, but besides this he nsed a great
number of varying appellations (hao) such as Nan-
kung, Lu-mén Chiishih, Hai-vii Wai-shih and
Hsiang-yang Man-shih, etc: The last name mdicates
his birth-place, {.£. Hsiang-yang in Hupeh, whither
the family had moved from the ancestral home ac
T ai-yiian in Shansi.

According to tradition, he was a precocious boy
with a great fondness for arts and letters and a
faculty of memorizing that was astounding. Ar the
age of six he could leam a hundred poems a day and,
after going over them again, he could redite them
all. He enjoyed the particular favour of the emperor
Jen-tsung’s consort, in whose service his mother
was employed; and he had to begin with, a saccess=
ful official career as Chiao-shu-lang (Reviser of
Books), Governor of Chang-chon, Professor of

Y The philological puzrele is capliined by R H. van Gulik i his
book Mi Fu an Iwke-Stones. (Peking 1038, poia :
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Painting and Calligraphy m the capital, Secretary to
the Board of Rites and Military Governor of Huai-
yang. These frequent changes of official position
were catised, we ate told, by Mi Fei's sharp tongue
and often putspoken criticism of official ways and
means, He is said to have been a very capable
official, but unwilling to submit o conventional
rules and manifested a spirit of mdependence which
caused him serious difficulties.?

Mi Fei's strikmg appearance and peculiar manners
were furthermore accentuated by his habit of dress-
ing in the mode of the Tang dynasty. “Anyone
would be able to recognize him even though e had
never scen the artst before™; and wherever he went,
he attracted a crowd. His fondness of cleanliness
became also proverbial. We are told that he used o
have water standing at his side when working; he
washed his face very often, though without using a
towel, but he would never wash in a vessel that had
been used by somebody else, or put on clothes that
had been worn by another person.

Mi Fer's ruling passion had been since his early
youth the collecting of old writings and paintings.
When 3 boy he was assisted in this by his aged
mother, who even sold her hair ornaments in order
tor sectire him means for the purpose. The fortune he
mherited was gradually lost on relauves, but he
continued to collect and made every possible
sacrifice to secure the specimens be wanted. To what
extent he was dominated by this desire is illustrated
by the anecdote according o which Mi Fei, when

! The records shout Mi Fet wiere collecied by Fan Ming=tal and
published by him m A7 Haang-pmg chifi-din (¢.1600), bur some
attecdleie matesial b abey foomd e Shiblin pi-cha lu, Bodh
sotrees are extensively quoted i Chifnpfo shi-fsg fleng, voled
and 9. Mi Fei's own notes on painting, Hig Shifi, and on
Calligraphy, alsé contain some hiogruphical mformanon.

2 O, Giles, Introduction, p.1as {withoue indication of the source).
® Sk it forng, vl g, p.28.

$The cleaning of picores w3 mest labomre and delicae
process which MI Fef explains as follows In thee so—called Y-
sl £ieh; asindluded i Shu~hua fang, vol6:

"' Whenever | obtsined s good scrall of calligraphy 1 wonld
exhibit it to-my friends, keep it boide my diningtable and cary
it aloug when driving in @ coach. Then afier | had enjoyed it
enough, 1 would, on & fme day, spread some paper on a clem

he once was out in 2 boat with some friends, was
shown 2 specimen of Wang Hsi~chih's writing, and
this made him so excited that he threatened to jump
overboard unless the owner made him a present of
it; which consequently could not be refused

No wonder that Mi Fei's collection of writings
and paintings gradually became a treasure-homse of
the first magnitade, and his smple abode a meeting-
place for the greatest scholuss of the time; *He was
staying in & very poor house in the capital (i.e. when
servinig on the Board of Rites). When guests
arrived he treated them to tea and showed them
some of his art-treasures, The time was happily
spent in writing and chanting poems in praise of the
pictures.”* But as some of his guests were inspired
by curiosity rather than by love of art and lacked the
proper sense of quality, he arranged his collection m
two parss, one that was kepr secret, or only for a
few selected friends; and another which could be
shown to ordinary visitors, The scrolls of the former
class were marked with the seal Mi hsing mi-van,
while those of the latter series were marked M
hsing ching-wan. “The reason why | kept & mi-
wim (secret collection) was my fear thar people
might touch the pictures with their fingers or wipe
them with their sleeves. Whenever this happened 1
had to clean the pictures, and as the paper was very
thity, the pictures conld not stand repeated cleanings.*
Anybody who touched a seroll out of cunosivy
brought it nearer to s destriction.”™

In hus writmgzs Mi Fer refers ofien to the pamtngs

tahle and wntoll the soroll, and ‘then cover it up with anotlies
paper, This being done, [ sprmkled it with 4 solution made of
(Haditia Japonice and Lot i soak for 2 while. When the covermng
paperwas smked throoph, [ mlled it up o o ball sod dowly
clemtidd the serolll When all dire and staiv Were gone, | trmed
the scrall over, puiled off the paper at the back, and thus gor rid
of whatever marks had been left there by hondling. On the poro
wrltich were not cleaned, the proces had m be repeaoed il ol
was clean and white. Then 1 wotld muke some paste with my
own hands by usmg alibanurm, and cur off the seximed cdpes of
the pai-fu chill (paper of 5 humdred folics) ooly rilisme e
iniddle partion o stick on the back of the sorall, Alter this was
dome, the scroll was pasted once more oni 4 second paper and put
away mto another ronm."

B ¥iiehethu 'ich, qooted in Shii-hua fing, vol.g,
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and calligraphies in his collection. Some of them he
had inherited bur others he had acquired for high
prices. His collection became the fruit of mncessant
study and of exchanging the less good for the better,

“The collection of my family contained a greas
number of old specrmens of the Chin and T'ang
periods, but to begm with [ discarded 4 hundred
scrolls. Nowadays there are only ten scrolls of the
finest ¢class, and it | find some more wonderful
wrinmgs | shall go on discarding.

*Paintings of the Chin period should be carefully
preserved., becanse such things are very rare. | have
named my studio Pao<chin chai (The Studio of
Chin Treasures), Whenever 1 enter it, | hang such
pictures on the wall: such things can no more be
tound today.

“The prices of old writings and paintings should
never be discussed. Scholars do not like to acquire
such things for money; they prefer to exchange
them between themiselves, which 15 a more refined
way of acquisiion. When a man of today obtains
such an old specimen it seems to him as important as
his life, which is ridiculous. It is in accordance with
human nature that things which satisfy the cye,
when seen for a long time become baring;, therefore
they should be exchanged for fresh examples, which
then appear doubly satisfymg. That 1s the mrelligent
way of vsing pictures.”

We shall have occasion in what follows to learn
about the extreme care that Mi Fei bestowed on his
art-treasures, He was somethng of a maniac in
regard to the safeguarding, cleaning and exhibiting
of his pictures. It may, however, be of some interest
to insert here one of the anccdotes referrmg to lis
way of collecting, reported by himself in Hua Shik,

“With Fan Ta-kuei (f2i Chiin-ha) and his son-
in-law Fu Chéng-kung, | went ro Hslang-kuo ssi
and had with me 700 picces of gold. At the place
bought a mow-landscape which was very old and
tom into pieces but quite like those which are said to
be by Wang Wei. We met Lin Po-yii, who smiled
and asked: "What have you bought?’ I opened the
picture in the crowd and showed it to him. Po-yii

sad: “Whose brush is this?’ T answered: "Wang
Wei's', and Po-yii said: "Right!" As we then soolled
along for a while [ lost sight of ir. Where could
it be found again? | had let Fan take care of it, but
after & while | saw no more of Fan, Nexe day | went
to ask for it, but he sad that he had sent it to the
Westernt capital to be remounted. My companion
Mei Tzii-p'ing got very angry and said: ‘I can serve
you as a2 witness; you should start 4 lawsuit; this is
not right’. Bur T smiled and said: ‘He is my old
friend: therefore | will make him a present of it."

“This happened twenty years ago, and Fan has
been dead ten years, but I still do not know where
the picture is,”

In the following lmes Mi Fei gives a vivid account
of the way in which he liked 1o show his precious
scrolls 1o distinguished visitors.

“When Chancellor T'ang Chih-tung wanted to
sec my collection, he was permitted afrer I'had told
him my rules for enjoying the calligraphies. He
agreed. Lhad two clean tables placed side by side and
spread white paper and silk over them. [ washed my
hands and took our the scrolls from their respective
cases myself and unrolled them for the visitor to see.
He sat in front of the rable with folded arms examin-
ing the scrolls with easc and care; when he said:
*Open!’ [ opened the scroll, and when he said: ‘Roll!"
| rolled. He sat there at the table looking very
digmified, while 1 ran about like a servant; and this |
was willing to do in order to save my scrolls from
being touched by his fingers or sleeves . . , T'was told
by Su Hsia—chii that | should one day offend some of
the lgh officials if | continued in this way. Offend
them, I did, but my mind remained unchanged. I am
abour fifty now. When I am old and dred, T will
give my collection to the Imperial Palace, and am
sure it will not be among the poorest.™

Thas vivid illustration of Mi Fei's life as a collector
and his passion for artistic values i complemented
by another anecdote in the Shifi-lin Pi-she Iu2
recording a visit of his friend Su Tung-p'o:

L Shu-huea fing, volio, p.ag,
3 Quored in Shs—bua fang, voly, pag,
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“Once he invited Su Tung-po to dinner. Two
long tables were placed facing each other, and on
them were piled fine brushes, exquisite ink and 300
sheets of paper, with some food and drink ar the
side. When Tung-p'o saw this arrangement, he
laughed heartily and then sat down. Berween each
drink they would fatten the paper and write. Two
page-boys were kept busy grinding the mk, but
they could hardly keep up with the speed of the
writers. Towards evening the wine was giving out,
and 5o was the paper. Then each of them took the
other’s papers and said good-bye. Afterwards they
found that they had never done better writing.”

Writing or calligraphy was to these men ine-
mately connected with the composing of poetry or
sketching. Tt required an alertness of mind and
spirit, which they were wont to increase by the
enjoyment of wine, By this they reached a state of
exhilaration rather than drunkenness. Su Tung-p'o
himself says that it was only in this state that he
could write the large grass characters and also the
“small model characters” really well, His admiration
for Mi Fei as & writer seems to have been very
profound; he likens Mi Fei's brush to a sharp sword
handled with consummate skill in fighting, or to a
strong bow that coald shoot the arrow a thousand
li, piercing anything thatr might be in its way. “It
was the highest perfection of the art of calligraphy,
It was like Chung Yu (Tzi-lu) before he met
Confucius — very aggressive and fond of fighting."

Other critics claimed that only Mi Fei could
imitate the style of the grear calligraphists of the Six
Dynasties; which was “very firm and decisive, like
riding on 2 noble steed which moves forward and
backward at your will without any need of a bit or a
whip” . . “Its strength lay at the very point of the
brush™ (PL185s).

Mi Fei seems indeed to have been an excellent
imitator of old calligraphies and paintings. Some of
these imitations were so good that they were taken
for the originals, It is also testified by Mi Fei’s son
that his father always kept some calligraphic master-
piece of the T'ang or the Chin period on his desk a5

a model. Armght he would place sucly a specimien in
a box at the side o his pillow; and whenever he saw
some fne specimen of ancient model writing, he
wouldl acquire it, no matter at what price.?

It may not be necessary to repeat here the pracucal
advice that Mi Fei offered to students who asked
him sbout the secrets of good brushmanship. They
represent  experiences and technicalities which
hardly can be appreciated by Westerners who have
never handled 4 Chmese brush. To Mi Fei the brush
was not only the sword of his proud spirit but a

magic rod, which imparted life whenever he

wielded i, were it in writing or in painting, The
two arts were 10 lim essentially one and the same*
x & &

If we may believe Téng Ch'un, who wrote his
Hua Chi about half a century after Mi Fei's death,
the artist did most of his paintings during the last
seven years of his life. The statement may be
exaggerated, but it is worth quoting, particularly as
it is given in words which are supposed o be Mi
Fei's own'— “From the time when Li Po-shih was
taken ill in his right arm 1 stareed to paint.t As Li
alwaysstudied Wu Tao-tzit, he could at last not free
himself from the muaster, but [ chose the most
ancient masters as my models and did not make one
stroke like Wu's. Nor was the effect of Li's brush-
work very lofty. I pamted the eyes, the faces, and the

structiire (of my figures) guided by my own genius
and not by any teacher, and 1 represented the loyal

men of antiquity."

¥ Quotations in Shu-hin fang, vol.g,

# Ibiden.

*In the epitaph, quoted in Shu-hun fang (volp, p.ag) Mi Ba i
particalarly prased for his mestery s a2 calligraphise and For hia
ourEgoous | opiniond:— “In your scholarly discosoons youy
displayed your own opimions which were bold and wterm, and the
lierati of the world were not able o curb them. Invour thoughn
and your literary sryle yoo did not plagiariee the men of the pat:
thrthmglpmuutmtﬂnnnhm-y,dmmmrpurmu
...mmmmmm;mm.m
dhphynd:dﬂmm:yum::fhﬂnmﬂurwmmﬁ.ﬂbrlh:
style and bexury of warks of the Chin and T*ang dynastics ™

¥ Li Kutig-lin was taken il ahom 1100 with severe themmaisn,
which forced him to keep in bed and pracriclly ‘shemin from
plinting.
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It may be that the above statement refers in
particular to figure-panting, which was the special
field of 1 Kung-lin, but even so its critical tone with
regard to Wu Tao-tzit and Li Kung-lin is surprising.
Mi Fei may, indeed have felr the greatest admiration
for Ku as a representative of the refined and old-
fashioned style, which always appealed to his
scusitive taste, and he may have copied Ku as he
copied many of the ecarly masters, but he could
hardly have followed in his footsteps as a painter.
The addinonal remarks that he painted according to
his own genius and was not guided by any old
masters, scem more to the point; i this respect he
was, no doubt, more independent than Li Kung-lm.
But whether he was a greater creative genius than Li
{as he himself would like us to believe) is a different
question, which we nowadays are hardly in a
posinon £ anywer.

The pictures which still pass under the name of Mi
Fei are in most instances suggestive rendenngs of
clouds and mist around mountains and trees, but
rather lacking m structoral form and draughtsman-
ship, One consequence of this peculiarity and of his
great fame was that from arly tmes numerous
imitations were made of his works; which arc said o
have been exceedingly close to the originals. We
must therefore leave the question open whether any
of the beautiful paintings mentioned below which
carry Mi Fei's seal and signature, are his own works
or those of some close follower like his son, Mi
Yu-jén, “who had the spirit and the manner of his
father”, or Kao K'o-kung, or Fang Fang-hu, or
some other gifted painter who continued his mamer
n the Yiian period, not to mention later imitators.

The pictures as a rule represent ranges of wooded
hills or cone-shaped momntain peaks rising out of
layers of woolly mist. At their feet may be water —
sometimes broadening into open vistss —and closer
towards the foreground clusters of dark trees,
waving like big plumes against white mist. The
elements of design and the manner of execution in
these pictures are quite typical, but the individual
accents are generally less obvious,

One of the best-known examples of this kind of
M style is the small picture in the Palace Museum
known as Spring Mountains and Pine-Trees. It is in
the size of a large album-leaf, but at the top of the
picture is added a poem said to be by the emperor
Kao-tung.! The mountains and the trees rise above
a layer of thick mist that fills the valley; they ate
painted in dark ink-tones with a dight addition of
colour in a plumy manner that hides their structure;
it is the mist that is really alive. In spite of the strik-
ing contrast between the dark and the light tones the
general effect of the picture is dull, which (to some
extent) may be the result of wear and retouching,
Owing to its fauley preservation the pictire no
longer does justice to the intentions of the painter,
bue it has apparently been accepted as a work by Mi
Fei ever since the writing of the poem which, how-
ever, looks more like a copy than an original of the
South Sung period.

The handscroll armriboted to Mi Fei which used to
be exhibited in the Wen-hva tien of the former
National Museum in Peking, is 4 picture in betrer
condition but with no acceptable claims on authen-
deity (PL187). In one of his iuscriptions the
emperor Ch'ien-lung admits that the paper of his
picture is not of the Sung period, yet he finds it a8
beaunful as 3 work by Mi Fai”. It represents a
continyous view of humpy mountains and plumy
trees rising through thick woolly mist and is painted
in a somewhat blotchy manner which makes the
mountains look as if partly covered with rough fue.
The pictorial effect is quite striking and the design
bas a note of grandear, but the mannerism in the
brush-work produces a somewhat monotonous
impression in spite of all the variations in tone. [t has
certamnly not the spontaneity of an original creation,
but may be a free transposition of a design by Mi Pei
possibly executed by one of the very skilful Yiian
masters of the fourteenth century,

Several pictures executed in the rypical blotty Mi
Fei manner might here be mentioned, but as none of

LCf. Ku-kwng, voll. Ink snd slight colour on paper. Size.
35X 44 om. CF PL 24,
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them which have come imder my mspection 15 of
the period, it may not be necessary.! They would
rather confuse than improve our idea of the master's
artistic importance. The same may, in a general
sense, be true of the large hanging scroll in the Freer
Gallery (08, 671), but since it is a very beantiful
picture, it should be remembered at this place as 2
superior representative of what 16 vaguely known as
the Mi Fei style (PL188).

The picture represents verdant hills emerging m
sutcessive tiers or tidges from a light grey mist that
sweeps through the valley and blends in the back-
gromnd with a imitless expanse, while the trees lift
their tops like dark swaying plumes over the sea of
mist. The colouristic effect has been toned down by
age and wear (and some rerouching), but it is sull
felt as a soft harmony m grades of Light and dark.
These are, however, not produced simply by dabs or
splashes of watery tnk; in spite of the fact that the
painting is done according to the so-called “bone-
legs™ manner, the hills and the trees are nor simply
fleenng shadows but cubic volumes with structure
and three-dimensional form. The technical methed
without visible brush-sookes and  conrours s,
mdeed, preeminently colouristic but, when pro-
perly utilized as in this picture, it may also serve for
the defimtion of form and space.

Most of the landscapes honoured with the name
of Mi Fei are not of this quality, though painted ina
similar mamner with 2 broad and soft brush, Some
may have been done in the South Sung period when
the younger Mi still carried on the family teadition,
others are of the Yiian period, when some of the
leading painters freely unlized the manner of the
two Mi for expressing their own ideas, bue the
majority are probably later, f.e. from the larter parr
of the Ming period, when Tung Ch'i<ch'ang and his
friends searted u perfect cult of Mi Fei as the most
important representative of the “'Southern School™.
No one has expressed greater admiration for Mi Fei
than Tung Ch'i-ch'ang, and his transpositions of the
Mi compositions are sometimes brilliant.

A systematic study of the various kinds of imuta-

would produce interesting tasks for a specialist and
mught lead to the conclusion that some of the most
deceptive imitations sre not of the Yiian or Ming
period but of more recent date. But it would take us
too far to enter here into a discussion of the distine-
tions or qualitics of the various kinds of Mi Fei
imitations, We may rather turn to some of Mi Fei's
own remarks about imitations with false preten-
sions, made to decerve uncritical collectors. He had
evidently occasion to see many such paintings
(possibly mcluding imitgons of his own works),
and he had seen how wealthy amateurs spent their
money on great names rather than on onigmal works
of art. It so appears from the following remarks in
Hua Shih:
"It happens quite often when pictures are shown to
present-day people that they are given namies of old
masters which fit them more or less, as they re-
semble to some extent the correctly named works.
Yet amateurs and stodents form two different classes
of people. The latter includes those who are earnest
in their love of painting, who have studied exten~
sively and recorded their observations. They have
taken it into their hearts, or they have leamed how
to pamt themselves. What they collecr 5 con-
sequenitly of a high order. But people of today who
possess wealth without real love of paindng and
whose ambition it is to pose a3 connoisseurs in the
eyes or the ears of other people, may be alled
amateurs. They place their picrures in brocade bags
and provide them with jade rollers as if they were
very wonderful treasares, but when they open them,
one cammot bur break out into laughter. T cannot
U Mi Fei wias represented in the London Exhibition (cit. g18] by
the album leif Mountaine Foming through the Mist from the
Makaomrs Colleoion in Tokyo, which s provided with sgna-
ture and dato {1102}, but lodks more like o baedly wiorn pemee of
the Yiian or liber fime

Of the two picnires aseribed 1o Mi Fo m the A. 5. Moare
Callection at the Yale Arr School the hmdsaofl is corminty s
beautiful, but probably not older than the wallsroll. A better
version of a similar composition belonged formerly o Mrs,
Sicvers m New York. Other imitations of some frme zre inthe

Abe Colleetion (Osakas Mineum ) and in the Ogaws Callocrion
int Kwiinia,
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refram from rakmg hold of the table and shouting
loudly: "What a shame to (take the trouble of)
kill{ing) people!’ (i.e. to kill their good reputation by
false attributions).”

This exclamation afterwards became a common
saying among connoissears when they were shown
pictures that were nat genuine,

Mi Fei’s own manner of painting has been
repeatedly characterized by writers who knew it
through their own observation or through hearsay.
We are told that he always paimted on paper which
had not been prepared with gum or alum; never on
silk or on the wall. “If one sees pictures done on silk
artribited to Mi Fei, we may be sure that they are
not by him. Neither he nor his son used anything of
the kind.™ n this respect Mi Fei had evidently the
ssme preference as his great contemporary Li
Kung-lin, who also is said to have painted only on
paper, in spite of the fact that they worked in
entirely different manners: Li Kung-lin excelled in
the near and lincar pai miao manner, whereas Mi Fei
spread his ink in broad washes with a soft brush — or
some similar tool. Tt is said m Tung+t'fen ching=lu
that he did nor necessarily use the brush in painting
with mk: “sometimes he wsed paper-sticks or
sugar-cane from which the juice had been extracted,
or a calyx of the lotus”, Such tools may indeed have
given him the opportunity of playing with the ink
still more freely than was possible with the brush,
and they did not prevent him from obtaining those
effects of tonal beaury and vibrating stmosphere
which are the essentials of his landscapes.

A beautiful characterization of Mi Fe1's manner as
a painter is offered by Téng Ch'on in Hua Chi:
“His writings are quite numerous, but his pictures
are rare. 1 have only seen two specimens, which
belonged to Li Chi (tz7, Yiian-tsun), One of them
was on paper and represented the branches of a
winding pine-tree. It was execured in light ink, and
all the innumerable needles of the tree were massed
together as in 2 lump of iron. 1 have never seen any
old or modern picture quite like it. The writing on
the picture said: “When we travélled together with

Li Ta-kuan, the learned scholar, on the moonit
lake, we composed some lines of poetry, but Fei (1)

made a poem without sound . . . It wasin the nighe,

as we rowed together on the Western Lake” . . . The:
other picture represented plum, pine, epidendrum,

and chrysanthemum, all united on a sheet of paper.

The stalks and leaves of the plants were intertwined

butnot confused. There appeared to be many brush-
strokes, but seen close they were few; yet it was not
a coarse or carcless work. It was altogether of a

superior and extraordinary quality; the most
wonderful thimg of the whole period.”

Although Mi Fei was principally a landscape-
painter, we noticed above that he also did portrairs
and figure-pamtings of an old-fashioned type;
among them some remarkable selfportraits are
particularly mentioned. One of these bore an
inscription by his son which said: “My father used
to draw the portraits of grear officials and virtuous
scholars of the Chin and T'ang dynasties and hang
these on the walls of his studio. They were copied by
men who loved the ancient times, and thus trans-
mitted to our days.”

Mi Fet must have spent more time studymg
specimens of ancient calligraphy and painting than
producing pictures of his own. His Hue Shik
(History of Painting) is filled with notes about
pictares by old and modern masters, which he had
scen ity private collections all over the country, butit
contains also practical hints as to the proper way of
collecting, preserving, cleaning and mounting
pictures which still have their value and are com-
monly accepted by Chinese collectors, They are all
more or less characteristic expressions of Mi Fet's
somewhat perplexing personality, his: meticulons
care m handling his specimens of old painting and
calligraphy and scathing remacks abour the ways
and methods of ordinary collectors. But as the
various kinds of notes are scattered and mixed quite
freely without any attempt at classification, it is very
difficult to give 1 systematic account of Mi Fei's

b Tung-t'ien ch'ing-lu, cuoted in Shu-hwa fanp, vol.o.



GENTLEMAN-FPAINTERS AND CALLIGRATHERS 33

ideas on these various subjects’ We must here limit
ourselves to a few relevant examples of his observa-
tons on pamters and pamting chosen because of
their historical or aesthetic nrerest and also a5 con-
tributions to the charactenzation of the writer.

“If one has got hold of an old picture which is still
intact, one must not remount i, becamse if the
mounting with its backing is changed and the work
isnot done in the proper way, the picmre will simply
be damaged by it, which is deplorable. The life-
breath of the human beings, like the lustre of their
hair, the charm and lwxuriance of flowers and the
fluttering of bees and butterflies, results from shight
variations m the dark and light toncs, and these may
be spoiled if the picture is remounted more than
once.

“When people of the world sce a picture of a
horse, they call it Ts'ao Pa, Han Kan or Wei Yen;
and when they see a picture of an ox, they call it
Han Huang or Tar Sung, This 1s very ndiculous.
There were many famous painters during the T'ang
period, and it is not easy to identify such pictures.
... But it occurs coustantly that people give
names to anonymous pantings. Therefore, as the
proverb says: “An ox, that is Tai Sung; a horse, that
is Han Kan; a cock, that is Tu Hsiin; a porfrait, that
is Chang TE."

Mi Fei was no doubt an exeellent comnoisseur,
who recognized quality in are wherever it was to be
found, but in spite of his rather oppositional spirit
and clatm to be free from the common ruts of taste
and style, his fundamental attitude was fairly con-
ventional; he appreciated in particilar some of the
well recognized classics among the ancient masters
and had little use for any of the contemporary
painters. [t scems almest as if personal bias or avalry
sometimes blinded his eyes, though he never stoops
to self adulation. He had some difficulty in admit-
ting the merits of others and found more pleasure in
making pointed and sarcastic remarks than in
expressing his thoughts in a just and balanced way.
This is particularly evident in: the remarks that he
has left abour the painters of his own generation.

“The most casily distinguished paintings are Kit
K'ai-chih’s, Lu T'an-wei's, Wu Tao-tzit's and Chou
Fang’s figure-paintings, T'éng Ch'ang-yu's* Pien
Luan’s, Hsii Hsi's, T'ang Hsi-ya's,? and Chu Ch'in's*
flower-, bamboo- and bird-pamtings, Ching Hao's,
Li Ch'éng’s, Kuan T'ung’s, Tung Yiian's, Fan
K'van's. Chii§an's and Liu Tao-shih's* landscapes;
whereas Tai Sung’s oxen, Ts'ao Pa’s, Han Kan's and
Wei Yen's horses are difficult to distinguish on

‘account of their great mutual similarity. As to works

by modern painters, they are hardly worth discussing:
sertously. Chao Ch'ang, Wang Yu (Chao’s pupil)
Hsiin Hung?® and their like, can be used to hang on
the wall, but 2 few of them are quite enough.
Ch'éng T'an,” Ts'ui Po, Hou Féng,* Ma Fén, Chang
Tzi-fang and their like are good only for defiling
the walls of tea-houscs and wine shops. They may
be hung together with Chou Yiieh's and Chung-t's
‘grass’ writings. They do not belong to the class of
mett whom 1 discuss; even nameless and unclassified
old specimens of brush-work may be esteemed as
better friends.™

In his classification of various kinds of paintings
Mi Fer makes it clear that landscape-pamting was to
him superior to every other kind and the only one
that really merited to be classified as a form of
creative art. The statement, as it is in the
following entry in Hia Shih should be remembered
as 2 kind of selfconfession revealing the narrow
! There are many reprins of Hus-shih. The carlicst knovwn o me

is the Mmg odition v Chin-&n pisife amd o Wimig-shik hua-
pilan, A sywematized edition oF these notes would be desizable.
¥ Téng Ch'ang-yo from W, later active m Sha. Five Dynasties,
3 Tang Hui-ye, of the Sonth Tmg seate. Rival of Hsli Hui;
paiited bamboo, Howers ind et
§ Chu Chin, & painter of the lae Tng perind,
£ Lin Tao-shih, Morth Song per. A Taobt who s sid 6o luve
fiorgottess his name, Fellow smudens of Chitjan.
® Hsiin Hung, Nardh Smg per. Papil of Wang Yo Acive m
Ch'éng-te. Flowers and froin.
T Cli'éng T an. North Sung per. Painter of pines and bamboo;
inferine as Bpure pamter,
*Hoo Béng. North Smmg. Acdemy pamter of lindscapes;
followed m the wake of Ko Hs,

The rest of the above-named painters are discussed in our rexe



34 THHE SUNG PERIOD

limitations as well as the romantc flight of the
writer's genius. The prejudice that it shows against
Hower and bird-painting as well as apainst illustra-
tive figure-paintings may well have been cultivated
by him in opposition to the general direction and
aesthetic tendencies accepted at the emperor Hui-
tsung's Amdcm].r which now was nismg o its
leading position in the field of painting.

“The study of Buddhist pamtings implies some
moral advice; they are of a superior kind. Then
follow landscapes, which possess mexhaustble
delights, particularly when they have haze, clouds
and mist effects; they are beautiful. Then follow
pictures of bamboo, trees, walls and stones, and then
come pictures of Aowers and prass. As to pictures of
men and women, birds and amimals, they are for the
amusement of the gentryand do not belong to the
class of pare art-treasures,”

Mi Fei advocates no fixed rules or classification
(such as Hsich Ho's Principles) for the appreciation
of paintng. He bases his opinions on what he has
seen and enjoyed as a painter and a collector, and
ridicules those who in their quality of painters or
amateurs fall back on traditional rules, great names
and officiul fame. He may have known more abour
the growing officialdom in matters of painting and
about the masterpieces incorporated in the imperial
collection than he transmits m his notes, bur what
he says is enough to make us realize thar the artistic
culture of the court aircles was to no small extent an
empty fagade and that there existed an opposition to
this at least as long as Mi Fei's courageous and
stimulating voice was heard.

* * *

I
Mi Fei's artistic activity was continued by his son
Mi Yu-jén, who as 3 pamter followed so closely in

the footsteps of his father thar their respective works:

have often been cmtﬁlmd A few words abour the
younger Mi should therefore be added ar chis place.
He was born in 1086 and died 1165- his main activity

fell thus in the South Sung period, but this change of
outward conditions does not seem to have lessened
hus adherence to lus father's style. He is generally
referred to as Yitan-hui (he used also the name Yin-
jén), and more intimate friends called him Hu-érh,
the Tiger-cub, an appellation that he received as a
boy. The tzii Yiian-hui (Ongmal Splendour) had
been attached to him by the family friend Shan-ku,
.. Huang T'ing—chien, who presented the brilliant
youth with an old seal engraved with the two
characters. “1 could not make up my mind to give
this seal to my children”, he wrote, “but you are
like 2 young tiger; the strength of your brush is
enough ro carry a tripod. Take it and make Yiian-
hui your tzif. Always follow in the footsteps of your
father™ — friendly advice which the young Mi rook
to heart and apphed during the rest of his life.

Téng Ch'un, who transmits this information in
Hua chi, tells furthermore that when the elder Mi
was called o an audience in the Palace he presented
to the emperor a picture by his son representing the
Ch'u Moumtaiu in Moming Light and reccived in
return two paintmgs and rwo calligraphies by the
miperial master. The younger Mi seems 1o have
enjoyed imperial favours all through his life. He had
a successful official career, starting as assistant
governor of Ta-ming (in Hopei) and mr.ﬁug as
vice-president of the Board of War, “Before he
reached these official positions scholars and col-
leagues often obtained his paintings, but after he was
rassed it rank he became very secretive with his
pictures, so that friends and relatives could not
obtain his works. Therefore people said about hini:
‘He mkes trees without roots and draws massed
clouds; but they are only for the emperor and not
for ordi mortals’."”

The pictures which are ascribed to Mi Yu-jén in
various Eastern and Western collections are in
general much like the pictures which traditionally
pass under Mi Fei's name, yer distinguishable from
them through individual accents or touches m the
execution, The motfs, which returmn with some
variations in all these pictures, are misty river valleys
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bordered by ter and ter of mountain ridges which
lift their sharply sithouetted peaks through layers of
vaparous clouds and melt away into the haze of the
background. Their effect depends mainly on the
effect of a limitless though hidden expanse; they
cvoke a state of dream or emotional smmadhi rather
than a elear mental vision and are as such expres-
sions of a highly romantic temperament.

They are all painted in a more or less advanced
p'o mo technique with a soft brush and alternate use
of light washes and heavy dabs, or blotches of deep
black ink, gleaming luminously through the pile
tones of the transparent mist. Neither the trees, nor
the stones or hills are defined with contours. only
the buildings are sometimes outlmed, yer the
compositions are impressive not enly throngh their
grand sweep but also through their massy, as one
might call it, structural balance.

I discussing the pictures attributed to Mi Fet, we
came to the conclusion that none of them could be
ascertainied as an anthentic work by the master. The
situation s not quite the same in regard to the pic-
‘tures ascribed to the younger Mi. The list includes
two or three specimens with the younger Mi's seals
and signature, which may have been executed in the
Sung period and are distinguished by a rather homo-
geneous stylistic character, Foremost among these
may be mentioned the handscroll exhibired m the
Hui-hua kuvan in Peking, representing 2 long moun-
tamn range with numerous pomied tops rising through
crrcling mist and clouds, It is a long handscroll on
paper, painted in 2 very vaparous manner and now
sull more trans than ever because of its womn
condition (and some repairs). But as far as | could
see, the picture included bits of fine quality i the
characteristic Mi style.

A section of a somewhat similar scroll was shown
to me 2 few years ago by Mr. C, C. Wang in New
York; it had the same kind of vaporous tone as the
picture in Peking but the paper was browmsh. The
importanice of this picture as 3 work by Mi Yu-jén
was emphasized by several colophons of the Sung
and Yiian period, written by Wang Shén-yu and

Kuo Pi, as well as by later ones in favour of the
ateriburion.

A third example of 4 similar kind of vaporous
pictorial transposition, is 2 hanging seroll in private
possession in Clina, which, however, is known to
me only through a rather blurred reproduction in
Shén-chou ta-kuan, vol.IX. The poetic inscription by
Mi Yu-jén seems to be right, but 2 safe conclusion

as 1o 115 nme of execution 15 not possible from this

reproduction (Pl.1go),

The long handscroll in the Freer Gallery (for-
merly in the Wo Yitan-kuan and the P'ang Lai<chén
collections) known as Mountains in Ch'u on a Clear
Autumn Day, may indeed be characterized as the
most beautiful of all these Mi Yu-jén paintings. It
has-also the master’s signature and s number of
promment collectors” seals of the Sung, Yitan and
Ming periods. It is painted in an exccedingly fuent
maner; the ink washes are so thin at same places
that it seems 33 if the brosh had hardly touched the
paper; at other places. such as the clumps of trees
along the lower edge of the picture, and the over-
grown hillzops ar the upper edge, the tones are
luminously black, Nothing could be more effective
than these contrasting tones and the misty atmos-
phere which at the two ends of the seroll melts into
the tone of the paper. It is pamted with consummure
technical’ skill, but to what extent this acrually
reveals the miind or vision of a creative master
is a question that may be answered differently
by each beholder, depending on his disposition
and cxperience. Whatever the amswer m these
questions may be it must be admitted that the
picture is a brilliant virmoso performance in the
Mi manner,

The well-known scroll in the Cleveland Museimn
(PL189; formerly Yamamoro collection) is annther
mreresting example of the Mi style, though not very
like the pictures mentioned above. Yet it is signed
Mi Yu-jén and inscribed with a poem dated 1130, It
represents trailing mist between mountain ridges
along a river, but the mist 15 more woolly and the
mountams more substannial or solid than 1n the
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pictures described above. The limitless expanse of
water and sky is beantifully suggested by the design
of the receding mowntain ridge leading into the
background as well as the trailing clouds of white
cottor. This picture 13, as a matter of fact, more
closely related to the so-called Mi Fei paintings than
those mentioned before. Could it possibly be a
variation on a work by the older Mi? The question
must be passed on like so- many other problems
related to pamtings which, since the Ming period or
carhier, have been considered as representative of the
Mi style. Ir mav be remembered that even Tung
Ch'i-ch'ang, who admired the two Mi more than
any other painters and studied their pictures with the
cye of an experienced expert, seems to have had
moments of hesiration in front of pamungs ascribed
to M1 Yiian-hui. An Lu-ts"un relates this in Mo-yiian
Jusi~kan (South Sung section, p.3) in describing a
picture called Clouds and Mountamns, to which
Tung Ch'i<h'ang had composed the following
mghly significant colophon:
“The mounmtin-scrolls by Mi Yitm-hui have all
been copied by President Kao (K o-kung) m the Yiian
perind. Such is the case with the handscroll re-
presenting White Clouds over the Hsiao and Hsiang
Rivers m my colleetion. There are numerous
colophans on it by famous gentlemen of the Sung
and Yiian periods...But | am sull doubtful
whether- these ammotations, even though they are
genuine, are not somethmg like an empty pearl-box
from which the divine object has disappeared. It is
not as good as the present scroll, which has a rich
and overflowing vital essence and 2 most wonderful
composition.”

In his own deseniption of the picture (Clouds and
Mountains) An Lo-ts'un points out that it was
panted m the manner of Tung Yiian, who accord-
ing to the Ming critics was the unsurpassed model of
the two Mi. This may not appear very evident to us,
but the amateurs of the Ming and Ch'ing periods
never tired of extolling the two Mi as the foremost
followers of Tung Yiian and principal protagonises
of the Southemn School, which was the highest

praise that could be bestowed on landscape-painters
of the Sung peniod.

Their historical importance has indeed been rated

very high, higher than nowadays would be inferred
from the paintings attributed to them. But Mi
Yisan-hui evidently felt no hesitation as to his own
artistic importance; his self-esteem runs as a strong
undercurrent in most of what he has written. He
was indeed a man of remarkable gifts and wery
successfol (as emphasized also by Téng Ch'un in
Hua chi), but he spares no efforts in orying to
impress people with his brilliant wit and talents. The
following may scrve a8 an example:
“The people of the world know that T am skilful in
painting and vie with each other to get hold of my
works. But there are very few who know how I do
my painting. They have not the eye of superior
perception and are incapable of understanding it. 1t
is not done by glancing at old and modern painters.
The merit of the old pamtings is like a hair in the
vast ocean. Things do not touch or excite me when
I sit down quietdy, cross-legged like a mank, for-
getung all troubles and attunmg mysclf to the vast
blue emptiness,"

Mi Yu-jén seems to have tried the same methods
of attuming his consciousness and establishing con-
tact with the soul or meaning of Nature’s pheno-
mena as described by Su Tung-p'o and Huang
Ting-chien, They were all imbued with the Taoist
conceprion of Nature as an infinite source of creative
force, and tried to reach these founts of inspiration
through meditation. His speculations about painting
as 4 symbolic expression of such inner contacts, or as
a kind of “writing by the heart”, is also significant in
this connexion:

“Tzii~yiin® thought that written characters are the
marks (or tracings) of the heart. If he had not
pushed the matter to the utmost limits of reason
(r.e.3f he had not been a great thinker), he conld not

V Shwi—brst fitng, vol_ro, puiy.

* Tril-yiin is the t=il of Yang Haung (53 s.c.-40.15), the well-
known phi and statesman who' served under Wang
Muaing. O Giles. Biogr. Diet., 33709,
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have arrived at this. According to this statement,
pamting must also be marks (tracings) of the heart,
bur since ancient times no one who was not a
genius has been able to understand this. Indeed, how
could it be understood by the simple workinen of
the markee-places? There are no longer i the world
any landscapes from the most ancient times, nor
of the Han or the Six Dynastes, only the works
of Wang Mo—chi (Yuch'éng), who was the fore-
most among the painters of ancient and modem
tmes.

“For a long time T have collected and stored up a
great number of pamntings, but now that I myself
have grasped the wonderful points in painting, | can
only laugh when I see how their ideas are expressed.
Ameong them are also the pictures represening the
famous views of Hsiao and Hsiang. Ever since olden
times all greae writers and talents have been envied
by the world, slandered and made the bute of malice,
This is nor to be wondered at. A just opinion may be
formed only after a hundred generations,™

Mi Yiian-hui's self-cstcemn was apparently more
exalted than his entical sense and in: this respect he
was the inferior of his Rther® He comsidered
himself superior not only ro the crowd of con-
temporary painters but also to the old masters of
classic renown. And this amtude bred a hunger for
recognition that was never appeased. He was con-
vinced that his true value as an artst would not be
recognized until after “a hundred generations™, It
would, however, be misleading to claim that the
successive gencrations of Chinese are-critics fulfilled
his expectations. With all the admiration bestowed
on some of his charming pictures, Mi Yiian-hui is
still, from an histarical viewpoint, the talented con-
tinuator of the characteristic style of landscape-
painting introduced by his father.

- - -

The ideas according o which pamtmgs and
specimens of clligraphy may be called scal-
impressions of the heart, expressed by Mi Yiian-hui
in the above quotation, had also been formulated by

Kuo Jo-hsii in one of the introductory chapters to
T u-hua chin-wén chil cilled "Discussion of Ch'i
Yiin which Cannot be Tauglt”, The source of
mspiration for both writers may have been Yang
Hsiung's essay called Fa yen (Model Sayings). Kuo
Jo-hsii introduces the topic as 2 kind of corollary to
ch'i-yiin, the resonance of the life-breath, and places
it thus in the very centre of the discussion of painting.

It may therefore be of interest to quote the essential
part of Kuo Jo-hsii's interpretation, which throws
more light on the subject than Mi Yian-hui's shore
renuarks.

After a general reference to Hsieh Ho's Six
Principles, which contain the essentials for right
understandimg of painting, Ko Jo-hsii writes; “'As
to the Resonance of the life-breath, it must be mbam,
it carmot be acquired by skill or dexterity, nor can
one arrive at it theough months and years of study.
It is secretly blended with the soul; one does not
know how, yet it is there.

I have often tried to explan it and to observe itm
the extraordinary works of ancient times mostly
made by high officals, great sages. heemies and
scholars, They exercised their art in accordance with
virtue;* they penetrated mto the hidden mysteries
and expressed their noble sentiments i painting,
When men are of 2 high class, the ¢h'i-yiin mustalso
be high, and when el'i-yiin is hagh, shing-tung, e,
animating movement. follows quite inevitably. Then
it may be said that the painter is able to render the

V Shis-huia fiey, volus, ppafiy,

e follrwing remarks by Tang How m his Len bua are
pertinent contributions to the cheracterization of Ml Yuo-jén a1
st expert and at the saroe sime reveal the danger of basing an
opttion about the authenticity of a pletute on the 1'F pas stzached
toit. He wrote:

“Whenever the Sung cmperor Kao-tsng. m hus sesrch for
he nsed 1o ask Mi Yu-jdn oo examine then oritieally and 1o weke
ti=paz on them, Bur it happened quire often; =3 e wanted o
please the croperor {that imrrations were passed a3 gonuinc) 1
have soen 2 number of srolls which were not goad, though the
Fi-pat o theiny were sheolutely pennine, The oritics sheuld bear
this in mind.™"

3 A free vamscripdon of Confucm' words i Lin g, V-5,
“Let perfect virtue be accorded wath, Let relaxation and edjoy-
ment be found i the polite arte™
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very essence with the spirit of the spirit! Only
pictures which are permeated with ch'i-piin are
considered as precions things by the whole world,
bu if this quality is lacking neither skill nor thought
can make of it anything bur artisan’s work. Al-
though it is called a picture, itis not really painting.
Master Yang did nor recetve it (the ch'i-piin) from
his wacher and Lu-pien did not transmit it to his
son.* You obtm it enly through the influence of
Heaven, and it ows out from the recesses of your
soul.

“It is as in the art of divinavion which 1s done by
examinintg written characters. These (tracings) are
called seal-impressions of the hearr, because they
originate in the heart, (mind) and are shaped by it.
They are united with the heart, and so they are
cilled scal-impressions (of the heart}, Thus mnumer-
able affections, anxicties and experiences, which
influence the heart and blend with it, produce seal-
impressions. Should not the same be true of calli-
graphy and pamemng, which are done by transferring
thoughts and sentinients 1o silk? Can they be any-
thing but scal-impressions? The wrtten characters
preserve the nobility and the meanness, the successes
and adversities {of the writer). How could painting
and calligraphy but express the high or the low
ch't-yiin (of the writer)? Pamtng is (in this respect)
the same as calligraphy. As sad by master Yang
(i.e. Yang Heung): “Speech is the sound of the
heart (or mind), calligraphy 15 the pamtng of the
heart; both reveal whether the man is of a superior
or of 2 low kind.”

Kuo Jo-hsii's exposition of di'i-yfin and the
contignous ideas may not contain anything funda-
mentally new, but it is of 2 more definite nature
than carlier discussions of the same topic (such as
Chang Yen-yiian's remarks on the subject) and may
be taken as a characteristic expression of the aesthetic

attitude prevailing in the North Sung period. This

mysterious quality is, according to him, a vitalizing
force issmng from the innermost source or heart of
the painter; it is not to be acquired by study or work,
but is inborn in the artist s a gift of Heaven and
grows i silence like a sensitive Bower which cannot
be forced or constrained by outward means, All the
emotions and experiences through which the painter
may pass leave imipressions on his heart (mind),
contributing to the moulding of his character, and
may thus be called scals of the heart. When he
expresses himself in writing, the written characters
disposition, Consequently only noble souls and high
characters can produce great works of art. The con-
clusion is inevitable; it has repeatedly been stated by
Chmese cnnies of later imes, but the cstimate of a
man’s character must obviously vary with the ob-
server s point of view and standards of appreciation,
Y Reference to Chmg-t=h (CF Gilss, paiso): “To 'the highest
hisight oF spitiruality he can soar™ erc. *Tliis is becauwe b W m
relition vo all things.” CF. Soper., Kus fo-lisl, note 183, p.128. All
the necessary hustoncal references and explinanions sre made

easily sooowible by Sopm i his mew mronslation of T efues
elden-wis chih (1931).

U Referonce o Chimng-tail (CF Giles, pit71); the wheelnmber
saidd thatwords voold not explim what it 1, but there i sune
mysberiow art behind, T canmot teach it tomy son®'.



Li Lung-mien and his Following

Tue onry figure-painter of the Northem Sung
period comparable in artistic importance to the
landscape-painters of Kuo Hsi's and Mi Fei's class
was Li Kung-lin, better known by his £2ii, Poshih,
and his hiao, Lung-mien, a name which he received
from Lumg-mien Shan (The Sleeping Dragon
Mountain), the plice where he passed the later years
of his life, He was born about 1040 at Shu-ch'éng in
Anhui and died 1106, probably at Lung-mien Shan,
one year before Mi Fei. The main currents and
events of his life are retraced in the biography quoted
below. It appears from other sources that he passed
through several stages of an official career without
ever doing much service in any department, and
became gradually known notonly as & pamrer of the
highest standard, but also as one of the most
cultured and noble characters of tho age.

He belonged to the same constellation of great
poets, artsts, and philosophers as Su Tung-p'o,
Huang T'ing-chien, Mi Fei, and 2 few more of this
golden era, but was evidently less inclined to excesses
and sarcasms than some of the others. When these
people met, they often amused themselves by mak-
g pictures and poems m collsboration; Li adding
figures to the landscapes of Su, and Su writing poems
on Li's pictures. Their philosophical and religious
tenets were of the broadest kind, meluding Buddhise
and Taoist as well as Confucian elements, more or
less like the eclectic philosophy of Chu Hsi which
was formulated during the next generation. It was
less a question of doctrines than of individual inter-
pretations in symbols of art and poctry. They were
great minds who looked for the soul of things and

9

the spiritual significance beyond words and doctrines.

Of the 107 pictures which are listed under Li
Lung-mien’s name m Hsllan-ho hua-p'u, the greater
number represent Buddiust motives, many of them
in quite unconventional form, but there are alio
Taoist and Confucian (classical) pictures, historical
portraits and genre-scenes, a dozen horse-paintings,
birds; burcerflics, Howers, and landscapes with
figures. Li Lung-mien was not so far specialized 2<
most of the contemporary painters; his arsistic
acuvity and his cultural interests spread over many
fields, though his influence was greatest in the
domain of religious art. The following chronicie of
his life, which is incloded in Hiiian-ho hua-p'ne,
offers the most complete historical background:
""His father Hsiisi received the (honorary) title of 2
Wise, Good and Upright man, and served as a
coumsellor m the High Court (Ta-li ssii). He was
fond of collecting model calligraphies and fmous
pamtings. Kung-lin had thus from an early age an
opportunity of studying the old masters’ brush-
work in the hsing shiw (ronning hand) and k'ai shu
(model style) writing of the Chin and the Sung
periods (265-479). Yer he was still more skilful in
painting and drawing, and his works became highly
valued everywhere.

“He was a man of great learning with 2 penetrat-
ing intellect and power of thought. His faculty of
quick obscrvation enmabled him to realize the
essentials in everything. When he first started to
paint, he studied Ku K'ai-chih, Lu T an-wei, Chang
Séng-yu and Wu Tao-yilan, besides the works of
other famous masters of the past. Through this
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jpractice as a painter (seated cross-legged) he stored
up in his bosom grear wealth, combming all the
good points of his predecessors. But then he formed
a style of his own and no longer appeared dependent
on his predecessors, though he had actually ab-
sorbed their essential points. Whenever he came
across some remarkable pictures, whether ancient or
modern, he could not resist making copies of them,
and as he preserved them all, his house became filled
with famous paintings.

"He was particularly skilful in painting ﬁgurcs.
and as he knew how to characterize their form and
countenance, anyone who looked at them could
understand their status in life, whether they were
people from palace precinets, temples, offices,
pavilions, or from the mouneams, the forests or the
wilderness, or poor villagers, or high officials riding
in carriages with rumers, Their manners and ges-
tures, their postures (steetching and crouching),
their looking up and lookme down, their size and
appearance, thewr beautiful or ugly features are all
distinctly marked.

“Kong-lin gencrally started by establishing the
idea of the picture and followed up by making the
composition and the decorative amrangement. Com-
mon artists may be able to imirate liis beautifully
coloured and highly finished paintings, but they
cannot reach his more simplified free and sketchy
manner. He leamed a great deal from Tu Fu's art of
writing poetry and applied this to pamting. For
instance, when Tu Fuwrote his poem "Tying up the
Hens', he did not dwell on the gain or loss of the
hens or on the msects, but fixed his attention on the
moment when he (To Fo) was sunding in the
mountain pavilion, contemplatng the cold river.

“In Kung-lin's illustration of T'ao Ch'ien’s Kuei

-eh'ii lai (Returning Home) he did nor insist on the
anthemums, but rather on the enjoyment of the
clear flowing water. When Tu Fu wrote about the
destruction of his grass-hut by an autumn storm, he
did not lament over the tom bed<over or the
leaking hut, but expressed his wish to strewch a big

shelter over all the poar scholars of the world so as to
muke their faces grow happy. Likewise Kung-lin, in
making a picture of the Yang-kuan Pass, thought
that partngs and outbursts of sorrow were too
commonplice emotions; instead of such scenes he
represented an angler quictly seated ar the side of a
stream and showing no concern over the sorrow and
the joy (around him). All his other works were done
in a similar fashion; only those who have actually
looked at the pictures can understand it all.

“He was thus 1n regard to crearive ideas like Wa
Tao-yitan, but in his genius he was like Wang Wei.
The figures in his pictures of the Hus Yen council
(i.e. illusrations to the Hua yen siitra) may be
compared o (Wu's) Scenes from Hell, whereas his
painting of the Lung=mien hill farm is comparable
to (Wang Wei's) Wang Ch'uan seroll. He appro-
priated all the good pomts of his predecessors,
united them in his works, and rose high above the
common level, His pamrings have found their way
all over the world, w0 that everybody can find an
opportimity to examine theny.

“In his early days Kumg-lin was fond of panting
horses mainly in the manner of Han Kan, which he,
however, modified, but one day a Taoust advised
him not to do o, because (as this man siid) thereisa
danger that you may fzll into the ways of a horse.
Kung-lin grasped the meaning and changed to the
painting of Taoist and Buddhist subjects, which he
did with still greater skall.

“Once he painted some horses of the imperial
stable. which had been given in mibute by the
Khotanese of the Western Land, for instance the
Good headed horse and the Red Brocade shoulder-
ed horse, beside others, He did a number of them,
but the stable officials asked him for the pictures,
because they feared that the spirits of the horses
would go with the mages. He became thus, to
begin with, famous as a painter of horses,

“When he was serving as an official he lived in the
capital for ten years, bur he never entered the house
of a man of great influence or of high rank. When-
ever he could leave his duties and the weather was



L1 TUNG-MIEN AND HIS FOLLOWING 41

good, he would provide himself with some wine
and go out of the city accompanied by some friends.
They would visit famous gardens or shady forests
and sit down on stones ar the side of the water,
feeling happy and joyous while time was passing
quickly. During this period 1t also happened quite
often that men of wealth and high position who
wanted to obtamn some of lis works, showed him
courtesies or brought him presents, but Kung-tin
was stubborn and did not retum their advances, Yer
he would befriend and accompany men of fame
and scholars of worth, even though they were
complete strangers, and for thar sake he was always
willing to pamt without relucance. He also made
pictures of ancient objects, such as the kuei and the
pi; and studied their names and meanmg thoroughly
s that (his pictures) should show no mistakes.

“He served as an ofhicial for thirty years, but
never, even for a day, did he forger the mountains
and forests. Therefore his mind became filled with
pictures. Later m life he became afflicted with
rheumatism, but between the groans he would still
lift his hand and draw on the bed-cover with s
finger as if he were applying 2 brush. His Gumily
wamed him not to do it, bur he smiled and answered:
It is an old habit of mine. 1 cannot help it; it comes
to me unconsciously.” Such was his love of painting.

“When s illness was sbating the people who
asked for pictures came again; Kung-lin sighed and
said to them: “When | paint, 1 do tr as the poet
composes his poems; [ chant my heart’s desire and
nothing more. Why cannot the people who seek
my pictures for their entertainment understand
this?" Afterwards, whenever he made a picture
give away, he would always embody m it advice
or a warning, following the idea of the fortune-
teller Chiin-p‘ing, who told the people their good
or bad fortunes in order to make them act properly.

**After his death it became even more difficult to
obtain pictures of his; they were often paid for very
high (in silk and gold). Consequently there ap-
peared forgers who made imitations of his pictures
in order to reap profit from such frauds. Those who

had lire knowledge of pictures were sometimes
taken in, but those with a deeper knowledge could
not avoid discovering them.

“In his officzal career he rose to the rank of Chao-
fEng-lang; then he retired and died st home. Scholars
and officials roday sall do not call him by hus name;
but by the (24 he chose for himself: Lung-mien
chii-shih (The Retired Scholar of Lung-mien).

“Wang An-shih was careful i choosing his
friends, yet he went to visit Kung-lin at Clung.
Shan, and when he left he wrote four hines of poetry
as a farewell which were much admired,!

“After examining the whole life and activity of
Rung-lin we find thar his literary style had the
characteristics of the Chien An period, and that his
mMarner t:f\\ﬂ'iung'wns like that of the cnlllgnpifmts
of the Chin and Sung periods (265-470), whereas he
followed Ku K'aichih and Lu T an-wei in pamtmg.
As 2 connoisseur of bells, tripods and other antigui-
ties his knowledge was deep and extensive, in fact,
there was nobody who could equal him. Ithappened
at the time that Tuan-i obtained a jade-seal which he
presented to the emperor, but nobody could explain
it until Kung-lin came and offered the explanation,
which caused great admuration among the scholars.
But as he was lost in the crowd of minor officials, he
could not come to the front (as 3 connomsseur).
Consequently his name became fmous only in
painting; and now we have recorded his life in derail
quite clearly.”

The above biography, which was composed only
abour fifteen years after the death of Li Lung-mien;
is supplemented by other accounts of his life, for
instance by Téng Ch'um in Hus-chi and in the Sung
History which contains more information about his
official carcer and his appointments to cermin
secretarial or literary occupations at court. none
of which had any noticeable influence on his artistic
activity. The biographers agree, however,
characterizing Li Lung-mien as a great student or
Buddhism, in spite of the fact that he belonged 1o a

1 Among Li Kung-tin's pictures in the Hiflan-ho callection was
abw one representing Waneg An-shih wrolling 1in the woods,
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family of Confucian officials; Téng Ch'un writes in
particular that he was “deeply devoted to Ch'an
practices” and an intimate friend of learned monks.
His intellectual attitude m matters of religion and
philosophy was no doubt very much like that of Su
Shih and Huang Tling-chien discussed before. But
he was pre-eminently a pamnter, and “never fora day
did he forger the mountains and forests™,

Another aspect of Li Lung-mien’s intellectual life
weas his activity as a student and collector of various
kmds of ancient art, such as objects in bronze and
jade as well a5 paintings more or less like Mi Fei. His
collection of paintings may not have conrained so
many important specimens by the old masters as the
family collection of Mi Fei, but the particular scyles
and manners of most of the leading masters were
represented by excellent copics, if not by ariginals,
Li Lung-mien never fatled to make a faithful copy of
ati inferesting picture whenever an opportunity
offered, which mdecd must have had a decisive
mfluence on the formation of his own style. It
became highly cultured, not 1o say eclectic, and
this respect quite wnlike the more spontaneous
manners of Su Shih and Mi Pei. Yet according to Li
Lung-mien’s own words, he pamnted “as the poet
chants his poems, expressing his (my) heart’s desire
and love of nature™.

Maist of the pictures which have been honoured
with Li Lung-mien’s name are of small size, either
hand-scrolls or album-leaves. and executed in the
so-called pai migo technique (iLe. near outline-deaw-
mg without colour), the manner which Lung-mien
is said to have used almost exclusively. But in
addition to such drawings of moderate size there are
also, 25 we dhall find, some larger Buddhist paintings
executed in colour which traditionally are associated
with Li Lung-mien. This abstention from colour is
by most of the old critics construed as 4 particular
merit of Li Lung-mien, Characteristic in this respect
is the following quotation from Hou-fs'un chi:*
“The famowns painters of former times such as Ku
K'ai=chih, Lu T an-wei and Wu Tao-tzii could not
do without displaying colours; therefore it is

common to call their pictures ‘red and blue’. But Li
Lung-mien was the first to brush away the red of the
checks (the face powder) and the black of the eye-
brows and to express his ideas most beautifully with
a light brush and light ink. In this he was like a
hermit sage who wears hemp clothes and straw
sandals, but nevertheless is great in his simplicity. He
does not need to rely on brocade robes and elegant
caps in order to be importane.”

Few artists’ names have been more freely used for
pictures of highly varymg quality than Li Lung-
mien's. It may be noted, for instance, that the
catalogue of the former Nanonal Museum in Peking
enwmerates five handscrolls and one hanging
picture by the master, of which not more than one
seems to be of the Sung period, and that only one or
two of the two hundred odd pictures which were
listed i Charles L. Freer's personal catalogue under
the name of the master are nowadays accepted as
Possibl}r I'J:l.' the master *

The best documented among the pictures at-
tnbuted o L1 Kung-lin was until recently the
so-called Wi-ma t'u, 3 saoll represeuting five
beantiful horses with their grooms, sent in mbuie 1o
the Chinese emperor from Khotan and other
Western countrics® According fo inscriptions. o
the picture, the horses were painted 10861087, i.e.
at a time when Li was nearly Afty years old, which
proves that it was not only 1 early years thac Li
indulged in horse-painting (Pls.1g, 192).

The motifs are practically the same as in some of
1 Cf. Shu-bua fang, vol.g,

2 A moce liberal opimion abour sill exiting pamings by Ly
Lung-itien i the Freer Galllery i expressed by Agnes B Meyer
inn her book: Chincs: Panatings as Reflected in the Thought and Art of
Li Lump-mien, New York, 1933, ppzig-223. She considers the
following pictores ay the swost suthentic works by the master;
The White Litus Club {also known 2: Landecape with Fairies),
Thee:- St Baver sovolly, The Al of Lofiari; The Casia Hall and
Epiderdrom Palie {a scroll of garden pavilions snd terraces), all
belonging o the Freer Gallery, and furthermore 3 picrore repre-
senting Las-s=d Dielivering the Tao Té-cring m her own enllection.
¥ The picture wed to form part of the Imperial Manchn Hoose
hold collection and hes been reproduced in series of laspe
photographs s Clunn as well a5 m Japm. Tt was later i the
collictitn of Mr. Kikuchi in Tokyo and is mid to have perihed
i 4 fire caused by ane of the akr tiids danmg the lase wa (1043),
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Han Kan's famous pictures but treated in a different
spirit, with less insistence on the decorative effect of
the animuals and their attire than on the qualities of
plastic form and character. The five horses are all
unsaddled, sanding quictly or walking leisurely, led
by native grooms. The aim of the artist was ap-
patently to give a scries of horse portraits, Each
horse is marked with its name, such as The Brocade-
shouldered Horse, The Phoenix-headed Horse,
The Good Red-headed Horse, The Shining White of
the Night, and strikingly characterized by the shape
and expression of its head as well as by its genersl
bearing and strucrure. In some cases there is 2 curious
resemblance between the man and the animal; it
would seem as if they had lived long enough to-
gether to take on an air of similarity and friendship.
The observations of the artist are exact and
tendered with great economy of means. He has used
mainty outlines, but in some cases also washes of ink
by which the tone or the colouring of the horse is
suggested. But each stroke of the brush has 2
significance; every shghr shading serves a purpose,
and this is perhaps even more evident in the deaw-
ings of the men than in the horses. The large forms
of the horses appear (at least in the photographs)
samewhat empty in comparison with the more
articulated shapes of the highly individualized
grooms, but they may have lost something through
the wear of ages (or retouching, ac least in one case),
Even if these pictures donot reveal Li Kung-lin's full
power as 3 horse painter, they justify Su Tung-p'e’s
opmion expressed i the words: “In’ Lung-mien’s
mind are a thousand teams of horses; he paints not
only their flesh but their very bones,”” Téng Ch'un,
who reports these words by the painter’s friend,
uses himself no less eulogistic rerms in characterizing
Li Lung-mien’s horse paintings, referring finally to
the anecdote according to which a Taoist. (or Bud-
dhist) monk warned the artist agamst his specializing
in horse-painting, becamse 2 constant occupation
with or absorption by this monf might finally in a
future life lead o his trmsmigration into a horse!
The Buddhists may indeed have had reasons ro

wish that a great painter like Li Lung-rmien should
not be exclusively engaged m the study of the in-
mates of the imperial stables, and tried to direct his
interest towards motifs of spiritual import. But the
emperor seems to have appreciated Li Lung-mien'’s
skill as a horse-painter in particular, if we may
Judge by the inscriprion on the long scroll, now on
exhibition in Hui-hua kuan in Peking, known as
Mi~fang t*w. It represents a great number (nomin-
ally two thousand) horses and 4 hundred grooms
who conduct the animals out to pasture, and it is
pamnted with colours on silk. According to the
inscription, it was done on imperial command by Li
Lung-mien after an original by Wei Yen (3 famous
horse-painter of the T ang period). The scroll is very
long and as only a minor seetion of it was made
visible in the exhibitior, it impressed me more 2s a
historical document than as & product of Li Lung-
mien’s ndividual style as a horse-painter (Pl.103),
More vividly reslistic, though dominated by a
definite lincar rhythm, is the handscroll m the
former National Museum in Peking, which is
known as Chijang ¢'w (Bearing the Ground). It
represents a mﬁﬂsoqupulart}rpcs: loafervs, l'lcggars.
children, musicianis and dancers in small groups,
which are scattered over the paper, almost as if they
were jotted down casually, yet form a continnous
composition from one end to the other (Pl.1gy),
There is no indication of a horizontal plane or of
definite scenery, but we reccive nevertheless an
impression of depth and distance, The figures are
moving in every possible direction; they om
round, they jump and whiel, beating the ground
with their feee to the rhythmic sound of the drums
and pipes, while the onlockers, old and young, are
taking part in the enjoyment with gestures and
shouts. Nothing could be more spontaneous, more
fresh and vivid, and at the same time better co-
ordinated into a succession of seemingly accidental,
yet well-balanced groups, which appear against an
indefinite background in an imaginary space sug-
gested by rthe highly varied and complicated
movements, but not actually depicred,
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They are executed in the pai miae manner with a
light and pointed brush, bur the strokes in the
grinning faces and furtering garments are replete
with life. They broaden and narrow in accordance
with the movements, 35 if they were reflecting the
impetus of the artist’s creative thoughts. The paper
has a soft greyish hue out of which the figures
emerge with somewhat darker tones. There is (to
my knowledge) no seal or signature on this scroll, bue
if the vital quality of the brush-work may be mken
as critera of Li Kung-lin's hand, it may be possible
to accept it among his own works, It is accom-
panied by some colophons, one of them being dated
1265, and also stamped with some seals, the carliest
one being of the Shao Shéng (1004-1007) period.

The Chi-jang t'w is something of an exception in
the @wpre of Li Lung-mien, the mouf being intensely
realistic and the treatment rather humorous. And it
is the only example of the master’s approach to the
life of common people that has survived. Other
pictures of his with realistic monfs which are men-
tioned m the literature have not survived, but one or
two should be recorded because of the historical
interest attached o them. Most famous among
these was the picture known under the descriptive
title A Literary Gathenng in the Western Garden
because it contained the portraits of a number of the
most prominent contemporary scholars, poets and
painters assembled in the famous garden of Wang
Chin-ch'ing, The composition is known in its main
lines through free copies of the Yilan and Ming
periods and through the rather detailed deseription
that Mi Fei wrote of this picture. This is in itself an
interesting document, which throws some light on
the ways and characters of the various scholars and
amateurs, but too long to be quoted here in extenso;
4 few extracts must suffice:

“Li Po-shih made a landscape in colours representing
water, rocks, clouds, grass, tress, fHowers, and
bamboo, which was really impressive and wonder-
fully done after the style of The Lesser General Li
(Li Chao-tso). The figures were charmingly ren-
dered and all wath striking likeness; they had the air

of enjoying themselves amongst the trees as if they
were quite free from the dust of the world. It was
indeed 2 most unusual paintmg.

“The man with a black cap and a yellow Taoist
robe, holding a brush in the act of writing, was
master Tung-p'o; the one with a peach-coloured
turban and & purple garment, who sat looking on,
was Wang Chm-ching: the man m dark blue
clothes, who swod upright holding & square
instrument, was Ts'ai T'iench’l from Tan-yang;
and the man who grasped the back of his chair and
stood looking on;, was 1i Tuan-shu. Behind him
stood 2 female servant whose hatr was done up with
jade wrinkets and who had a rich and noble appear—
ance; she was one of Wang Chin-ch’mg’s sing-song
girls. Under a large shady pine, on which some
creeping plants with purplish Howers were en-
tangled, stood a stone table with some antique
objects and a lute with jade mounts. Close by was
Su Tzi-yu, seated by 2 stohe wnder 4 banana plane
with & Taoist cap on his head, wearing a purple
garment, supporting himself wath his right hand on
the stone and holding in his left a scroll in which he
was reading. The man i a garment of coarse silk
with 2 turhan on his head, holding a palm-leaffan in
his hand and looking on very arentively, was
Huang Lochih; and the man with 2 smangely
shaped cap of coarse cloth on his head, holding
before him a scroll on which he was illustrating
(painting) T'ao Yian-ming’s Kuel il lai (fu
poem), was Li Po-shih, etc.”

This famous prose poem inspired Li Lung-mien to
a series of illustrative pictares which seem to have
been popular in later periods also and cupmd by
various younger masters, but whether the existing
pictures of Kuei ch'ii lai which are atmbuted to Li
Lung-mien have any connexion with the master’s
illustrations is very uncertain.' | am thinking in
particular of the handscroll with seven pictures and
some portions of the poem m the Freer Gallery

*The illnserations to Kuei o' fai arc mentioned in Shu-hue fang,
Li Lomg-mien'y interest in Tao Yiim-ming’s poetry o discised
ity detail by Agnes E Meyer in her Li King-lin baak, p.tigf.



Two secrions of a later version of Li Lung-mien’s pietare of his Dwelling in the Mountaing of the
Slegping Dragon, Berenson Collesrion, Settignan.
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(10.119), which 15 ascribed on the label to Li
Lung-mien, whereas the postscript by Weng Fang-
kang {about 1800) contains the information that the
poemn was written. by Li P'éng, a pronunent calli-
graphist of the Sung period. The actual painting and
the accompanying writing are, however, more prob-
ably of the early Ming period and have not retamed
any features or elements of style that could be said
to connect them with the Sung master, The pictures
are entermaining as realistc illustrations of country
life, bur there s no wouch of imagmative mrerpre-
tation or poetry in them. The aribution w Li Lang-
micn scems more like the invendon of some later
mgenious collector than as an historical tradition.*

Li Lung-mien was pre-eminently a figure painter;
his landscapes formed mostly settings for his figure-
compositions and many of them were of 2 more
imagimative than naturalisnc kind, None of them is
preserved in original (as far ag 1 know), butr some
are known through copies and descriptions by early
critics which, however, seldom give any idea about
the actual compositions, Thus, for instance, Huang
T'ing-chien mentons with much praise A Farewell
Scene at the Yang-kuan Pass, but he does not tell us
what the picture was like.

One of Li Lung-mien's most important lnd-
scape-paintings was no doubt the seroll known as
Lung-ien shan-chitang t'w, or The Dwelling on the
Mountain of the Sleeping Dragon. ft was 4 pictorial
record in a scries of sixteen illustrations of the
painter's momntin abode, where he spent the best
part of his later years. Pictures of the kind seem to
have been produced by several artsts, who m this
respect, followed the example of Wang Wei's
famous Wang-ch'uan t'u (described in an earlier
chapter). In the case of Li Lung-mien, the depen-
dence of the T'ang model is quite evident; his picture
was by its motif and intent 4 counterpart to Wang
Wei's scroll.

It aroused the admiration of the best connoisseurs
of the time and was commented upon by Su Tung-
po as well as by critics of the Yiian and Ming
periods who praised not only s pictorial beaury and

the poetic conception, but also the topographical
verity and exactness of the various scenes, It
represented some of the most fimous spots in the
surroundings of the painter's mountain abode, i.¢, the
peaks and the wvalleys, the winding paths, the
splashing cascades and the mirroring lake, the fower
gardens with their pavilions, the fruit orchards and
bamboo groves besides the caves and terraces for
solimry meditations or contemplation of the most
beautiful sights of nature. Some of these places had
special names such as the “Cave of Resting Clonds™
and the “Rock of Flower Rain”, where the painter
and his friends used o gather to greet the arrival of
spring.

The human element, which was completely
absent m Wang Wei's seroll, plays' an important
part in Li Lung-mien’s pictore; the figures serve in
some of these scenes not only to attract the atrention,
but also o enhaice the impression of the views by
suggesting a reflection m the heart of the beholders.

The poenc interpretation of the motis may be
best observed in the version of the Li Lung-niien
shar-chiang ', which forms part of Mr. Berenson’s
collection in Settignano. The picture, which is
executed with ink-and slight colours on fine silk,
consisted originally of sisteen views, divided by
poetic inscriptions, forming together a long scroll,
but only ten of the scenes have survived and partly
in a rather worn condiion, But the pictorial
character of the landscapes as well as the character of
the figures are fully recognizable,

The pictare 1s evidently the work of a competent
artist who has given a sensitive bur relatively free
interpretation of Li Lung-mien’s origimal in ac-
cordance with the pictorial style and characteristics

I The sune courposition, with the excepton of the two fiest
scenes, sre aivo formd in s hadseroll which T have seenin privite
possesiom though rendered in o somewhar freer sryle: Accaord-
ing to the eolophons attached to this pictare, written i 1481 by
the woll-known scholsr Tung Hsilan and slio by the miniseer {2)
Ehao, Fu, who then was the owner of the pictoce; 3¢ was quite
like another scrall, tigned by Chao Méng-fu, in the collections of
Wan Tzi-ho in Yitnnan, The indication seems , bermine
the style and writing are charactetistic of the Yiim period,
and the picture may well be an carly copy after Chao Méug-fu.
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of his own epoch. The exact date of this s not
indicated on the picture, but judging by the brush-
work and the fluent manner of the interpremation, 1
would be mnclined to date it to the latter part of the
Yilan period or shortly after. It is the pictorial
atmosphere together with the neamess of detail that
make this picture artracrive and also interesting as an
historical document,

The inscriptions between the successive views
contain the poetic names of the various spots and
seem 1o be of the same period as the paintings,
whereas the descriptive colophon attached to the
scroll is dated 1453 and signed by the noted minister
and writer Wang Hsing—chien.

The other version of the same scroll, of which
three sections are reproduced on our collotype plate
No.193, formed part of the collection of the former
Natonal Museum i Peking (Wén-hua tien) where
I saw it in 1920, Ir is not divided into a series of
scparate views, but forms a continuous composi-
tion, nearly twelve feet long, which is executed inan
excessively neat, not to say dry, pai miao manner on
paper. The technique s of the kind thar was
favoured by Li Lung-mien, but it hasbeenelaborated
with msistence on all the minueest details of the
rocks, the plants and the leaves and rwigs of the
trees and with no suggestion of a unifymg pictorial
atmosphere, The general effect of the scroll is thus
more like that of a finely woven grey tapestry than
of a picture executed with a supple brush, It is
interesting as an historical document and may have
been done at a relanvely eatly period by a mnor
painter who was so fascinated by the topographical,
boranical, and other details that he almost lost sight
of ifs artistic purpose and meaning. It gives the
mpression of a rather close, though schemarized
mmitation of Li Lung-mien’s Gmous scroll and
though it may be carlier in date than the version in
Me. Berenson's collecaon, it tells us less about the
pictorial beauty of the original. It has colophons by
Yian-wu (of the Yiian period and by Tung
Ch'i-ch'ang wheo, to our surprise, considered it as a

work by Li Lung-mien.

Su Tung-po’s colophon ro Li Lung-mien's
famous picture can hardly be said o give a better
idea about the motif or the composition, but it is of
considerable  literary mterest and may thus be
quoted here in extenso:t
“Someone said to me: The Hermit painted the
Dwelling on the Mountain of the Sleepmg Dragon
i such a way that if a man would come to these
mountains in later times he would know the paths
wherever his feet might carry him. It would scem to
him as if he had seen the place in lius dreams, or as if
he remembered it from a former life. He would
recognize at once the springs, the rocks and the
plants in these mountains and know their names
without asking; and when he met the fishermen, the
wood-gatherers and the hermits, he would know
them instantly even though he might not recall their
names,

"Is thisall due to a strenuous effort of the memory?
No. For instanice: 2 man who is painting the sun
may represent it like a round cake, but he has not
forgotten the sun., Likewise a man who is drunk
does not drink through his nose, nor will 3 man who
is dreaming try to grasp things with his feet. This
is due to natural instinct, common to 3l men and
not to any cffort of the memory.

“Thus when the Hermit of Lung-mien was living
in the mountains he did not devote his ateention to
one thing only. but made lus spirit commune with
all things around him; and in this way he came to
understand all the arts and trades.

"There are men who possess Tao and others who
have skill in art. If one knows Tao, bur has no skill,
things may take shape in the heart, but they do not
take shape under the hands. 1 have seen the scenes
from the Hua-yen Siitra painted by the Hermit (of
Lung-mien) from imagination, but nevertheless i
accordance with the words of Buddha. The Buddha
and the Bodhisattvas did it by spoken words, the
Hermit did it by painting, yer it was as ifall had been
done by one man. But how much better could not
he do things that he had really seen?”

! Pelunln chaf shutina p'w, vol 83, par.
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Still more fantastic elements of landscape make up
the long handscroll {almost thirty feet) in the Freer
Gallery which is known under the descriptive title
“Deirics and Fairies in an Landscape™ or
also as the *White Lotus Club”, a less appropriate
name, which refers to a group of scholars and
Buddlust priests who in the fourth century retired to
the solitude of the Lu Mountain under the leader-
ship of Hui-yiian, the founder of the Ching-t'u sect.
They lived in closest communion with nature and
became known s the Eighteen Wise Men of the Lu
Mountain or the White Lotus Club, But the picture
scems inspired by Taoistic fairy tales rather than by
essentially Buddhustic ideas (Ple1g6, 107). The
views are partly taken from above the clouds and
partly on the earth below, bur neither of these
regions calls to mind anything seen in our tniverse,
The framework of nature s reduced 1o rocks
and clouds, the only signs of sprounng life are
some gnarled trees and leafless shrubs growing on the
borders of the mountain streams and the crevices.
IF it were not for some lofty pavilions and terraces
where the Immortals are assembling, the scenery
mighe be interpreted as views of an antediluvian or
submarine world so impressive are the huge rocks
rising through the whirling trails of mist and clouds
like gigantic garden-stones moulded by the waves of
a ceaseless ocean nde, If this is the realm of the
Immortals, according to Taoist les, it must be
admitted that it is not fit for mortal beings who have
tot tasted the pills of immorsality, Yet the men who
are here represented approaching the sacred temple
precincts or gathermg m silent worship on the
terraces arc all wearing the scholar’s ap and gown.
They are men of the human world filled with
veneration for a kind of mystic presence suggested
by the dream-like surroundings (mcluding some
extraordinary monuments), and by the venerable
beings here descending to reccive the chosen
newcomers. The close meercommunicanon between
the terrestrial and the heavenly world, the scholars
and the fairies, is perhaps the most significant feature
in this extraordinary picture, which remains a

problem from an intellectual as well as a seylistic
viewpomt, The illustrative conception which, as
said above, seems o be based on some Taoist legend,
is evidently due to a master of extraordinary
imaginative faculty, bur the pictorial execution is
stamped by a degree of meticulons refmement thae
could hardly be the natural mode of expression for a
strong creative imagination, It scems as if a skilful
follower had tried to outdo the master’s individual

style!
It 1s impossible ro dwell here on all the illustrative

serolls and album leaves executed in a neat puti miao
techmique which pass under the name of Li Lung-
mien and, at least m part, reproduce his famous

compositions. Two or three examples must here
suffice. The largest one 15 probably the scroll
exhibited in T'ai-ho tien of the Peking palice
(3954). It illustrates the visit of Maijuéri (Wén-shu)
to Vimalakirti, the wellknown motif often
represented, for nstance i the Tung-hmng wall-
paintings. The scroll, which is nseribed with Li
Long-mien's signature, s a fowr de foree of fine
brushmanship, bur probably not executed before
Another scroll smaller m size bur finer i gualicy,
which forms part of the Ku-kung collection has
been completely reproduced in facsimile and is
LPwo other Lindseape sevalls now in the Feeer Galleey, bt
formerdy In the Tuan Fung collection. Have aleo somerines been
published 25 pantmes by Li Dong-mien: CF Kekds, Nos232 and
373: They Teprescnt panammic wicws of the mountamom
soenery alemp the upper rmches of the Yangree siver. One of
thenm, iometimes called Rivers ond Mowtrerins in Shee, b beent
prased by promment critics of the Ming snd Ch'ing periods,
sisch a8 Tung: Chii=ch'ang, Kzo Shil-th' snd Chi'ke g
masterpitce by Li Lung-prios, while the other, at Jeat iu modern
nmes, has bem tentatively sscribed to Chilun rather thin to
Long=mien. A deser dsoossion of thes: ovo scmolls
sbhout sxry foot) may not be neessary ot this plice, hecare
neither of themn has 2oy conceptional or wylistic connerion with
the art of Li Lung-rmicn. They arc composed and painted mminty
with a i emd inview, more or lew as picoormal oomps,
on which 2 grest number of towin and villages o other sitey nf
geographic and historical interest, sre marked by imcriptioss.
Maothing could be more unlike Li Ling-men’s imagimtive
hindscapes than thess topographic recotdings of the chmging
views aloug the mowrtamos shorey of the Yangese, and they are
made w8 munner which was not developed before the very end

of the Sung period.



48 THE SUNG PERIOD

consequently better known. It illustrates the so-
called Nine Songs by the poet Ch'ii Yitan (332205
B.C.), s3id to be a kind of romantic hymn fo the
Nine Spirits or gods of the Ch'u country, where the
poet passed his life of shifting fortunes and finally
drowned himself in the Milo river. The scroll
consists of a series of nine différent acts or portions
staged in shifting scenes of a continuous landscape.
The poet is travelling along the river and across the
mountains of his beloved Ch'u country and en-
counters there the spirits descending from celestial
spheres, and also earthly beings of 4 more human
type and takes a ride on the dragon which carries
him through space. The visionary elements are
brought out with the same exacmess and suggestive
power as the mowntains and tivers of Ch'u, and
altogether they offer excellent opportunities to
observe the artist's style both as a figure and a
landscape-painter (PL1g8).

The emperor Ch'ien-lung copied the poems on
the picture and at the begmmng of the eighteenth
century the painter Chang Jo-ai added 2 portrait of
Ch'd Yijan in a iancismp-:: COither poems b’y the
famous poet have been added in seal seript, and
according to Chang Ch'on’s description of the
picture in Shu-hiwa fang (vol.8) it had several en-
comiums of the Ming period, the connoisseurs of the
time accepting it as an authentic work by the master
(an opinion out of date in a double sense, but not as
yet replaced by a more correct dating), But when-
ever it was painted, the fanwmstic mansformation of
the motf makes an ireresting document for a
closer stidy of Li Lung-mien's artistic genius.

The pictures with religions or admonitory motifs
were painted mostly towards the end of the master’s
career, and we shall have occasion ta revert o a few
of them in a following chapter. The last and most
ambitious of these was to consist of no less than
eighty illustrations to the Hua~yen siicra. The text
had been copied on eighty scrolls (chifan) and Li
Lung-mien began to make his illustrations, but he
was no more than half~way through the work when
he was attacked by severe theumatism in the arm,

and had to stop. The biographer adds: **As he could
not paint any more, he ted to buy back his own
paintings for large sums of money and stored them
to make people realize their value™; consequently
after his death (in the Hsiian-ho period) “they be-
came just as precious as the works of Wu Tao-tzi'

The pictures illustrating the Confucian Canon
were not strictly speaking religious, but they had a
moral import which was greatly appreciated. They
represented noble examples of Filial Picty, Parental
Love, Loyal Subjects and Benevolent Lords. Su

Tung-p'e wrote a colophon to one of these series of

illustrations in which he said:?

*“An umselfich and compassionare heart will irresst-
ibly be bom in him who sces these pictures. The
waonderful quality of the brush-work is not inferior
to that of Ku K'ai-chih or Lu T"an-wei. In Chapter
18, which describes the things which a son cannor
endure, he has already used 2 meraphor; he could
not have done it if he had not been a superior man
possessing Tao. Even Ku K ai-chih and Lu T an-wa
did not quite come up to this,”

The pictures must have made a grear impression
on his contemporaries. There are several colophons
referning to them, one by the Sung scholar Chang
Chiv—ch'eng, who wrote: “These paintings by Li
K'ung-lin rise above the dust of the world. In thewr
refmed and delicate beauty and their subtle and
miysterious qualities they are almost equal to the

“works of Natiire, Thr:',.' canmot be tmtated |J':ﬂ

common artists, who — alas! — have never thorough-
ly: understood the subtle meaning of the Canon of
Filial Piety.”™

We can only regret that these admirers of Li
Lung-mien’s illustrations to the Confucian scrip-
tures did not leave some information about the
actual appearance of these influential admonitions.

The most telling estimate of 1i Long-mien’s
standing as a Confucian scholar, or a wién-jifn, is
given by Teng Ch'unt m Hua-chi, written no more
than sixty years after the master’s death. He is here
1 Shoi-hus p'ut, wol B3, p.<.
b, p.s.
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placed on 4 level with the greatest lights of literary
culture in the Sung period, because his artisnc
achievements were no less important than the
cultural contributions of the literary men. After
some introductory remarks about the exponents of
art and culture in the T'ang period Téng Ch'un
WTTtes:

“In the present dynasty Wén Chung-kung! (i.e.
Qu-yang Hsiu), the three Su? (Su Hsiin; Su Shih and
Su Ch'e), the two Ch'ao brothers (Pu<chih and
Shuo-chih), Shan-ku (Hoang T'mg-chien), Houn-
shan (Ch'én Shih-tao), Wan-chiu, Huai-ha* (Ch'm
Kuan), Yiich-yem, and the unmiversal gemus L4
Lung-mien, have all either discussed the noble and
essential qualities in art or worked with the brush in
an unsurpassed way. Accordingly one could hardly
say that pamting is the only art, and adversaries of it
think thar there have been men since olden tmes
who have possessed literary culture (wén) but have
had no skill in painting and no love ofit. To them I
would say: ‘There may have been men of great
literary culture who did not understand painting,
but they have been very few, and the men without

literary culture who understood painting . hive

likewise been very rare’."”

The general meaning of this statement (particularly
i connexion with the preceding and following
paragraphs) seems to be that the are of painng is
something that cannot grow or develop isolated or
detached from other forms of mental culture and
scholarly attammients (ustally termed win), Ar the
beginning of his discussion Téng Ch'un emphusizes
that the art of painting is the very perfection or
acme of wén, using this expression in its broadest
sense of cultural attamments. In this way the great
painters are also wén-jén and their importance will
also depend on what point they have reached in
other arts such as poetry, litcrature and philosophy
(not to mention music and archery).

The men of the Sung period whom Téng Ch'm
enumerates were all uén-jfn, preeminently because
of their activities as writers and poets, though some
of them alsa became prominent as painters, Only in

the case of Li Lang-mien was the relative proportion
berween the hterary and the pictorial production
reversed, but this did not make him a less important
or outstanding representative of the all-mnclusive
intellectual, sesthetic and moral culture implied in
the word wén. His artistic creations, according to
this view, formed a counterpart to the Confucian
Classics as well a3 to certain Buddhist scriptures, and
were as such considered unsurpassed models for the
highest rype of figure-painting; whether profane or
religious, they transmitied the spirit and character of
a true win-jin through “brush-work like floating
clouds and Howing water"™.

As a painter and man of the brush Li Lung-mien
tollowed in the footsteps of the grear masters of
antiquiry such as Ku K'a-chih and Lu T'an-wei as
well 2s Wi Tao-tzii and Han Kan, These names are
aften mentioned in the tradiconal arrempts: o
characterize his importance as o transmitter of the
¢lassic radition in painting; it docs not mean that he
imiated any of the old masters, ssmply thae he knew
themn thoroughly and was able o tansmit the spirit
of their art, The ui&wmcmpnmrdmmnrw
bottles and given fresh flavour; Li Lung-micn was a
genins, whereas the artists who followed him were
more or less skilful itarors, But as o ideas and
traditions of style were continued during several
generations, it is difficalr to pick out from the large
number of paintings belonging o the broad current
of his following some examples that in pamcular
deserve to be remembered,

Among the artists mentioned as Li Limg-mien’s
immediate successors the “scholar™ Ch'iao Chung-
chrang i praised becanse he imitated the master so
successfully thar his works could be confised with
those of Li Lung-micn.* He was a skilful painter of
religious as well as profane subjects, as appears from
the titles of some of his pictures given in Hus-chi,

1 Gilew op. dit., 1402
Ediles, 1780, Gl 203,
* Giles, 391,

‘CTMHHVNFHMEMMM
Sere TIL 2.
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viz. the Lohans in the Mounmains, T'ao Y flan-mmg
Listening to the Wind in the Pine-Tree, Li Po
Reaching after the Moon, Lao-tzii Riding away
through the Pass, etc.

The painter’s name is attached to a short hand-
scroll in the Freer Gallery (19.175) known as
“Families Moving their Residence”. Two women
are iding on a donkey and 2 buffalo respectively,
while the men are followmg on foot. It is painted
with slight colour on silk (PL20o). The pictare is
remarkable for its strikingly realistic characteriza-
tion of the rustic figures and animals which are
drawn in a very fine and firm lung pi manner and
slightly coloured. The style is essentially more akin
to what we know of the paintmg of the Five
Dymasties period than to painting of the Sung
period, even though the execution may be of the
latter date, and it has hardly any connexion with the
so-called Li Lung-mien tradition of pai miae painting,

This impression 1s-also strengthened if we com-
pare the picture with the much longer handseroll,
now in private Chinese possession i New York,
which is fully signed and documented as a work by
Ch'mo Chung-ch'ang.! The picture illustrates. the
so-called second Red Cliff poem by Su Tung-p'o and
is executed in pure kg pi manner with ink only on
paper. By its general stylistic proclivity and technical
execution i$ adheres to the L1 Long-nien tradition,
ver it reveals a rather distmer ndividuality. The
continpous landscape formed by the winding river,
the sharply-cut creviced rocks; large leafy trees and
intimute homesteads enclosed by bamboo fences
serves as a beautiful setting for the small figure
groups, in which Su Tung-p'o is vividly presented
with his companions. It is altogether 3 charmingly
sinple appealing illustration of the country home of
the famous scholar. Stylistically the picture is, as
said above, elosely akin to Li Lung-mien's art, yetic
has a tone of naturalistic freedom and intimacy
which lcads over to later representations of similar
motils by painters of the Yiian and Ming periods.

There were no doubt several able men who
lollowed i the footsteps of Li Lung-mien, but only

a few of them are as well recorded as the master’s
page Chao Kunang, who used to stand at his side
when he painted and gradually learned to do horse-
pictires which were indistinguishable from those of
Li Lung-micn. He was camed away among the
prisoners from the capital in 1127, but seems 1o have
regaitied freedom and devoted himself to Buddhist
paincings

The very remarkable scroll, in the Freer Gallery
(r9.123), which represents Views of an Imiperial
Summer Palace (or, “Cassia Hall and Epidendrum
Palace™), should also be remembered ar this place
among the works by Li Lung-mien's followers. It is
related to the master’s art by its very delicate
technical execution but quite distmet from it in the
conception, a rare motif, Essentinlly a so-called
“boundary paintng”” (chieh hua). 1t 1s executed with
the help of ruler and foot-measure. The buildings
are represented as seen from above; the complicated
terraces, balustrades and galleries following the courts
among the trees of a fine garden are to be seen inside
as well as from without. They form an extensive and
intricate architectural prospect, but they are drawn
with so dehicate lines duat they almost lose their
character of material structures and appear like
visions in a dream. The pale grey tone of the paper
absorbs the thin lines and makes the picture look
still more delicate than it may have been from the
beginning. Pamtings of this type became more
frequent in the sixteenth century — the time of
Ch'iu Ying and Yu Ch'iu — than they were in the
Sung period, though the Ming artists very seldom
reached the subtle refinement of this exquisite
example of boundary pamting (PLaor),

It mity be intetesting to note that Li Lung-mien,
just like hus spiritual ancestor, Ku K'aichih, also
painted portraits, remarkable for their psychological
characterization. One such portrait is mentioned by
Tang Hou (in Huechien) with the following
Y The picture, which atiee formed pare of the Manetin Homschold
collection, was shown to me last winter in New York by Mr,
Joseph U, Seo who had it on loan from 3 Chinese friend.

YO Agnes E. Meyers op. ol poeypr, with quokations from
Chinese satirces.



LU LUNG-MIEN AND HIS FOLLOWING

words: [ ofice saw a portrait of old Hsii Shén; it
was painted in a sketchy mamer and animated by
spiritual expression. On it there were three lines of
poetry written in archaic script; the whole thing was
an excellent work.” And to this the author adds,
that the pictures done by Li Lung-mien towards the
end of his life looked very old-fashioned, and so did
his writmg of the same period.

An authentic portrait by Li Lung-micn might be
something comparable — puratis mntawndis — to a
portrait study by Jacopa Bellini or Van der Goes,
but such a treasure has, to our knowledge, not as yet
been discovered. I should, however, like to mention
hete, faute de mieux, half 2 dozen small patntings
from an album representing full-length portraits of
some old scholars, Two of these pictures are now in
the Freer Gallery and two in the Ada S. Moore
collection ar Yale and othens in private possession.
They are known under the title The Five Old Men
of Sui-yang, fe.  diswmict in Honan where these
old men lived in the carly part of the Sung period.!
Their names, ranks and ages are mentioned in the
iscriptions; they arc all octogenarians who had
served in ligh positions as scholars and statesmen
and they seem 1o have been painted after carlicr
skerches from life.

The characterization depends mainly on the
tendering of the white-bearded faces, and o a mmor
degree also on the bearing and position of the single
figures. They are all stnding shightly turned to-
wards the side, but make no gestures, no apparent
movement; they are collected, holding their hands
clasped on their chests. The long black gowns fall in
a few broad folds from their shoulders to the feet,
and their white heads are crowned by the scholar’s
high black cap. But with this urter simplcity in
design and colour the arrist has been able to evoke
not only a general air of dignity and thoughtfilness
but also individual nuances of character. These men,
whatever their names and positions may have been,
seem like typical representatives of the deep-rooted
race of Confucian sages who in the Sung period
formed the pillars of the social structure in Chma,

! .\- ’1 i .
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These piceures are mentioned here not because of
any immediate stylistic conmexion with the art of Li
Lung-mien, but simply as examples of the kind of
portraiture that exisred at the nme. They represent a
tradiion which was maintained and developed by
L Lung-mien and his school (PLzoz),

A larger picture likewise in the Freer Gallery,
representing A Young Lady in White, nuy also be
classified as a portrae. She sends turned halfway m
the right, carrving a basket and 3 fn in her lifted
hand. The long robe which covers her feet is held
together at the waist with 2 long sash, The design is
very simple, and distinguished by the noble repose
well known from some of the religious paintings of
the perind.

The areriburion (on an old label) to Ho Ch'ung, 2
contemporary of Li Lung-mien, is probibly based
on an old tradition and may be correct wath regard
tor the design, but not with regard to the execution.
It refers to a painter of very moderate fame, but
known as a portraitist. He wiis a fsin 4 and 2
friend of Su Tong-p'o who is said to have asked
when he sat as 2 model for the pamter: “Why do
you make my partrait?” To which the pamter
replied: “Because it amuses me™ (Plaos).

I the year 1650 e was commissiongd to paiue
posthumous partrair of o prominent old country
baron, which then on days of memorial servieos was
exhibited in the ancestral hall. The notice is worth
remembering as an indication that such anceseral
portraits were, at least in the Sung period, done by
high-class painters and considered works of art juse
as much as the religious paintngs.

Another well-known picture which also stylisti-
cally belongs ro the current of Li Lung-mien's
following is the handscroll in the Boston Museum
which contains illustrations ro the Nine Songs of
Ch'ii Yiian, Le. the same text a4 inspired Li Lung-
mien to one of the most elaborate of his scrolls men-
tioned above. The pictures have been reproduced and
thoroughly discussed in an article by Mr. K. Tomita

! Diescribed and reproduced m F. 5. Kwen's catalogue of the
Laiyuan pictines.

g
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in The Bulletin of the Museum of Fine Arts, Boston,
October 1937; most of them are quite simple and
consist only of one or two figures, impersonating
spirits of heaven and earth, placed in lindscapes ar
among clouds. Only the first picture in the series 1s
more elaborate; it represents The Great Unity -
the Sovereign of the East — and the Lord of the
Clouds with their attendants. There is a more
attractive picture, however, the one which repee-
sents the two daughters of the emperor Yao, both
marred o his successor, the emperor Shun, who
suffered an untimely death by accident. The
two ladies were overcome with grief and threw
them sclves into the Hsiang River and became
thus the towclary spines of this river, known as
the Lady of Hsiang and the Mistress of Hsiang
(PL20g).

In the picture they are shown wandenng monm-
fully along a river bank, Anautumn wind is rustling
in the ald trees which are bending protecringly over
the women. The curving lines of the trees as well as
of the long robes of the ladics seem to express the
emotional thythm of longing and mowrnmmg which
forms the Leitmotif of the poem, The emphasisis on
the linear drowing, which somewhat remmds us of
Li Lung-mien's fluent manner, though the picture
35 niot executed in ink only but with some addition
of colour.

According to a record of the eighteenth century!
the picture had formerly a label on which it was
attributed to the Sung painter Chang Tun-li, but the
label had been lost, and the picture is described as 2
work of the Yiian period, which, however, may be a
too hasty conclusion, because the stylistic character
of the picture reveals a definite Sung tradition. But
to what extent the attributon to “Chang Tun-li"
should be accepted is a more complicated problem,
because there were two painters with this name in
the Sung period; the older one active in the reign of
Ché-tsung  (ro86-17o1), the younger abour a
hundred years later, and he changed his name to
Chang Hsiin-li when the word tun became taboo m
the reign of Kuang-tsung (1190-1194). This younger

paiuter is known through a picture in the Palace
Museum collection representing Scholars examining
Pictures in a Garden, which is a typical academic
work of the South Sung period without any
stylistic connexion with the illustrations on the
scroll in Boston.® They represent, as said above, a
different stylistic tradition, derived mainly from 13
Lung-mien, but to what extent this corresponds to
the manner of the older Chang Tun-}i is impossible
to tell since no work of his s known. He was,
practically speaking, contemiporary with Li Tung-
mien, and partculacly appreciated for his very
expressive illustrative paintings, T"ang Hou writes:*
“In Chang Tun-li's pamtings of human figures
nobility and meanness, beaury and ugliness are
reflected in the appearances. His style is careful and
delicate and his divine coloration life-like. 1 have
seen an admenitory painting by him in Chiang-nan
representing the story of Ch'eén Yiian-ta, in which
the spirit of loyalty and nighteousness seems to
radiate from the silk.” This characterizing en-
cominm might just a5 well have been composed for
some of Li Lung-mien’s admonitory pictures. The
conceptions of the two painters or their attitndes
towards kindred literary subjects scet to have been
much the same and both worked in a refined kumnp pi
manner, though the degree of cotrespondence
between their individual scyles must remain a matter
of conjecture. Nor can the reasons for the attribution
of the scroll of the Nine Songs to Chang Tun-li be
more closely determined. It 1s mentioned here as a
telatively early example of the Li Lung-mien style
tradition. But, as wall be found m later chaprers, this
lived on not only through the Sung and Yiian but
also through most of the Ming period, and was time
and again revived by gifted painters some of whom
we shall meet in later Chapters:

By Hu Ching, one of the campilers of the third seriss of Shifi-
¢h'S paiehi, This and othier historical dsformasion

the stribunons of the picture are to_be found in the article by

K. Tomira m The Bulletin of the Museum of Fine Arts, Boston,
Qctober 1034,

2 K k. Sho-hit chi, vl 330V,
3t Kchin fa=chien (c.1320),



Religious Paintings

Li LunG-mien's influence on the subsequent evo-
lution of figure-painting is often supported by the
statement that be was the transmitter of the stylistic
ideals of the great masters of Tlang and earlier
epochs. His importance in this respect is compared
with that of Wu Tao-tzit in spite of the fact that Wu
was pre-cmuinently a master of monumental wall-
paintings, while Li Lung-mien “cut down the size of
his picture radically and pairited exclusively on
Ch'éng Hain Tlang paper, accomplishing in thns
way the most wonderful things”, to use the words
of a Mang critic, who furthermore adds: “I have
never seen 2 work by him done with a large brush,
yet it was not because he was wmnable to paint
vigorows things (that he did not use a large brush),
bur becatse he was afraid of approaching the brush-
manner of common workers™

The statement is interesting as an indication of
certam  hundamental fearures m L1 Lung-muen’s
artistic personality and his way of working, but may
also serve as a sort of general guide in our attempts
to identify lis individual creations, He represented
an entirely different type of painting from that of his
predecessors of the T ang period. To them the farge
temple walls and the traditional Buddhist icono-
graphy offered welcome opportunities for individual
creations, whereas in the time of Li Lung-mien (and
later) this kind of religiows figure-painting was
entrusted to professional painters, who were nor
considered artists of the same class as scholars and
gentlemen-paimters, i.e, the creanve masters who
transposed all motifs, whether profane or religious,
according to their literary and philosophical con-
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cepts, and wrote them down as they wiote their
poems and essays.

According to the old chromclers quoted above,
Li Lung-mmen's occupation with Buddhist motifs
was started by the warnmg of a Ch'an monk who
told him that ilhe simply kept on painting horses, he
would be rbomn as a horse, & waming thar Ta
u.‘rjd::l:stood, because he was “devotrd to Ch'an
practices”. Thenceforward he concentrated on
Buddhist paintmgs. The change may not have been
quite as sudden as appears from these words by
Téng Ch'un, yer it is cvident that Li's religious and
admonitory paintings became more frequent to-
wards the end of his life.

Some of the most famous scroll-pamtings with
religions. motifs by Li Lung-mien, such as the
illustrations to the Hua-yen sitra and the Vimale—
kirti siitra were mentioned tn the preceding chapter;
to the same class may be added other works, as for
instance The Eighteen Lohans Crossmg the Sea to
Pay Homage to Kuanyin (which was sigaed and
dated 1080) and another representng The Five
Hundred Lohans, said to have been very rich in
character and' dramatic expression, not to mention
the quasi-profane picture called Far-wing li Fo 1'u,
i.e. Barbarian Kings Paying Homage to Buddha,
These were all illusrative compositions with
realistic dezails and a more or less marked admoni-
tory significance. It may well be that he also pamred
some more purely devotional and decorative paint-
ings representing Buddhas or Bodhisattvas, though
only one of them is specially mentioned by the eacly
historians. The most telling reference to it &5 by
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Téng Ch_'un in Hua-chi; after his remark that Li
Lung-nien always sought to be original and extra-
ordinary in his Buddhist paintings, “so as to startle
common people”, the writer continues: "He pamred
the long-robed Kuanyin with a sash that was one
and 4 half of the body’s length; and for Lii Chi-fis he
did a picture of Kuanyin reclining on a cliff, which
was something that had never been seen before,
Furthermore he painted a Tzi-tsat Kuanyin seated
crosslegied with the palms ofher hands joined, sunk
in perfect repose. He said, the people of the world
think that one cannot sit in this manner (and be
comfortable), bur the poise is the result of the
mental and not of the physical attitude™ (as ex-
plined by the painter). To which Téng Ch'im
adds: "From this may be realized that whatever is
done by men of noble character and great scholars is
always night” - which probably means thar whae-
ever liberries grear painters may rake in regard to
conventional mules of iconography, these always
serve to enhance the artisticinterest of their creations,

If we recall thar the raditional Kuanyin pictares
of the T'ang-and earlier peniods usually represented
the compassionate Bodhisattva in the guise of 4in
Indian prince (sometimes with a moustache), we
may realize the strtling effect produced by the new
feminine Bodhisattva type which gained prevalence
in Chinese art at the begimning of the Sung period.
The transformation of the Bodhisattva of compas-
siont from a male to a female being was 2 gradual
process, due to religious and psychological condi-
tions; 1t started already m the eighth century, bur the
new conception did not hold the field until the
tenth or eleventh century, and probably received ies
final pictonal perfection through Li Lung-mien or
under his influence. Tt must have been abour this time
that the graceful and benignant feminine being, who
thenceforward represented Kuanym  Bodhisattya
im Chinese art, was born. We have no doeomented
copies of those Kuanyin paintings by Li Lung-mién
which Téng Ch'un describes, but the general typeor
ideal that they represented is known from a number
of paintings as well as sculprures, some of them from

the I:'cgmmng of the twelfth century, if not earlier.
A favourite position of the Bodhisativa, illis-

trated in many wooden statues, is the lalirssana, i.e.
Kuanyin seated on a rock with rased knee and
sometimes clasped hands, draped in Howing robes
and very long waving sashes. The same type of a
meditating Bodhisattva was also represented in one
of the large coloured stacco-paintings n Lung-
hsing ssfi in Chéng-ting (now destroyed) and in
many later reliefs and paintings of the Yitan, Ming
and Ch'ing periods. These Bodhisattvas became
very popular in Chinese art all through the cen-
turies; they corresponded 1o the Chinese ideals of
fetinine grace and beauty in much the same way as
the late Gothic Madonmas in trailing robes with long
sashes filled the demand for images of tender
religious feeling during a somewhat later age in
Europe. This new Chinese Bodhisattva type under-
went many variations and was in later periods often
reduced to insipid beaunies in Huttering robes, but
even these sometimes reveal their descent from: 2
comman protorype whose distnceive features may
b approximately reconstrucred from the linle we
know about Li Lung-mien's art, and his conception
of this particular motif, whose beauty unfortunately
we are left o imagine.

No single picrure by Li Lung-mien equivalent to
a religious icon has to our knowledge been pre-
served, but there is a small pioture ascribed to him
which deserves to be remembered in this connexion,
cven though not strictly speaking an icon, bur an
illustration to & Buddhise legend (PLigg), Tt was
formerly in the Kuroda collection in Tokyo and
represents Vimalakirt, the legendary saint who
occupied such a promment place among the wall-
pamtings m the Tun-huang caves, seated in an easy
pasture on an ormamented platform, while 5 female
attendant is approaching with some flowers (?) ina
bowl. He is a bearded man with individualized
features, and his observant eyes are directed on some
distant goal, The head is surrounded by a large halo.
It is, however, less the characterization of the man
than 'his posture and wide fowing mantle that
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interest us in this connexion. The easy posture with
the raised knee, the turning at the hips and the
draving of the sinnous mantle-folds, which spread
in wavy patterns, on the floor would be equally
appropriate to 4 meditating Bodhisatrva. The linear
transformation is no less soft and fluent than in the
Bodhisattva statues and paintings mentioned above.
The picture may consequently serve as an illustranon
of what may be called the “fate Gothic™ style, which
proved almost as populsr i China of the twelfth
and thirteenth centuries s in the lare mediacval art
of Europe. The attribution to Li Lung-mien cannot
be accepred (though based on an old tradition ); the
execution is more probably of the Yiian period,
though somewhat related to the kung pi manner of
Li Lung-mien.

The fundamental change in the representation of
the Kuanym Bodhasattea, noted above, to which Li
Lung-mien may have contribured, was conducive
towards 2 more strictly human and national form of
presentation. The Bodhisattva became a suave and
graceful lady with markedly Chmese features.
Modifications of a similar nature can be observed in
other religious morfs, among which the series of
Sixteen or Eighteen Lohans or Arhass holds a2
prominent place.

In the art of the Tang period and the Five
Dynastics these venerable pupils or early followers
of Sakyamuni Buddha were mostly represented in
the guise of grim-looking old men of Hindu type,
sometimes with strangely exaggerated grotesque
features, for mstance in the Lohan paintings as-
cribed to Kuan-hsiv. He was apparently the most
important propagator, if not the creator, of the
almost awe-inspiring Lohan rype which prevailed in
Chinese paintings during the tenth and cleventh cen-
turies, not to mention later imutations, After that time
a change became noticeable in the jconogzaphy and
the characterization of the Lohan paimtings. The
compositions were developed in a more pictorial or
imaginative sense, and the rather terrifying old men
with their ravaged and foreign features were re-
placed by more pleasaint-looking, well-nourished
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monks of u sather jovial appearance, with oval-
shaped faces in which the eyes are little more than
narrow slits, and the nose 1s not too promment, The
types begin to lose their foreign aspect and become
more Chincse, in other words, the mouf as such
is being naturalized or, one might say, nationalized,

“The lack of sufficient dated material makes it
impossible to mdicate a definite time limit for this
transformation, but there may be some foundation
for the old fapanese temple~tradition, according 1o
which Li Lung-micn had 5 decisive influence on it
Lohan paintings of a national type may have existed
before him — as proved by some of the Shoryiiji
Lohans brought to Japan in 985 — but in the pictures
traditionally assoctated with 1i Lung-mien the type
is fully developed. These, however, were all
exccuted on a small scale ' pai miao technigue;
whether he also did some larger pictures of the kind
in colour (as clumed by madition) is nowadays
impassible to tell. The two Lohans attributed 1o him
in the Academy of Are m Tokyo are the most
beaunful of their kind, though hardly executed until
after the middle of the twelfth century. Whatever
their date may be, they are worth remembering as
impressive examples of the Li Lung-mim madition,
which has been cherished for centuries in Japan no
less ehan m Cluna.

The somewhar later painters of Buddhist images,
still acuve in the ewelfth century, for instance,
Chang Ssii-kung and Chou Chich'ang, did hitrle
more than elaborate, or banalize his typical figures;
they were apparently more interested in decorative
effect and ormamental patterns than in the psycho-
logical or religions aspects of the motifs.

The main centres of this producrion of Buddhise
pictures m the twelfth century were m the south
(Chekiang and Kisngsi), and the paintings were a5 2
rule made ro order for certain temples, not by a
single master but through the co-operation of two
ar more painters who maintined a common waork-
shop for this purpose. Most of the pictures produced
m this way through the co-operation of various
hands were probably never considered works of art
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‘in the proper sense of the word, but rather as
illustrations to sacred texts or as colourful decora-
tions to be used on festival occasions m the remples.
Inn scope they thus corcesponded — mutatis mutandis —
to thewall-paintings which at this time (and later on),
were executed in great quantitics in the northern
pare of the country, then under the rule of the Chin
Tartars. But whereas the wall-paimtings, as may be
observed in the specimens in the British Museum
and m some American collections, were of a
hieratic kind in accordance with the rules of icono-
graphy and traditional patterns of the T'ang period,
the temple-paintings on silk generally represented
somewhat freer naturalistic illustrations to popular
legends, or more or less fantastic represensations of
the miraculous powers invested in the holy person-
ages, whether Buddhas, Bodhisattvas or Lohans.

The artistically most important Lohar-pictures of
this period are the above-mentioned pictares in the
Art Academy in Tokyo. The holy men are here
represented seated on stones under old trees, one of
then sccompanied by a lngh civil official who stands
in a praying attitude, the other attended by 2 woman
servant who is carrying a large vase with a lotus-
flower, and a deer which is bringing fowers in its
mouth. The designs are perfectly balanced, and the
latrer picture particularly is remarkable for the
formal interplay or mutual support of the two
figures, obtained in part through the no less com-
plicated than easy movement of the patriarch, whase
raze we follow owards the deer with the fower in
its mouth. They are pictures of great dignity
exccuted in a technique which bespeaks the South
Sung period (PL2os).

MNext to these should be mentioned the famous
set representing five hundred Lohans, divided mto
one hundred pictures, of which cighty-rwo belong
to Daitokuji in Kyﬁtu,'whﬂ: tert are in the Museum
in Boston and the cight remaining cither lost or
hidden in private collections. The whole ser was
brought to Japan in the thirteenth century and was
sometimes honoured with the name of Li Lung-
miien, This may indeed seem surprising, smce several

of these pictures in Daitokuji bear inscriptions,
written in gold, which contain the names of two
otherwise quite unknown painters — Chou Chi-
ch'ang and Lin T'ing-kuei— and also the information
that the whole set was execured in 1178 for a temple
m Ning-po, where the two pamters maintained a
common workshop. It might be admitted that the
pictures reveal an indirecr connexion with the art of
Li Lung-mien in the types and the tendency to
illustrate the miraculous powers of the Lohans, but
they are, generally speaking, more entertaining in a
popular sense than spiritually expressive, Two or
three examples chosen among the pictures now in
Boston must here serve as representatives of the
whole series; the general prmeiples of composition
are the same in them all, though they are applied
with considerable varations, and the execution is
somewhat uneven, possibly owing to the division of
the work between two or more hands.

An interesting example, effective in design and
imbued with the air of a miraculous event, is the
representation of four Lohans and two attendants
witnessing the transfiguration of 3 Lohan, He is
seated in a cave at the lower edge of the picture and
is surrounded by a and waves of surging
water. But the holy man is quite undisturbed by the
vehemence of these raging elements; he is sunk in
deep meditation, with his eyes closed and hands
jomed: in his lap (PL:206). The other men are borne
upon the clouds above the cave as if they were
present m vision rather than inreality, and witnessing
from far away the transformation of their comrade,
whose spiritual consciousness may be travelling
through unknown regions of the universe while his
body is motionless in the cave. The lower portion of
this picture 1s deeply inbued with an atmosphere of
mystic experience, whereas the upper part with the
monks on the clouds 15 more traditional. The quas-
mystical concept and the general design as well as
some of the single figures remind us of correspond-
ing parts in Li Lung-mien’s illustrations to the
miraculons adventures of the Lohans. The stylistic
connexion scems obvious, though only indirect.
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The same may also be said of the picture which
illustrares  Lohans demonstrating  before Taoist
heretics the mysterious power of the siitras, 3 scene
of mystc import which ins spirit and form is akin to
certain portions of Li Lung-mien’s scroll known as
The White Lotus Club. The scene here too is laid m
a grotto. On the large altar which forms the centre
of the desdgn is a bundle of rolled up sutras; the
Hames are shrinking away from it, and instead of
burning, the sutra-scrolls are emitting rays of light
(PLzo7). The figures in front of the altar are
grouped 1 the shape of 2 V at almost the same
angle as the rays cmanating from the alar and
artracting the attention of the disputing parties. The
five Lohans are obviowly rejoicing over the
phenomena, while their adversarics, the Taoists,
show considerable consternation. They are all
deeply impressed by the miraculons power which is
centred i the bundle on the altar; and it 15 o this
that all regards are drawn us to a focal point. The
picture 1s signed by Chou Chi-ch'ang, who scoms to
have been the more original of the two painters. Lin
T'ing-kuei signed the preceding picture and also the
somewhat similar one representing an Indian rajah
on a camel offering a large coral to Lahans who are
descending on clonds: 2 composition  perfectly
adapted to the high and narrow proportions of the
picture.

The same kind of curving vertical design may be
observed in several of these pamtings, sometimes
accentuated by trees and water-courses, sometimes
by rocks and clouds, and always imparting a certain
rhythmic unity to the compositions. Such general
principles of design have also been perpetnated in
later Buddhist paimtings, the main figures being
placed usually in the upper part of the picture and
drawn on a somewhat larger scale than the rest. They
serve to mark not only the ideal but also the
decorative centre of the eomposition, and as they
look down upon the minor figures below, the
beholder is invited to do likewise. In other words,
the direction is from the top towards the bottom in a
formal sense as well as in thoughe

A later and distinctly inferior stage in the de-
velopment of the Lohan paintings m South China
may be observed in the fairly numerous warks
which bear the signature of Lu Hsin-chung. This
painter is unrecorded in Chinese books but men-
tioned in Kundatkan Saynthoki, and accordmg to
the inscriptions on some of the pantmgs he con-
ducted 3 workshop in the Shil-pu street in Ning-po
and seems to have employed a number of assistants.
No definite dates regarding his activity are known,
but it may be assumed on stylistie grounds that he
wortked at the very end of the Sung peried.

The twa series of Lohan pictares which bear the
name of Lu Hsin-chung are much alike, though the
pictures in Shokokuji, Kyoto, are a little larger and
more elaborate (occasionally with the addition of
one or two figures) than the corresponding pictures
in Boston, which are simpler in design bur more
even and exccuted with greater cire. The artistic
significance of all these pictures is, howewver, 2
matter of design and colouring rather than of
individial accents in the brushwork. They are
products of highly-traimed professional painters who
successfully wsed traditional designs. In the best of
these paintings the drawing actaally becomes a
meeans for suggesting an emotional or medisnve
note, and the colouring may also serve to enhance
this, besides adding greatly to the decorative effect.!

One of the best examples of these qualities is the
picture of the fourteenth Lohan. He is seared
contemplation by the hank of a lows pond, the
figure being placed towards one side of the picture.
On the other side grows a curving willow—tree.
Behimd it 3 servant is approaching with something
on a tray — bur hesitatingly, as if he were afraid of
disturbing the holy man, who sits motionless, con-
templatng the message of the lotus flower. The
trunk of the willow rises tranquilly, balancing the
figure and with its long curve accompanying the
'ﬂnmrdmgto}LWmu:bc'lmckm!ﬂpedﬁcmnmm
Sung snd Yiun periods in Bifuti Kenkyd, Scptember 1935, Lo
Haitt-chutig. also pamesd a series of ten piconres usrating the

Kings of Hell (now in Honeny, Kagawa-ken) and a picture of
Buddha's death (mow i Hoyi-m, Aichi-dken),
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lines of the mantle-folds, and the tender foliage of
the tree and the Howers i the pond are moving
softly as in an evening breeze, The harmony of the
design reflects the deep peace in the soul of the
holy man (PLzo8).

A similar correspondence between the decorative
design and the psychology of the motl may be
observed in some of the other Lohan pictures, for
mstance, in the representation of the exghth patriarch
watching, the fight between two dragons. Here
everything is a sudden outburst of wrath and fear.
The slim bodies of the furious dragons are moving
like flashes of lightmng through the splashing waves.
The holy man has jumped up from his seat on the
rocky bank to save his fect from the raised claws of
the animals; he s clinging to a trunk that bends
across the scene but keeps his eyes intently fized on
the fight. The tree and the man mtersect exactly in
the centre of the picture; they mark the two main
diagonals of the composition, which thus gams a
perfect balance in spite of the prevailing impetuosity,
which also is reflected in the quick and energenc
brush-werk.

There are other series of Lohan pamtings of the
late Sung period, for msmnce the pictures signed
“Hsi~chin chii-shih”, some of which used o be
the East Asiatic Museum m Berlin, while others are
inn the National Museum in Tokyo, As works of att,
however, they are not on a level with Lu Hsin-
chung's best pictures, nor do they reveal any
fioticeable dependence on the Li Lung-mien tradi-
ot And we know nothing more about this monk
painter than abont Lu Hsin-chung; he, roo, worked
at Ning-po while the Sung dynasty was still reigning
in Hangchouw, It is evident that Nmg-po and the
great monusterics in the mountains beyond the city
‘were the main centres of Buddhist pamting in the
South Sung period; and as Ning-po was also the
port for the trade and intercommunications with
Japan, it is easily explained why so many of these
Buddhist pictures have reached Japan and from
there (in 2 fow instances) American and European
collections. The painters who executed these pic-

tures are mostly forgorten m China, while their
names m some instances have been preserved in
Japanese temple records.

We have already mentioned two or three such
cases; one more example is Chang Ssi-kung who is
completely unknown in China, but placed in the
highest class of Buddhist painters by Soami i
Kundaikan.! More than a dozen pictures are
ascribed to him in Japanese collecdons, but none of
them is signed (as far as | know), and no definice
dates regarding his activity have been transmirted.
The reconstruction of the artistic personality is
consequently rather tentative, though it must be
admitted that the Buddha and Bodhisartva paintings
attributed to Chang Ssi-kung are of a fairly uniform
and easily recognizable type. They are all chatac-
terized by an unusual degree of graceful softness and
elegance, accentuated in the flowing garments richly
embroidered with gold and silver. The pictures are
remarkable for their refinement of execution and
ornamental splendour rather than for any psycho-
logical characterization. Among the examples of
this group may be mentioned the Amida Trinity in
the Inouye collection and the richly decorated
Bodhisattvas Samantabhadra and Mafjusrd, seated
on an elephant and 4 lion respecrively, the former in
Japan.*® the larter in Boston.

If radition is correct, the same painter was,
however, also capable of deing excellent portraits
such as the famons picture representing Pu-k'ung
Chin-kang in Kozanji, Kyoto. It is a picrure of
unusual dignity and decorative beauty. The bearded
man in 4 red pricst’s mantle over a violer under-
garment is scated in a large, draped chair; bis legs are
folded on the seat but hidden by his long garment;
his hands arc jomed in his lap: It is a position of
meditation, though the eyes are not closed, The
stout form and the large round head are rendered

with very slight gradations of tone, yet they stand

! Kundaiken Sapirhold, mandated by O, Kimmel, Osasiat.
Zeitechriff, 1, pors,

1L Kokka, Nowtgo, agu, Ty Bt Tadkaw, vol, VIII,
Plesi—a1
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out convinemgly i strong relief due to the excellent
deawing, The decorative unity is perfectly preserved
in spite of the very rich omamentation of the
drapery and the garments, and though no strong
accents are noticeable either in the characterization
or m the plastic modelling, the picture is one of the
most convincing and attractive priest portraits of the
Sung period (Pl.20g).

Somewhat later in date but hardly less impressive
as a portrait is the picture i Tofikuji in Kyoto,
which represents the famous Ch'an master W=
chun (r175-1249), According to the inscription, it
was pamnted in 1238 (o shortly before), but there 15
no indication as to the artist; it may have been
another monk painter, of a fairly traditional rype.
The style 15 not very different from that of the
above-mentioned porerait, even though the decora-
tve cffect s softer owing to a less muarked
stylization and ormamental elaboration. Wu—chun is
seated in a big chair holdmg his abbot’s saaff cross-
wise: over lis knees, his thin face has a slight beard
and moustache, his eyes arc wide open, reflecung
keen intelligence and artention. He was one of the
most prominent Chian masters of the early thir-
teenth century, active as 2 writer and pamnter as well
as a teacher, often mentioned in the history of art as
the master 6f Mu-ch’l. Some specimens of hus skill as
an impressionistic ink-painter will be observed in a
later chapter, but his effigy may be remembered at
this place, because it 15 executed in & more traditional
style amd sepresents 2 rather unusmal degree of
individual characterization. The head alone is like a
drawing by Dumonstier or some kindred master of
the early seventeenth century in Europe (Pl.210).

Most of the Buddhist pictures of this period are,
as a matter of fact, anenymous works or produced
by painters whose mames are not recorded by the
leading art-historians, They form, so to speak, 2
group of their own within the lirge mass of con-
temporary pamting, and as they mostly’ represent
traditional iconographic patterns and styles they do
not fit into the gencral rhythm of the stylistic
evolution. This applies in particular to the wall-

patntings which were produced in great numbers in
north Chma, during the domination of the Chin
Tartars, and which in many cases were simply
repetitions of earlier paintings, Definite dates are
exceedingly difficult in regard to such paintings not
only because they adhere to earlier patterns but also
in view of the fact that many of them have been
renewed at various places in conjunction with the
repairs on the respective buildings. As an example
it may be recalled that the Ch'ing-liang temple at
Hsm-t'ang (near Chéng-ting in Hopei), whence
some important frescoes were transferred 1o the
Bratish Museum m 1926, was founded 1188, rebuilt
1424 and restored 1466-1468. These various dates
have all been proposed as time limits for the exeen-
tion of the paintings, which even if they retain the
stylistic appearance of products of the Sung period,
may be Githful copies of the early Ming period.

The same is true of other wall-paintings brought
from China to western museums, as for instance, the
beautiful Bodhisattva figures which wsed to decarate
the entrance hall of the Maison Loo m Paris. They
wo represent 3 stvle which corresponds to our
notion of Sumg painting, yet a definite indication of
thexr date would be hazardous. The graceful nobilicy
which distinguishes these figures is no longer to be
found m the wall-paintings executed in the Yiian
perdod {now in the museums i Toronto and
Kansas City) nor in the more ordinary works of the
Ming period.

Among the Buddhist pictures on silk of a hier-
archic type which may be aseribed to the Sung
period are a few of outstanding beauty and refine-
ment. To enumerate and describe them all is not
possible at this place, but I would point out the
Thousand-armed Kuanyin m Ehoii in Gifi 35 2 re-
presentative example (Plzit). This Bodhisattva
is represented in full front view, standing on elouds,
spreading his numberless arms and hands with
various atrributes like 3 madiating nimbus on both
sides of the torso, while his head is crowned by a

! (¥ The Eumorfopoulos Callection Cstalogue of the Chines
Frescoes, by Laurenos Binvor,
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tiara formed of eleven small heads looking in every
direction. In spite of all these iconographic mon-
strositics or symbolic attributes, the figure is im-
pressive owing to its decorative beauty, which is
produced by the serictly symmetrical arrangement.
It may be called archaistic, becawse of its strict
frontality and the wing-like shape of the garment
folds at the feet, yet the linear pattern is imbued with
a soft feminine beaury truly firting for the gracious
Bodhisartva, who is venerated as the loving guide
and protector of the human race i the present age.

Mlustrations to sitra scrolls, which form another
special group of Buddhist paintng, ace nowadays
very rare, no doubt in consequence of their frequent
rolling and unrolling during the centuries. Li Kung-
lin and some other of the great masters did pictures
of this kind, but they exist no longer. The only
dateable example of sutra pamtings from the Sung
period known to me is an illustration o the
Vimalakirti St painted in gold and slver on
purple silk, which forms part of the Bahr eollection

in the Metropolitan Museum. According to the
inscription, the scroll was written and illustrated m
1118 at the command of the prime minister of Nan-
Chao (i.e. Yiinnan) as 3 gift for the envoy from the
Sung emperor, who at the time was acknowledged
as the supreme ruler even in the far South (PLayz),

The picture shows Vimalakirti seated on 4 throne,
surrounded by a great number of divine beings,
Bodhisattvas and guardians. A diminutive man is
prostrating himself befare the throne of Vimalakirr,
while other figures of equally small size are shown
in various occupations in small rooms along the side
of the plaform. The technical execution, mainly
with gold on fine purple silk, is exquisite, and the
same 15 true of the writing. It is altogether a umique
specimen of the finest calligraphy and illumination
made in Buddhist monasteries . South China:
tradiniomial in spirit and iconography, but executed
by a master whose individual style and refine
ment may well be called characteristic of the Sung
period.



Painters of Flowers, Birds and Animals

AccorDING TO the traditions quoted in a previous
chapter, there existed from the middle of the tenth
century two prmcipal currents of style in the field of
bird and fAower-painting, the one starting from the
academic school of Huang Ch'itan; the other from
the art of Hsii Hsi. To what extent the twa schools
really deviated 15 difficalt to tell as very few, if any,
authentic paintings by their early representatives
have been preserved, but it should be remembered
that the Chinese critics usually characterize Huang's
art of painting by the expression hsieh shéng, i.e. to
“draw (or paint) from life”, while Hsii Hsi's manner
of painting was hsieh i, i.e. idea-writing by mcans of
a more expressionistic brush-work. Huang’s paint-
ing from life, which was done according to the mo
ki or boneless manner with light washes of colour,
became gradually the more popular. It was no doubt
most appropriate for obtaining natural likeness with
the Bowers and birds and made less demand on the
painter's inspiration and power of concentration., It
corresponded to the aesthetic taste in official circles
as well as to the fandamental Confucian artitude
towards painting, The foremost representative of
this official rend in flower and bird-painting was
Huang Ch'iian's son, Chii-ts"ai, who was made 2
**painter in atcendance” and whose “activities were
henceforth all in the Forbidden Palace™, but Hiii
Hsi's grandson Hsii Ch'ung-ssi is also said to have
adopred the same style. It became, as a matter of
fact, the prevailing style among the flower and
bird-painters during the Northern Sung period and
reached a kind of climax in the literary naturalism
cultivated in the emperor Hui-sung’s Academy.

1

It should also be remembered that this kind of
illustrative flower and bird-pamting, which held
such a favounite position at court and in popular
estimate during the Northern Sung period, was not
simply a pictorial commemoration of the living
beaury of the parks and gardens, it had also an
intellectual or a moral significance in the Confucian
sense. This was connected with the traditional
symbalic implications of most of the Aowers and
birds represented by the panters, The motifs were
as a rule chosen with a view to their symbolic
meaning rather than for purely aesthetic reasons and
the paintings were read just as much as enjoyed for
their decorative beauty. This kind of meellecrual
symbolism may seem to us of little or no interest
from an artistic viewpomt; yet it was to the
Chmese a matter of primary importance, as may be
realized also from the way the matter is presented in
the Introduction to the section on Flower and Bird-
painting in the imperial canlogue Hrdan-ho hia-
Pl 1o quote:

"The intellectual significance of paintings of Howers
and birds is quite the same as that of poems. Thus,
for instance, the various kinds of peonies and birds,
like the phoenix and the kingfisher, suggest wealth
and nobility, while pine-trees, bamboos, peach-
blossoms, chrysanthemums, sea-gulls, geese and
ducks, represent seclusion and idleness. And if the
proud grandeur of the cock, the aggressive manners
of the hawk, the luxuriant growth of the willow and
the wu-t'ung wee, or the confused and tangled
appearance of tall pines or old cedars, are propery
represented in & painting, they can arouse thoughts in
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mén. They all express some ideas of the creator and
transmit them to the soul of the spectator, and thus
offer the same enjoyment as the things themselves
when scen before the eye.”

The Introduction winds up with the statement
that all the most imous painters of this kind, from
Hsich Chi and Kuo Kan-hui of the T'ang period to
Chao Ch'ing and Ts'ui Po of the Si.mg, are re-
presented in the imperial collection; forty-six men
inall.

The biographical notes regarding Ts'ui Po and the
comments on his art are practically the same in
Hiiian-ho hua-p'u and T w-hua chien-wén chik, The
following s quoted from the first-named book:
“Ts'ui Po, tzif Teii-hsi, was 2 man from Hao-liang.
He was a good pamter of Htvwers, bamboo, feathers
and fur, lotus-flowers, ducks, geese, Taoist and
Buddhist unages, spiritual bemgs, hills, woods,
birds and antmals, excelling in painting all kinds of
living things, but geese in particular. He brought out
the essentials m everything that he painted and
expressed his thoughts casily and freely with the
brush, doing it all - whether the things were curved
or straight, square or round -~ without the use of
plumb-line or foot-rule and yer quite exactly. At
the beginning of the Hsi-ning era (ro68-1078) he
attracted the attention of the emperor and received
together with Ai Hsiian, Ting Kuang, and Ko Shou-
ch'ang an order to decorate 2 silk screen for the
Ch'm=kung Hall with tall bamboos, wild apples and
cranes. Ts'ni Po proved to be superior to the others.
He was appointed an assistant teacher (i-hsiieh) in
the Academy of Painting, but a5 Ts'ui Po was of an
easy going and unrestrained nature, he refused o
accept this. By special favour he then obtained the
permission not 1o be obliged to work except on
mnperial command. After that he applied himself
eamnestly to his task. In certain qualities Po surpassed
his predecessors, but he showed an excessive
reliance on his own wit,, ., Among other things he
painted Hsieh An climbing the East Moungin, and
Tzi-yu [Wang Huichih) visiting Tai K'oeit
These could not have been done except by a man

who had a deep and comprehensive feeling for the
ancients and who had thoroughly incorporated
their thoughts in his brush-work. Ever since the
time of Tai-tsung the members of the [mperial
Academy had accepted the style of Huang Ch'itan
and his son as their standard, but with the
appearance of Ts'ui Po and Wu Yilan-yii the style
changed ™

If we may trust the words of the biographer
quoted above as well as the verdicts of Kuo Jo-hsii
and some other early critics, Ts'ui Po was con-
sidered the foremost among the bird and fower-
pamnters in the reign of the emperor Shén-tsung
(1068-1085). His productivity must have been large
and almost exclusively intended for the imperial
collection which, according to the Hsian-ho hua-p'u,
contained no less than 241 pictures by the arnse.
Most of these represented various kinds of birds,
such as ducks, geese, swans, herons, magpies, ravens,
doves, etc,, usually in combination with fowering
plants or windsweprt trees, willows, bamboos and so
on, but there were also a few examples of his
religious paintings; none of the lagt has, to our
knowledge, been preserved, but bird-pictures at-
tributed to Ts'ui Po are not too rare in Far Eastern
collections (Cf. Pls.213, 214).

The Palace Muscum collection contains ar least
halfa dozen of them, some of which loak like copies
rather than originals (st least in reproduction), while
others may serve as illustrations of the master’s style.
Among the latter should be mentioned the picture
representing Two Magpies in an Old Tree Mocking
at a Hare on the Ground below® and another which
shows A Heron and Tall Bamboos in Strong Wind *
As may be realized from these descriptive ritles, both
pictures are illustrative compositions; the birde (and
the animal) are placed in a definite sitmation or
atmosphere which emphasizes the literary or
ilustrative meaning of the picture. The croaking
! For historical netes re Heish An and Wang Hai<hih se
Giles, Bipgr. Dier, 724 and 2184,

8 K. Shu-luta chi, vl VILL,
B Op. ait., val. XXX
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birds seem to be mocking ar the hare, which is
huddling on the ground evidently rather anmoyed
by his volanle tormentors. Both pictures bear the
signature of the master, and the former is dated ro61,
which even if it cannot be accepted as & guarantee
of their authenticity, adds to their historical
mterest.

A well-known picture in the Freer Gallery re-
presenting Two Mandarin Ducks under a Flower-
ing Shrub may also be mentioned in this connexion,
It has no ateribution and is impaired by the restora-
tion of the wom and damaged spots, but it reveals
nevertheless a pictonial refmement and sensitivencss
i the brush-work that remin something of the
spirit of the North Sung period. The lanky plant on
the shore and the two ruffled birds are painted with a
very sensitive brush (PLzrs).

Wau ¥Yilan-yii was Ts'u1 Po's immediate successor
and competitor, though perhaps not so much of 2
professional painter. His £z was Kung-ch', and he
served in various military positions in the reigns of
the emperors Shén-tsung and Ché-tsung. Accord-
me to the biographical note in Hsitanho hua-p*u, he
was to begin with actached to the court of Prinee
Wa, but entered military service and was sent o
Kuang—chou as an inspector of army horses. He
must, however, have been very influential i the
Academy of Painting, because we are told that he
made the members of the Acidemy leave the
tradinonal rurs of the Huang school and “start to
paint in 3 freer way by which they could express
their own thoughts and feclings”. They followed
the lead of Wi Yilan-yii, and there was a continuous
streamn of people secking to obtain some specimens
of his brush. The demand for his paintings increased
with the years; but when Yian-yii grew old and no
longer was able to wield the brush, he took the
copies made by assistants and imitators, samped
them with his seals; and made them pass as his own
works, thus satisfying the popolar demand. Only
Yilan-yii himself could distinguish such imimtions.
When shortly afterwards he passed away, he had the
rank of a high military official (Wu-kung tai-fu).

The imperial collection contained ne less than 18¢
works by this painter.

No original pattings by Wu Yitan-yii seem to
have survived in the later imperial collections, if we
may judge by the fact that not one has been
reproduced in Ku-kung shu-hua chi ot other pub-
lications issued by the Palace Museum. The best-
known work atmribured to the master is 3 minor
picture i the Abe collection, now in the Osaka
Museum, representing Two Golden Orioles on the
Branches of a Blossoming Pear-tree.! The writing
on the picture is in the manner of the emperor Hui
Tsung and there is also the emperar’s seal. But the
inscriptions as well 1s the rather dry brush-work can
hardly be explained otherwise than as imitations.
The very prettiness of the picture, which is ac-
centuated in coloured reproductions, is more like
that of a Ming than of 2 Sung painting,

The two pictures of white swans, or so-called
long-necked Chinese geese; acquired in Peking,
1922, by Miss Alice O'Brien of St. Paul, Minn.,
should also be remembered ar this place because of
their old attribution to Wu Yiian-yii, They form a
pair and are both inscribed with the artst’s name and
the date 1103 (the vear before his death). One
represents a Gander, the other 3 Goose, the latter
Hoatng on the water with two goslings on her back,
the former strutting proudly on the shore with the
other half of the family. The excellent designs and
the vivid characterization of the male and the
female bird respectively may well be due o the
master, whereas the actual execution (as far 28 it can
be: observed in photographs) does not give the
impression of the same high standard as is evident
in the designs. Could they possibly be replicas of the
kind that Wu Yiian-yil appropriated as his own
works towards the end of his life, or are they copies
of later date? (Pl216). The questions may here be
lefropen.

The biography of Wi Yilan-yii in Hsianho fina-
p'u is preceded by an equally extensive life of Liu

! Reproduced in Sorsfhen, 10 s, amd Tosd, p.soy alss
scparate colout reproduction.
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Yung-nien, ez Chiin-hs, who thos also is classified
as a Hower and bird-painter, though he became no
less famous as a landscapist. He was the grand-
nephew of the dowager empress of Chén-tsung and
as a boy already was taken into the palace service
by the emperor Jén-tsumg, where he made himself
greatly appreciated through his wit and good
manners. When grown up, he had a successful
career as a military expert.

This did not prevent him from devoting himself
to pamting, and he is said to have reached the same
proficiency in painting Buddhist and Taoist figures
as . representing flowers, fruits, birds, animals,
fishes and landscapes, The former were made after
the strange models of Kuan-hsiv, whereas the latter
were studies from nature, The subjects of most of
the picrures mentioned in the Hsiian-ho catalogue
are water-birds and plants, but there are also land-
scapes, and the only picture ascribed to Liu Yung-
men i Ki-kung shi-fua ehi, vel. XLIL, is a small
landscape representing Peaks of the Shang Mountain
Rising over a Misty Field, but it is evidently a copy
of later date. The picture of 2 Goose in a private
collection i China, which is reproduced in Sogen
{p.15) represents the same type of bird-painting as
the works of Wu Yian-yii.

Ai Hsiian was practically contemporary with Wu
Yiian-yii (possibly a few vears older) and a favourite
of the emperor Shén-tsung (1068-1085), who em-
ployed him for certain works and had his name
listed among the court pamters in spite of the fact
that he had not the standing of a regular academician.
He painted plants and birds, specializing in quails,
which he placed among withering grass or thomy
shrubs suggestive of marshlind or drab sandy
plams. The picture m the former National Museum,
representing An Eggplant and 3 Tuft of Cabbage,
which is provided with Ai Hstian's signature and
an imperial seal, is obviously a copy of later date,
bur it is worth remembering as a- characteristic
design, Other minor paintings, such as the fin-
shaped album-leaf in the Palace Museum collection
representmg Poppy Flowers.? and the picture of

Four Magpies Anacking a Grashopper, in 2
Japanese collection®, may also be mentioned as
specimens of Ai Hsfian's very painstaking but some-
what dry manner of painting. He was apparently

an excellent techmician, but not as sensitive to the
living charm of the flowers as for instance Chao
Ch'ang.

The painters who specialized in flowers and birds
were quite numerous at the end of the eleventh
century. Many of their names are found in T u~fuur
chien-wén chih and Hua-chi accompamied by short
notes, and some are more extensively recorded
in Hsiian-ho hwo-p'u. But these records do not
convey the impressions of very important artistic
personalities, nor can it be said that the pictures
reproduced under their names inspire much con-
fidence. This applies for instance to Li Chi, Li
Chang, Tai Wan, Ts'ui Ch'io, Ko Shou-ch'ang and
Yo Shih-hsiian (who was represented by forty-one
pictures in the imperial collection), not to mention
the more independent or cccentric priest-painters
like Hui-ch'ung and Chii-ning, who painted only
when he was drunk. Their works would probably
attract more mterest today if they had been pre-
sérved.

I Yian—chi s akso classified in Hsiian-ho hua-p'n
as a painter of flowers and birds, though he carned
his greatest fame as a painter of deer and gibbons.
His main activity seems to have fallen about the
middle of the eleventh century or shordy after; he
passed away suddenly in 1066 or 1067, His life is
recorded in the Hsfian-ho catalogue, where a
number of his works are listed, and also by Kuo
Jo-hsii from whose account in T-hua chien-wén
chih the following may be quoted:

“I Yiian-chi, t=i Ch'ing<chih, was a man from
Ch'ang-sha of quick and extraordinary intelligence,
surpassingly skilful as a painter. In his paintings of
flowers, bees and cicadas, he revealed their inner-
most characteristics. To begin with he painted only
flowers and fruits, but when he saw some paintings
1 Cf. Kk Chowd'un, V, 1.7,

2 Shina Kachs,
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by Chao Ch'ang, he sighed (realizing his inferiority),
and from that nme he set himself to paint things
which the ancients had not represented 5o as to
become famous: He painted henceforth only deer
and gibbons,

“He travelled widely in Hunan and Hupei and
walked more than a hundred li m the Wan-shou
mountains in order to observe all the different kinds
of apes, deer and roebucks and ro gather impressions
of trees and rocks. Thus he leared all their different
characteristics and wild habits thoroughly and
whatever he observed he stored in his heart. He
lived for many months with the people m the
mountains, enjoying this toilsome and simple way
of life.

“Behind his own cottage m Ch'ang=sha he dug a
pond in which he placed some stones, and between
these he planted flowers and clumps of bamboo and
reeds. Then he introduced some water-birds, and in
this way he was enabled to observe through his
windows the atttudes of the birds when moving or
resting, playing or sleeping, which became a great
help to his creative activity with the brush.

“In the chis-ch'én year of the Chili-p'mg era
(1064) when the Hsiao-yen hall in the Ching-ling
shrine was constructed, Yitan~chi received official
order to paint a screen for the Yingdi Hall of
Fasting, On the central panel he painted T'ai-hu
stomes. with some of the well-known pigeons from
the capital and the celebrated flowers (mutan) from
Lo-yang, but he decorated the side panels with
peacocks. On a smaller screen for the Shén-vu hall
he panted some rocbucks; all these pictures
wonderfully expressive.

"When Yian-chi first received the imperial
command, it made him very happy, and he said to
his family: *All through my life [ have devoted
myself to art; but only now have 1 got the opportu-
nity of making myself famous’. Shortly afterwards
he received an imperial order to proceed 1o the
K'ai-hsien hall and o paint 2 picrure on silk re-
presenting The Hundred Gibbons for the west
gallery. An order wasalso given toa palace official to

superintend the work of the artist and to pay him an
imitial sum of 200,000 cash for chalk and ink. But he
had not painted more than ten apes before he fell ill
and died.

“All the works that 1 Yilan-chi did during his life
were unlike those done by the common crowd.
Somie of his ideas were very free, others quite strict,
He did not follow very closely any particular
muster, yet he knew how to appreciate the ancients,
He surpassed all his contemporaries by far and
enjoyed a great general appreciation. If YHan-chi
had had the oppuortimity of completing his picture
of the Hundred Apes, he would have been
richly rewarded by the emperor. But alas, he died
suddenly.

“There are sull pictures preserved in the world
which he made from life, of rocbucks, apes, pea-
cocks, flowers and birds of the four seasons and
studies of vegetables and Fruirs.™

I Yitan—chi, who apparently never was a member
of the Academy of Painting, must have been a
rather unusual and independent artist, more highly
appreciated after his death than during his life, The
emperor Hui-tsung had collected no less than 245
pictures by the master, and Mi Fei, who as a rule
does not spare his critical remarks, has nothing but
praise to bestow on ! Yiian-chi. His notes abour the
pamter also suggest that | Yilan-chi’s artistic
superiority over the academicians was so marked
that some of the latter even found means of shorten-
ing his life. Mi Fei wrote:

“I Yiian—chi was the only man after Hsii Hsi. He was
ant excellent painter of herbs and trees and the heart
of leaves, hm:hmdmm:]s._[lm like Hsii Hsi of
South T'ang. After him there was no one who
could carry on the succession. He was, however,
appreciated only as a painter of gibbons, which
must be regretted. Some people say, in reference
! The editor of the toxt has added the following information:
“In the t-chiao court of the Ch'ien-tung kuan he puinted very
beautifil rochucks, apes, rrees and rocks, Anorher time he painged
same hawks on 3 scresn in the office of 3 magistrare (Tu-chien)

in Yii-tung, After that the swalloves which had pade their ness
in the room never came back ™
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to the wall-paintings in the Hsiao-yen hall, that
Yilan-chi received order to paint only deer and
gibbons, becuse his great skill had aroused the
Jealousy of the academicians, and finally he was
poisoned.”

To what extent this last remark may have been
justified, is no longer possible to tell, It is true that
Mi Fei is the only one who reports it, but Kuo
Jo-hsii and the other critics may have suppressed it
simply from deference to the very mfuencial
acadenic ciecles, Tt throws, however, an interesting
light on the atmosphere prevailing in the field of
painters. and  serves eminently to confirm the
artistic superiority of I Yitan-chi.

I'Yiian-chi's particular fame as a pamter of gibbons
has led to an abundant use of his name for pictures
representing such motifs. Most of these are copies or
imitations, but two or three of the pictures known
0 us may possibly be his own works. Foremost
among these should be mentioned a portion of a
handscroll in the Abe collection in the Osaka
Museum representing a gathering of a great number
of gibbans in varied and expressive positions along
the creviced and hollowed mountams and m bare
tees  (Plz1y). The gibbons are characterized
with humour and feeling in all sorss of mtmate
occupations: some are cuddling their voung ones,
some are cleaning themselves, others searching,
chmbing, hanging on their rope-like arms, resting,
or hiding among caves and cliffs. The composition
is indescribably nch: the rocks, the trees, the rushing
water and the small elastic creatures form an intri-
cate pattern, all vibrating with the breath of life
commumicated by a brush which is at the same tme
playfully skerchy and unfailing in éxact definitions,
The picture is not in the best state of preservation
but has the quality of an original work of the Sung
period, which tends to confirm the traditional areri-
bution. Related to this picture in spirit and execution
are the circular fan-pamtings, representing playing
monkeys from the Manchu Household collection.
Two of them are reproduced in Ch'ing-kung ts'ang
and one was exhibited in Hui-hua knan in Peking

1954, Here the three monkeys are balancing on 1 tree
branch, but in another example they are occupied
in snatching young herons from their nest, while
the mother of the birds is soaring above, crying
anxiously. The scene had evidently been observed
m nature, and it is rendered with no less humour
than sympathy, expressed in the movements of
the gibbons, one of which i cuddling a young
bird like a baby, while another is waving one
long arm to the crying mother-bird in the air. The
compositional arrangement within the small circle
15 remarkable for its combination of balance and
freedom and its suggestion of open space within the
narrow frame (Pl.218),

There is a third and much Lirger picture (198x
103 cm.) ascribed to the master m the National
Museumn in Stockholm. It is executed in mono—
chrome ink on paper, and the monf s here two
gibbons climbmg in 2 wu-t'ung tree. Splitted rocks
and a tuft of bamboo fill the lower portion and the
right side of the picture, the bamboos forming an
effective dark background to bunches of large,
light—caloured leaves, which are drawn-as lightly as
possible with admirable exactness and sensitiveness.
The two gibbons, which may be said to fill the roles
of the emotional parts in this dramaric monf, are
evidently in a state of excitement or high tension.
The one who is hangmg on rope-like arms from
two slender boughs at the top of the picture, seems
to be ready to throw himself on the companion who
1s sitting ot a dry branch lower down and looking
upwards with glistening eyes (intensified with gold)
and open mouth: Their positions, movements and
expressions make it evident that they are both ready
for a fight, which will ensue as soon as their move-
ments find their natural release.

The pictorial effect of this composition, which
depends on a scale of ink-fones ranging from deep
black to almost ransparent grey, suggests a vibra-
tion of light and shade, f.¢. an atmosphere, which is
no less important for the momentary mood than the
tension in the elastic figures (PL.219),

But this is true only of the upper half of the
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picture, which is most enjoyable from a pictorial
viewpoint, whereas the lower section, with thecliffs
and the rvulet, the bamboos and part of the tree
branches, has been muddled by the efforts of a
restorer. Concentrating our attention on the upper
half of the composition we may stll observe here
what Kuo Jo-hsii called “the heart of the leavey™ in
I Yiian—chi’s paintings, by which he probably meant
the supporting nerves stretching from the base to the
tip of the leaves. They are drawn with a very
sensitive hand that may be said to transmit the life-
breath. In other words, while the upper parts
of the picture may be said to ransmit its original
quality and arnstic sigmificance, this has been lost
to a large degree in the lower portion of the
painting.!

Ma Fén (or Pén) was a bird-painter of some fanie,
whose name is attached to still existng picrures. He
was active at the very end of the eleventh and the
begmning of the twelfth contury and served as tai
chap i the Academy between 1109 and ri25. He
may thus have witmessed the final collapse of the
Northemn Sung regime and the destruction of the
capital by the Chin armies, but nothing s known
about his fortunes after that date, i.c. whether he
died or whether he saved himself like some of the
other painters. We have no reason to assume that he
continued his actrvity m the South, nor does he seem
to have belonged to the circle of painters who were
attached to the emperor Hui-tsung and mfluenced
by his artistic ideals, which also gives ts ressons
for mentioning him here rather than in a larer
chapter.

He is said to have painted religious subjects as well
as animals and birds and became particularly
famous for his pictures of The Hudred Gibbons
(like 1 Yitlanchi). The Hundred Horses, The
Hundred Bulls, The Hundred Sheep, The Hundred
Deer, and The Hundred Wild Geese. i.e. scroll-
compositions: fich in demail but nevertheles not
confused®* A long handscrell in the National
Museum m Peking representing Grazing Buffaloes
(signed and dared 1095} is apparently one of these

pictures, but unfortunately there are no reprodue-
tions of the picture available. Tt may be remembered
that the subject as such — Grazing Water-buffalocs -
became very popular in the artistic cireles in
Hangchou, which gathered around Li T ang and
L Ti

There is a very attractive picture i the Honolulu
Academy of Arts which represents A Hundred
Wild Geese and bears the signature Ma Fén, It owes
its attractiveness partly to the high guality of the
brush-work, which is Light, rapid and subtle, but
equally o the design. The whole thing is like a
virtuoso performance in tones of ink and thythmic

spacing by which the floating movements of the

birds are expressed as swiftly and Lightly as in narure.
The long river and marshland rogether with the
misty sky form a continuous background for the
reeds and bending grasses that are swaying in the
wind, and for 4 few stones and irregularities in the
ground. All through this the bicds form a wavy
chain, sometimes in groups, sometimes fn a thin
string, soaring through the air, diving m the
water, gathering in flocks on the shore, playing,
fighring, snd brooding - in an infinite vanery of
positions and combinations, accentuated by the
swift totches of the brosh. In the crescendo and
dimmuendo of the composition they gather, they
scatter, they reflect the rhythm of the painter’s
thonghts (PL22o).

The signature at the end of the scroll, which reads
Hochung Ma Fén, is apparently not by the same
hand as the pamnting, an observation which together
with the facr that the scroll has no seal earlier than
the Yung-lo period (1403-1424) has given cause to
some discussions and doubts as o the date and

E Thers are some twenty owners scali on the picturs, the sarbiesr
seschng . Yii-Fui, which @ the t2d of Chu Hal (1130-1206),
Another s=al i that of the well-koown panrer Li Tib-hun (1565—
155, but most of the wals conrsin fmey names, | Yilanchi's
signatire and seal may have been added in connexion with an
early restoranon; it reads: Ch'ane-shs Cho-chiao T Yilan—chi.

2, Husehi, Chapt VIl “Soall Views amd Miscellineons

Paintings™, The e record i repeated in Tiibiri paiechion,
vol.liTand chewhere.
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authenticity of the picture.” If the signature is a later
addition (possibly of the Ming period), we have 1o
fall back on stylistic criteria in our attempts to settle
the date of the picture, These may be said to consist
partly in the design, the spacing and composition of
the successive scenes, and partly in the brush-work,
the use of the ink in jets and lines, which reflect the
painter s conception and remperament. it must be
admuitted that the picrure is remarkably far developed
along these lines, the spacing is excellent, the move-
ment of the hirds is very free and proceeding
various - direetions, the brush-work i light and
spontancous — suggesting wind and mist, movement
and rest in many different stages. The picrure seems
in this respect somewhat further developed than the
pamtings by Ts'm Po, or | Yilan<chi, or other
contemporary painters, nor does it show any closer
stylistic connexion with the kind of bird-pamnng
that was practised in the Academy of the emperor
Hui-tsung. It is distmguished by a subtle pictorial
qutality that hardly appears in Chinese ink-pamtings
before the end of the Sung or the Yiian petiod. A
definite statement: that it was painted about that
time would be premature. since the material for
companison is so fulty, bot it must be admitted that
the stylistic criteria point to such a conclusion, The

actual date of exccution is probably somewhat
later than indicated in the signature, but it should, on

the other hand, be remembered that the picture has

for a long time — probably since the Ming period -
been considered a work by Ma Fen. It is introduced
at this place for traditional rather than n:}"llsm:
reasons and because it 1s one of the most attractive
bird-pamtings of late Sung type still existing.

! Yulcio Yashito published this scroll m Sijutsw Kenkyil, No.ty,
April 1937, describing it as “one of the mes interosting pieces
among Chinese printings in the International Exhibition of
Chinesp Arrheld in London 103419367, and 25 " one of the most
precions extant works of great Sung paintings”. He accepis i as
2 geauine signed picture by Ma Fén, execnted "in view of the
somewhat archaic brush-work™ in the reign of the emperor Hii-
mung (11o1=1125), bur pomes out in the nexy sentence thar “the
tiroad and light brosh-work, which is especially noticeable in the
rocks and ground of the piciure, wis mosr populir about &
contiry later, that |8 to s3y towards the end of the South
Sumg”. I sympathize in paraculsr warky the last remark.

Censguently it seemi to me: that Bdgay O Schooek, formes
Dhréctor of the Honolulu Academy of Arta. slightly overshot the
mark whien he, in The Honoluls Andemry of Aris' Bullefin, 1930,
amgned the puoture to the early part of the Ming perod: He too
paints vut that the picture has “many of the qulifte of the
Southern Sung style”, but finds thar they are “combined with
new prmciples such as the uic of Light and mist, the larger umity
it the winom secione, the flights of the geese m the dird
dimezsdiedy and the variety oo the combimation: of the mef®,
Thie observations are well taken: bot the stylistic fratures poinred
our g this cnmeal analysis may also be fovmd m- pictures of the
South Sung period.



The Emperor Hui-tsung as a Painter, and Some of His

Predecessors and Followers

|

It 5As alrcady been pomted out that the imperial
house of Sung had a more immediate influence on
the evolution of painting than any other ruling
family in China, but it may be of interest to add here
a few passing words about the merits of the various
emperors with regard to this. Some of them were
gifted as pamters or calligraphists and most of them
took an active part in the building up of the imperial
collections. The key-note was struck already by the
founder of the dymasty, Tlai-tsu, who, after the
submission of the South T'ang and the Western Shu
states, attached the best pamters from these states to
the imperial court of Sung, This was the first step in
the reorganization of the so-called Academues of
Painting (Hua-yiian) which had existed in Nanking
and Ch'éng-tu.

The second emperor, Taitsung (976-997),
eamned a great personal reputation as an excellent
calligraphist, and e ordered that fine paimtings and
specimens of calligraphy should be brought to-
gether for the palace collection from all over the
country. His suceessor, Chén-tsung (998-1022),
was himself active as a painter; zmung]ﬂs works are
mentioned forty scrolls which he presented to the
scholar Chung Fang, but nothing is said abourt their
motifs or artistic merits! When the Yii Ch'ng
palace was built, painters were summoned from all
over the country to decorate it

Jén-tsung (1022-1063), the noblest and most
virtuous of the Sung emperors, eamed a consider-
able repuration as painter. Kuo Jo-hsii writes m the
third section of T'w-hua chien=wén chil that the

emperor was endowed by Heaven with an excellent
understanding for painting, and when he wiclded
the brush he surpassed common men. Two pictures
by the emperor are particularly mentioned, fe. an
imperial horse and & monkey; but according o
other sources, Jén-tsung devoted his arustc talents
most particularly to the painting of Buddhist
subjeets.

The following monarch, Shén-tsung (1068-
1085), was perhaps less of an artst, bur he made
efforts to increase the imperial collection and
secured all the picrares by Li Ch'eng thar could bhe
found anywhere in the country, because he con-
sidered thar master as the foremast of all the painters
of modern times. He bumlt the Ching-ling Shrine
and had it decorated by the best artises.

The final culmination of the imperial leadership
and encouragement in the field of painting was,
however, not reached wntil the time of Hu-tsimg
(rro1-1125), whose importance i this respect will
be discussed presently, but before we revert to this
crowned arust a few words may be added about
some other, partly older, members of the imperial
family who, so to speak, prepared the soil for the
great flowermg of painting at the court in the tme
of Hui~sung.

One of the earliest and most gified among these
painters was Li Wei, tzi7 Kung-chao, from Ch'ien-
t'ang. He was not a prince by birth but had the good
tormune to be received into the service of the emperor
Jén-tsung at the age of thirteen. His exceprionally
polite and agrecable manners won him the pasticular
' Of. ¥ Chien-hua, Cliwgkus Fivizhua shily, vol.L Py,
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favour of the emperor, and he was allowed to
marry one of the princesses. He became thus a
member of the imperial fmily and had (as such) an
important military career. This did not, however,
prevent him from devotng much of his time to
painting and calligraphy, but he did it as far as
possible secretly; as soon as he had finished a picrure,
he destroyed it; he did not want anybody to know
that he was occupying himself with pamtng. Con-
sequenitly his pictures became very rare; only two of
them formd cheir way to the mperial collection, and
one of these has been tentatively identified with a
picture in the Boston Museum called A Bamboo
Grove with Pavilions, an ink-panting, partly
exccuted in the so-called fii poi' manner. The
composition is very simple and with a tone of idyllic
repose; the brush-work bespesks the amateur racher
than a trained painter. The picrure shows no
connexion whatsoever with the great masters of
landscape and bamboc-—painting who were active at
the time.

Wang Shén, =i Chin-ch'ing, was a man of the
same social stnding as Ly Wet, He married the
emperor Ying-tsung’s daughter and lived for a
while in an annex of the impenal palace, but served
al$0 24 2 mulirary governor of Ting<chow His main
interest was, however, centred on the fine ars and
the study of the Classics: “He sought the company
of poor scholars and did not associate with wealdry
1dlers, nor did he indulge n sensual pleasures (music
and women), but devoted himsell consistently to
painting and calligraphy.”™ We have already mer
him in the assembly of scholars and artists gathered
around Su Shih and L3 Kung-lin and represented by
the larter i the famous panting known as A Literary
Mecting in the Western Garden. According to the
description, this took place in Wang Chin-ch'mg’s
garden, probably in the neighbourhood of his
residence, where he also built a special storchouse
for his art treasures called Pac-hui t'ang, It was
filled with precious specimens of ald and modem
writings and paintings which served him as models.
According to the biographer, "“he used o place

landscapes by the old masters on the wall, and then
he said: ‘I am doing like Tsung Ping, who used to
strall about (enjoying the landscapes) while lying on
his bed", If he had not had mountains and valleys in
his bosam, he could not have done it", to quote
Hsitan-ho hua—pu.

In his pamtings he wsually represented musty
rivers and far—reaching valleys, with shady willows
and fishermen working on the shores. But there were
also steep cliffs with roaring torrents, deep forests,
secluded spots, peach-trees by the stream and straw-
covered cottages — “scenery difficult for a poet to
describe”,

Teng Ch'un wrote in Hua-chi about his manner
of painting: ""He followed Li Ch'éng’s &'un-fa, but
used also gold and green colouring . . . His small
landscapes were, however, painted with ink only
and represented open views m accordance with the
manner of Li Ch'éng. Therefore Su Tung-p'o sud;
'Chin-ch'ing grasped the three secrets of dhe p'o mo
(i.e. graded or broken ink) manner’.”

The same characterization is repeated in T u~hui
pao—chien in still more explicit terms, wiz.: “He
followed Li Ch'dng in painting landscapes which
were pure and lovely. He also did coloured land-
scapes in which he followed General Li of the T'ang
dynasty, His style 1s neither ancient nor modem; he
established his own school (style) as a landscapist; in
his paintings of mk-bamboos he followed Wen
Thung.”

If we may believe the abovequoted anthorities
Wang Chm-ch'ing was something of an eclecricas a
painter and worked m ar least two- quite different
manners, one denved from Li Chao-tao and the
other from Li Ch'éng. There were o to speak rwo
faces to his art as a Izndmpo—ﬂmr. a fact also
reflected in the various pictures preserved under his
name. The most remarkable and probably most
authentic among these is the small handscroll in the

YIn the fei pud manner the mk-scrokes sre not Alled our evenly
but leave some empry wiite spots,

T O extemive biographical notes sboor Wang Shén i Heim-
ho bwe-pu, wolrz, and sl in Fuecld, volll, “Princes and
Moblemen"”, where also Itis tnmanner of painting i chirctorized.
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Ku-kung collecnon which is painted i the “blue
and green manner’” of Li Chao-tao and is said to be a
record of the pamter’s dream.

It represents the abode of the Tmmortals i the
form of a rocky shore rising over a wide bay; the
mountain is strewn with pretty pavilions where
minuscule figures are enjoving the pure air of the
blue mountain paradise, The picture which has the
refinement of a miniature is signed by the arust and
dated 1124, while one of the three colophons com-
pleting the scroll is dated 1127.

The other mode or current of style which served
as a guidance for Wang Chin-ch'mg 23 a landscape
painter may be observed in the larger scroll known
as A Fisherman's Village in Snow.* It is a rather
broadly executed ink pamting, pictorally effective
though possibly inspired by some of Li Chéng’s
designs. It possesses such characteristic elements of
the old master, as the dry and writhing trees, the
fissured rocks rising in steep waves, and the drab and
desolate air of a cold winter day and is mdeed a very
effective composinon but whether it actually was
exccuted by a master of the Sung period, is by no
ineans clear from the reproduction (Pls.222 223),

it may also be of interest in this comnexion to note
that among the landscapes reproduced in Ki-knng
shu=hua chi as anonymous works of the Sung period
arc some which may be sad to illustrate the
same kind of dependence on the Li Chéng tradition
as is said to have been characreristic of Wang Chin-
chiing. Tn the example here illustrared® the Li
Ch'éng style is 1o some extent combined with
clements of Kuo Hsi's more dramatic art, burt if ic
were paiited (a¢ presumed) at the very beginning of
the twelfth century, or later, it can certainly be said
to dlustrate the archaistic current of lindscape-paint-
mg prevailing in official circles ar the time and
supported by gifted connoisseurs and gentleman-
painters of Wang Chin—ch'ing’s class,

Among the members or relatives of the imperial
family who were active as painters towards the end
of the eleventh centiury may be mentnoned Chao
Tsung-han, a younger brother to Ying-teung, and

Chao Shih-tung, (=i Ming-fa, and the foremost
among them all, Chao Ling—jang, best known inder
his iz Ta-nien. They are all greatly praised, but no
works by the two first-named have been preserved.
Tsung-han is said to have specialized in painting
geese, His pictures were admired even by a critic
like Mi Fei, who wrote a poem on Tsung-han's
picture of Eight Geese,

Shih-tung was a distinguished scholar and literary
student, the only one among eight competitors who
in the Yiian-fu era (1008-1100) was awarded the
chin shilr degree for artistic ments. His competence
as a painter must have been of 2 high grade, if we
may believe Ch'én Shih-tao (Howshan), who in a
poem placed him on a level with Chao Ling—jang,
These two men were said to be the foremost artists
at that ume, but whereas Shih-ning nowadays is
hardly more than a name, Chao Ling-jang can sull
be studied in some paintngs and quite extensive
hiographical records, as for instance the following
from Hsilan-fo hua-p'u.

"Ling-jang, tzd Ta-nien, was o descendant m the
fitth generation of Tlaisu. He grew up at the
court surrounded by wealth and refinement. but
was (nevertheless) able to devote himselfto the study
of the Classies and hisrory and o entercun himself
with brush and ink; he found the greatest pleasure in
painting with colours. His collection of calligraphies
and paintings contained fmous specimens of the
Chin and Lin Sung epochs as well as of later periods.
Whenever he saw a work of are he at once grasped
its wonderfil qualites. Are not such occuparions,
even when of a modest kind, better than gambling,
or (occupymg oneself with ) dogs and horses?

“His paintings offer wide views over low em-
bankments and lakes, or represent shady grovesina
misty atmosphere with ducks and peese; they have
an air of quier repose which is very pleasant and
which has made them highly appreciated by con-
noisseurs. But the views of the embankments and
the islets are always from the neighbourhood of the

! Reproduction in The Grest Heritages of Chiriese Art, 9ol VL
3 . KAk, Shubuiachi, wol. X1,
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capital, 1f he had taken his monfs from the beautiful
districts of the rivers, the mountaing and the lakes in
the South, he might have become equal o the
masters of the Chin and Liu Sung periods.™

The appreciation of Chao Ling-jang’s art at
the courr is also illustrated by the story about
how he presented a fan-painting to Ché-tsung, on
which the emperor wrote: Ko t'ai — Glory of the
Country.

The biography i Hia-chi contzins the same
general nformation supplemented with some notes
regarding Chao Ling-jang's paintings, wviz.: "His
snow-scenies are of the same kind as Wang Wei's,
his paintings of islers with water-birds have the
atmosphere of rivers and lakes, and in his pantings
of bamboo groves and hills he followed Su Tung-
p'o . .. But if one observes his brush-work closely,
one may notice a certam effeminate softness resulting
from his love of excesive refinement in his early
vears. If be had added some boldness to his works
they would have become more important, and his
pictures would have been not inferior to those of the
Little General L1, , ,

“When Ta-nien had become famous he was
beleaguered by people (asking for his picrures), so
that he could find no lessure. He threw away his
brush in distress and said: ‘T am now a slave of art,
and as 1 have become so well known, | see no longer
any help for it".”

This characterization of Chao Ling-jang’s art with
the somewhat dimmed criticism of his inclination to
effeniinate softness is more explicitly formulared ina
colophon by Huang T ing-chien: (which must have
been known to Téng Ch'un). He wrote:!
“Ta-nien imitated Master Tung-p'o’s hills and
bamboo groves m a picture which 1s very attractive.
Yet one cannot help feeling that his brush-work in
the bamboos as well as i the stones is rather soft and
effeminate, which may be due to the fct that m his
early years he liked excessive refinement. If Ta~mien
had been older he would certanly have done better,
and if he could have nid himself of music, women,
fur-coats and horses (Le. all worldly artachments)

and had carried a hundred books mn his bosom (f.e.
possessed more literary culture), he would not have
been inferior to Wén Yii-k'o.”

Huang T'ing-chien, who after all was the best

informed and balanced art-critic at the tme, had
evidently a sincere sympathy for Chao Ling—jang’s
sensitive landscapes; but he could not suppress a
fecling that the painter hardly ever reached full
maturity, partly doe to the diverting responsibilities
of his social position. Such is apparently the sug-
gestion conveyed by his colophons on paintings by
Ta-nien, as for instance the following:
“In his early years Ta-nien kept a good girl-dancer,
called Chien Wa, in his house. Yer he was not
infatuated with wine and music, bur kept on playing
with brush and ink. Nor did he sink oo deep in
(striving for) wealth and rank."

This rather favourable estimate of Ling-jang's

artistic activity is balanced by another colophon
with a more critical tinge, to wit:
“The view is far reaching, deserted and peaceful and
in some respects quute satisfactory. Bur if one
compares it with the old masters’ works, it lacks
strength and boldness and a lisung qualicy.”

In'a third colophon the entic admits that though
Ta-nien in his early years was playing like a child
(for which he should not be scolded), he finally
“reached the fulfilment of his desires and stands as 2
competitor of the Lirtle General 11" The last com-
parison was hardly meant 1o be interpreted literally,
but it shows nevertheless that Huang felt that Chao
Ta-nien grew to be an important master towards
the end of his life.

According to this estimate the change in the
painter’s style must have become more marked with
the years, and one may well ask whether any traces
of this development are to be discovered in the
pictnres which pass under his name. Some of these
can hardly be accepted as originals, yer they
represent a uniform type of landscape which seems
characteristic of the master. They are mostly hand-
scralls of small size {or portions of such) representing
LCF Tung-p's shan-ku 'i-pa.
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views over open marshland where a river winds
between low banks and solitary willows, or clumps
of more robust leaty trees spreading their shade over
thatched cottages. There are seldom any human
figures, only ducks and geese which play along the
shores, while long-drawn trails of vaporous must are
Aoating close to the ground between the trees. The
light is subdued, the evening mood 15 deep and quiet;
it matters little whether it s a chilly antumn day or a
warm summer night; one can almost hear the silence
in these pictures. It is evoked by “the low dwellings,
the tranquil groves, and the far expanse of water in
evening light, which make people who see these
pictures feel a3 if they were mavellmg in Chiang-
nan’, to quote a colophon by Ta-mien's friend
Wang Ting-kuei.

The best known examples of this type of land-
scape are some small paintngs in private possession
it Japan which apparently have formed parts of one
or two handserolls. The one i the Former Harp
collection i Sannotani s called River Scene in
Autumn, because of the leafless willows which
dominate the left side of the scene, while the spraces
on the opposite side are enveloped by must. White
geese are playmg in the shallow water, and some
dark birds are circling above (Pl22s).

Closely related to this is a little picture, formerly
m the Akaboshi collection and published in: Kokka,
No.224. It 15 sad to illustrate T a0 Yiian-ming’s
Kuei eh'ii It poem, but the little man on horseback
is quite insignificant, and the nile probably mis-
leading. The arnstic expression of the picture does
not depend on any literary allusion but simply on
the way m which the open space is balanced m
relation to the withering leafage and the far extend-
ing low shore-line. It may possibly have formed part
of the same scroll as the above-mentioned picture.

All these small pictures, of which there are
several, may be said to illustrate the common saying:
“A thousand i in a square foot of space”. They are
“perfect niver-views painted with loving skill”, to
use the words of Mi Fei, and they refleet something
of that soft and infimate mood which is said to have

been more characteristic of Chao Ta-nien’s early
work than of his later creations (PlL227),

There are also some complete handserolls which
pass under the name of Chao Ling-jang. They
represent the same kind of morifs as the small
pictures mentioned above, fe. views over low
muarshes and broad rivers with borders of nenuphars
along muddy shores, and some solitary trees which
rise in contrast to the wide horizontal expanse veiled
by a light mist that evaporates in infinity, One of the
best is the scroll (from the Manchu Household
collection now in the possession of C. P. Huang at
Taipei), which is dated 1100 and provided with 2
poem and colophon by Tung Ch'ich’ang (PL226).

Another s the picture in Mr. C. C, 'Wang's
collection which represents A Farmhouse by the
Raver onan Aurumn Morming, when the geese are
alighting. It has colophons by Chao Méng-fu, Kung
Hsiao snd others. A third handscroll (or portion of a
scroll), in the Fujii collection in Kydto, represents
T a0 Yiian-ming and a friend seated in an Open pavi-
bion in the midse of a chrysanthemum garden on 2
river shore, It is attractive owing o its idyllic charm
and remarkable for its refined execution inaspotless
kung pi manner which, however, bespeaks a skilful
copyist rather than the master himself, Yer it is
accompanied by encomiums signed by the emperor
Kao-tsung, the scholar Chan Tung-wén of the
Yiian period and Tung Ch'i-ch’ang, and may be
said to retain a considerable historical interest even if
it canmot be accepted as an original.

Tung Ch'i<h'ang wrote colophons on several
pictures by Chao Ta-nien in which he expressed his
admiration for the master, This may seem surprising
in view of the fact that the two men used quite
different methods of painting: Chao Ling-jang wasa
typicil traditionalist who followed in the footsteps
of the two Li and Wang Wei, whereas Tung Ch'i-
ch'ang was a representative of Wn-jén hua, i.e. the
later form of literary men's paintmg. But dhas did
not prevent Tung from expressing a high degree of
admiration:

"One who carnes the hills and valleys in his bosom
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does not need to travel ten thousand li by boat, nor
does he need to read ten thousand volumes of books,
If one wishes to become a great creative painter, how
could one attain to it m that way? It depends on
one’s own efforts, and one should not pay any
attention to common critics.”!

This defence of Chao Ta-nien, based on love of
his inborn genius, has a polemic nore directed
aganst earlier critics who blamed him for con-
nnuously repeating the same motifs and slighted his
individual culture and ¢reative ability. Timg Ch'i-
ch'ang found a great deal of this in the works of
Chao Ta-nien, who was capable of rendering “the
hills and the valleys™ - i.c. the ever—changing moods
and charms of nature - withour travelling far,
becanse it was to him as 1o the literaty painters of
later times pre-eminently a matter of spirirual
experience, The point of cantace was to be found in
a relative abstraction from the acual models of
pature and a reliance on the creative imagmation.
This may have been no less important in the case of
Chao Ta-men than m thar of Tung Ch'ich'ang,
though the former expressed itin a more subdued or
restraining manney than the lotter.

The mfluence of Chan Ling-jang on his surround-
g was no doubt due to his social standing and
general cultare as well as vo hus artisnie skill, [+ may
be traced m the works of some of the younger
pamters like Li An—chung and Liang Shih-min. An
excellent example of this influence is the littdle
picture in Mr. W. Hochsadrer's colleetion, which
is signed by Li Anchung and dated 1117, I
represents the same kind of moetif as so many of
Chao '[.'ing-jnng's pamtings, ir. a grove of leafy
trees partly enveloped in omst on 3 low river shore
and a small cottage among trees, and has more
distinet qualities of form and design than most of
Chao Ling-jang's works (Pl.228).

Another painting which may be remembered in
this cormexion is the handscroll in Hui-hua koan in
Peking signed by Liang Shih-min. It represents a
Tiver view in winter and isclis_th:lgnishcdbyavery
sensitive rendering in subdued tones of reeds along

snowy banks and ducks playing in grey water. The
inscription is by the emperor Hui-tsung. Liang
Shihi-min s said to have started asa poet bur showed
great natural alent for pamting; he did flowers and
bamboos as well as landscapes, mainly for his own
amusement while serving as governor of Chung-
chow.

Most of the members of the impenal clan and the
high officials who became known as skalful painters
followed in the wake of Chao Ling-jang, pamting in
a highly refined manner with colours. This was true
of Chao Shih-lei, =i Kung-chén, who pamted
“lovable small landscapes” and plum-blossoms;
also of Chao Shih-tsun, the emperor’s unde, and
of Chao Shih-én, duke of Huaidi, and of the
emperor’s son, Prince Yiin, who will be mentioned
presently. But therc were also men of more in-
dependent talent in this royal circle, for instance
Chao Tziich’ eng and Chao Shih-an, who pamted
ink-bamboos in 2 free and bold manner after the
fashian of Wen T'ung and Su Tung-po. Practically
all these men devoted ther tilents to forms of
pamnting which were developed to the highest
degree of perfecuon by the membes of the
Academy under the direction of the emperor.

* * -

Il

If we are o believe all thar Chinese chroniclers
have to twell sbout the emperor Hui-tsung as a
Pmmcrandapatmnnfamhlspla:tmhismry
appears certainly unique. It would he difficult o
fmd a monarch who to the same extent as this ruler
on the Dragon Throne devoted his individual
acvities and the dominating influence of his
supreme posiion to aesthetic pursuits and the
encouragement of painting in particular.®

The most complete information regarding the
emperor’'s occupation with the art of painting is not
to be found in the official Sung history, but in the
miscellaneous notes of Téng Ch'un in Hua-¢hi and

T Shuhia p'u, wol. 82
¥ Cf: our Tnrodiction to the Sung period.
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in some remarks by T'ang Houin Hua dien, not to
mention later chronicles, such as T u-hui pao—chien.
The accounts of these authors may be somewhat
coloured or exapgerated, yet there can be lirtle
doubt that they are based on fradition and actual
information of men who had belonged to the
academic circle or stood close to it. Téng Ch'un's
chronicle was published in 1167, and must have been
written not more than thirty years after the death of
the imperial artst in captivity, while the memory of
lus wonderful collections and arnistic establishments
was still fresh, and his extraordinary personality was
surrounded by a nimbus coloured not only by the
brilliant lines of his artistic accomplishments but also
by the wragic glow of his life in exile. These air-
cumstances should be remembered if we are to
imderstand the upndertone of Téng Ch'un's bio-
graphy, which 15 introduced with the following
words:
“The emperor Hui-tsung was endowed by Heaven
with the qualities of a Sage, and as an artist he
attained divine perfection. Shorty after he had as-
cended the throne he was invited by some high
officials o 4 banquet (for his enjoyment), but he
excused himself saying: ‘In my moments of lesure
from the innumerable affairs of state [ seek no other
pleasure than pamtmg’." One consequence of this,
according to Téng Ch'un; was that the collection of
pictures in the palace increased rapidly and “'became
a hundred times richer than under Jus predecessors™.
The author then adds a few remarks abour the
emperor's expert knowledge and certamn peculiaeities
of his style which will be quoted in our discussion of
his pictures. We shall then also have occasion 1o re-
turn to the descriptions that he offers of some of the
miost impartant works by the imperial sreist, as for
instance Cranes by a Bamboo Cottage, Ducks in
the Dragon Poal and The Abodes of the Im-
mortals. The lase 15 described as a picture of such
extraordmary brilliance and richness of detail that
the whale thing seemed like 3 vision of fairyland ora
dream-journey to the Taoist Elysium.,

Time and again the emperor gave feasts, either in

the impenial park, which was full of marvellous
animals and birds and rare plants and trees, or in 2
pavilion where specimens from. his collection or of
his own work were shown, One such decagion is
described by Téng Ch'un in the following words:
“In the fourth year of Hsitan-ho (1122) on a certain
spring day the emperor withdrew from official
busmess (afrer the uvsual visit to the Chancellory)
and invited the prime minister, the hereditary
princes and also subordinate ministers and officials to
see the imperial collection. When they arrived the
emperor rose to his feet and went to a writing-tahle;
the guests stood all around warching him, while the
servants took out the portfolios with the imperial
calligraphics and paintings. The prime minister and
each of the high officials received two scrolls of
calligraphy and two of painting, whereas the mmor
officials received only one specimen of each kind "™

A grear mass of paintings must have been shown
on this occasion, not only such as were executed by
the imperial host, but also works by his ancestors
and other carhicr masters, because 1t was “scven
o'clock in the morming when all the officials except
the prime minister retired speedily’”. The animation
(ncreased by a plentiful distribution of wine) ran
very high: “The officials fought violently for the
best things, even to the extent of tearing cach other's
girdles and caps, which made the emperor laugh.”

Among Téng Ch'un's "Miscellaneous Notes™ are
also some relating to the extraordmary appreciation
of the emperor’s own paintings and to the way in
which his collection weas increased, to wit::
“Whenever, in the Chéng-ho epoch (r111-1118),
the emperor made a painting on a fan; everybody in
the palace of the empress and in the residences of the
princes vied in copying it. Sometimes there were
hundreds of copies of the same picture, and those
who made the most successful copies tried usually to
have them stamped wath the mpertal seal” (A
habit which no doubr has contributed to the diffi-
culty of deciding the compass of the emperor’s own
work. )

The easiest and quickest way of mereasing the
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impenal collection was by provoking unavoidable
“gifts”, Thus, for instance, when 2 certain pairiting
by Chan Tzi<ch'ien was missing in the collection
and it was found out that 1t belonged to an ancient
family in Loyang, an imperial messenger was
despatched there, and “when he saw the picture he
appeared quite astonished and said: *This is just the
pictare which is missing in the palace collection’;
whereupon the owner immediately presented it to
the emperor, in perfect accordance with the saying,
‘when Heaven gives birth to a divine Sage, all things
will fmally cometo him”," The Way of Heaven was
m this case facilitated by the face chat the Divine
Sage took more imterest in his own collection of
pictures than m the protecuon of the nghes and
property of his subjects.

Maost of what Téng Ch'on has to tell about the
emperor’s occupations with painting s, however,
centred around the Yii-hua yiian, the imperial
Academy of Pamnting. As pointed out before,
institutions known by this name had existed not
only since the beginning of the Sung dynasty, bur
alsa at the court of the Posterior Shu dynasty in
Ch'éng-tu and Southern T*ang dvnasty in Nanking,
and possibly elsewhere in earlier times. Their main
purpose seems to have been to attach important
painters to service at court for the purpose of
recording important events and for decorating
screens and ‘walls, exc., not to mention their super-
vision of the imperial picture collections. In some
cases these mstitutions may also have included some
kind of artistic teaching or guidance,; but we have no
defmite mformation about their fimctions in this
respect until the fme of Hui-tsung. The foremost
members of the academies were honoured with the
titles of taf-chao or chik=hou, which mvolved mnks or
charges at court, corresponding to those of the
chamberlains, or the officials in attendance on the
emperor. But in the more fully organized acadermes
in the Sung time there were also i-hsiich and hsiieh-
shéng, that is to say, reachers and students of art. The
Hua-yiian became then a centre of art education as
well.

This was apparently a practical reform: of some
importance in the organization of the Academy.
Téng Ch'un 1s rather vague on the point, but Tzi
Yi-tzi writes in Ying-hsiich os'wnp-shue’ that “in
the Chéng-ho era (1111-1117) the emperor Hui-
tsung applied the methods of the T ai-hsiich to the
education of painters and called in artists from
everywhere to the examinations”. Through these
arrangements the Hua-vilan was placed under the
same general regulations as the T ai-hsiieh; or Han-
lin, the great central college for official examina-
tions; and as the same was done with the Shu-yiian
and the Ch'in-yiian, the Academies of Literature
and of Music, they all functioned as departments of
the Han-lin.®

In other words, paintess were selected and sub-
jected to compentive examination as far as possible
in conformiry with a system in practice since olden
times for the literary examinations, a fact also
confirmed by Téng Ch'un who wrote that “the
training (study) of the artists was like the examina-
tons tor the chin-shil degree; they had ro acquire
their degree by treating cermain subjects which were
determined by the emperor. who also nominared
the professors who were to serve as judges”,

These examinations or competitions were in the
ume of the emperor Hui-tsung the actval servis
rerunt in the Academy of Painting, and as the way in
which they were prepared and formulated is most
significant of the aesthetic attitude of the emperor
and the artists around him, we may add here some
mformation on the subject based on the reports of
Tzii Yii-tzii and Téng Ch'un.

The pamters who gathered at the exammarions
were expected to copresent or illustrate certain
quotations selected by the emperor from old poems.
One such poem was: “A Tavern in a Bamboo-grove
by 2 Bridge”. The painters did their very best to give

Y Quoted in Sha-har p'y, volrs, pag.

! CF A. G. Wenley. " A Notr on the so-called Sung Acadeny of
Painung”, Harvard Journal of Asatic Studies, 1942, and Soper,
ap. rit, Mote 210, p 191, with references ro mome articles to which
the author hus noe had soopss.
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a careful representation of the tavern in the bamboo-
grove and tried to render as much as possible of its
form. But there was one clever painter who re-
presented simply a pole sticking up over the bam-
boos by the bridge and carrying a signboard with
the single character Chin, “Wine", This made it
evident that there was a tavern in the grove.

Another guotation was: "“The scent of trampled
flowers follows the hoofs of the returning horse.”
"As this could not be rendered in defmite fornis,
how could 1t be made visible? There was an
excellent painter who found a way of illastrating
this marvel perfectly by painting 2 number of
butterflics followmg the horse and Auttering around
its hoofs. In this way he succeeded in representing
the scent issuing from the hoofs of the horse. Both
these painters came out at the top of the list,”

“The selection of the candidates for the study of
art (e, the Academy) was (based on) a selection of
their ideas; the painters who had the most brilliant
ideas were considered the best. It was just like the
examination of the scholars, in which those who
showed the mose brilliant literary tlent were
classified as the best. Although the use of the brush is
not the same in these two (examinations), yet suc-
cess and failure are (in both) the result of knowledge
or lack of knowledge.”

It may not be necessary here to repeat more of the
poetic gquotations chosen as subjects for the com-
petitions in the Academy; they were all of a similar
kind, offering evidence of the fact that the relation-
ship between literature and painting was strongly
emphasized and that painting was to some extent
placed under the turelage of literature,

The otder of precedence of the two arts was also

expressed in other ways, for instance in the relative
rank of the members of the two academies, which
was described by Téng Ch'un as follows:
"When the tai-chans were arranged according to
rank, those of the Shu-yiian came first and those of
the Hua-yiian after. The members of the Ch'in-yiian
and the various handicrafsmen, such as the makers
ot chess-pieces of jade, were all of inferior rank.”

shortly indicated. “The members of Shu-yiian and
Hua-yiian all reccived salaries, whereas the daily
wages of the artisans of the other d:pmmml;s were
cilled *food money”." A tai chao capable of doing
miscellaneous paintings was on service every night
m the Ju-ssii hall, to be ready to meet any un-
expected ¢all.”" And it should also be nored thae
“the members of Hua-yiian were not chosen simply
because of their manner of painting but also with
regard ro their human qualities”, a condition which
implied agreeable manners and instant submission
not only to the aesthetic opinions but also to the
personal whuims and washes of the emperor.

[f it were found that an artist was headstrong and
“worked n a carcless or independent manner”, it
was said that he “was not in agreement with the
rules”, and he was sent away. Because, writes Téng
Ch'om, “the thmg which at that dme was particu-
larly esnmated was formal likeness”, a statement
which he illustrates with a number of more or less
well-known anecdotes, which are too long to be
repeated here. It may simply be recalled that one
refers to the panting of a peacock climbing onto a
mound in the palace garden, and another to the
proper representation of monthly roses, which
change according to the hours of the day.

The formal likeness required was, however, not
simply a fithful reproduction of the outward
appearance of things, it had also to carry a suggestion,
an idea, az explained above, and make the beholder
feel or sense the inner significance or meanitig of the
scene or the thing represented.

Téng Ch'un is certainly not making an over-
statement when he writes thar “the artsts of the
time exerted themselves to the utmost in order to
comply with the emperor’s ideas. The paintings
made in the Paodu kung (The Palace of Taoist
Seriptures) were all executed by members of the
Hua-yiian. The emperor went there quite often; and
whenever a painting did not correspond to his ideas,
he had it plastered over and gave the pamter some
new advice. But in spite of all the mstruction and
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supervision by the emperor, nmany things done by
these artists were weak and worthless, bezause they
had not as yet completely freed themselves from the
common and vulgar manners of painting.”

Téng Ch'un’s obsequious description of the
emperor s a divine sage in matters of art and a
supreme genius m pamnting, inspired by Heaven and
the masters of antiquity, leaves us with the impres-
sion of something superhiuman — impossible to seize
and characterize in common words — rather than of
an individual master struggling to find expression in
cerrain forms of painting, Whatever he painted was,
according to the biographer, perfect, containing “all
the Six Principles of Painting”, and of the same class
as the masterpieces of annquity. And from the
further descriptions it appears that the emperor
must have produced 2 very large nmmber of pame-
ings, particularly of minor size representing flowers,
birds and animals..

The general information s repeated by T'ang
Hou in Ku-chin hua-chien, who, however, considers
the sitnation from s longer distance with a more
cnrcal eye (he wrote at the beginning of the
fourteenth century). He places the emperor’s
pictures - two different classes, the “wonderful™
and the “divine”, to wit: “He made pictures of
fowers, birds, mountains, stones and human figures
which were of the wonderful class; but some of his
ink-paintmgs of fowers and stones may even be
placed m the divine class. Among all the imperial
painters of former times Hui-sung was indeed the
supreme master.” In the continnation T'ang Hou
refers to the organization of the Academy and offers
the valuable mformation that the academicians used
to make copies of the emperor's paintings and
somerimes a5 a favouor of the divine pamter obtamed
his seals and signature on their most successful
copies. The critic adds, it is true, the assarance: "
can recognize the works by Hui-tsung at a glance”,
but gives no hint about the kind of distinctive
fearures that he considered most characreristic of the
emperor’s own works; we are left to solve this
puzzle by ourselves.

T'u-hui pao-chien by Hsia Weén-yen, which was
published about thirry-five years after T'ang Hou's
treatise, contains nothing new in the way of a
closer definition of the emperor’s art, but it gives a
condensed synopsis of the emperor’s artistic activity
in which the coloured paintings are praised no less
than the ink-paintings. To quote:

“His coloured paintings were heavenly things
executed according to the manners of the Chin and
T'ang dynastics. Bur he was partcularly good in
pating Howers and stones in ink, and when
doing bamboos in ink he made them ncat and fine
with no difference of light and dark but all n a
unified tane of scorched ink (ch'iao mo). They stood
close together, yer between them was some slight
space. He made his own style and did not follow in
the footsteps of the old masters. He took special
mterest in flowers and birds and added to their eyes
pupils of black vamish, large as beans, which stood
out in relief and seemed to be moving. To the
signatures on his paintings he added three small
seals: T ien=shui, hsiian-ho, and Cliéng-ho, but for his
writings he sometimes used the gourd-shaped seal.”

Judging from the above descriptions by Sung and
Yian eritics, the emperor worked with eqmal
success in colowrs and im a monochrome mk-
manner. [n using the former techmgue he followed
early, pre-Sung traditions and worked probably in
the so-called mo ki style (without outlines) of
Huang Chiizs'ai, whereas his ink-paintings of
flowers, stones and bamboo were done m a unified
tone of scorched ink, which may have made them
more akin to the works by the gentleman-painters,
and they were evidently most appreciared by the
critics.!

If we are lookmg for more detailed informarion
about the motifs and the compositions of the
emperor's pictures, we find some in Téng Ch'un’s
descriptions, though in an exceedingly hyperbolical,
not to say fantastic, formulation. In describing the
“strange beauty of the Scattered Peaks™ (e, the

V. “The Problom of Huf-mmg®, by Benjanin Bowlmd, m
Archives of the Chiness Arr Sacivty of America, V. 1931
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Abode of the Immorrals) he writes thar every square
foot opened a vista of 4 thousand miles, the clear
peaks were piled up in abundance, they were all
parts of the Jade Mountain in the land of the
Immortals (Lang-fing). The luminous clouds were
spread out and multcoloured like the Milky Way.
The lofty buildings in which the fmmorrls diwele
reached up to the sky. A bnght armosphere of
happiness and good fortune filled the immense
space and aroused in the spectator a desire to stride
across the wide expanse and to move upward freely
and casily like the whirlwind, quite unfettered by
(tics of ) the human world.

The same picture is mentioned by T ang Hou as
A Dream Joumey to the Lind of the Immortals,
and he savs that 1t aroused in the onlooker the desire
10 start on a spirit journey to the most distant regions
of the universe and made him loseallinterestin things
of this lmman world.

The picture must indeed have been something
quite extraordinary with its atmosphere of empy-
rean beauty, its innumerable details of figures, birds,
animals and buildings, its heaped up peaks and
luminous clouds, but whether the deseriptions are
based on actual observations or simply on hearsay is
not so easy to decide. No copy of it has, to our
knowledge, survived, nor any picture by the
emperor or from his circle thar could be said to
represent the same trend of thought,

The other pictures deseribed by Téng Ch'im are
less fantastic. One of them represented Cranes
Alighting near a Bamboo Cotrage, and was con~
sidered remarkahle because the cranes were depicted
im at least twenty different positions, stretching their
necks and crying to Heaven (thus expressing their
thoughts), or cleansing their feathers in the clear
spring; some were standing in pairs but not quarrel-
ling, others walking along quietly ... no two of
them were alike.

Another famous picture of water-birds was called
Ducks in the Dragon Pool (Lung-hsiang). This
picture was shown at the official reception in the
Ch'iung-lting Park in 1103 and was greatly admired

by the invited guests, “who stood around locking
respectfully at the imperial writing and painting”™,
The motif returns, more or less completely re-
presented, it one or two of the pictures which are
attributed to the emperor Hui~tsung, which does
not prove that any of these pictures are by himself,
simply that such motifs, i.e. ducks, swans, herons,
etc. were popular in the circle of the imperial painter.

Téng Ch'un gives a condensed account of the

emperor's. passion for strange animals, birds and
flowers ‘which were introduced into the palace
garden from various parts of the realm and foreign
countrics and then gradually depicted m series of
albums. This zoological and botanical interest of the
gmperor had evidently a considerable influence on
the activity at the Academy of Painting, and may
consequently be reported i accordance with Téng
Ch'un’s presentacion of the matter;
“During the long period of prosperity and peace,
many auspicious things which bring good luck
came in day after day, and they were all noted down
by the recorders.

“Among the birds and aninals there were the red
crow, the white magpie, the heavenly deer, and the
Java sparrow. They were all kept in the palace
garden. Among the trees and planss were many
kinds of junipers and purple fungi, peal-lilics and
gold-oranges, double bamboos, melon-fowers, and
Lien-chin trees; they were all extraordinary, they
had branches interlocking and their stems growing
together; there were more of them than cn be
enumerated. The emperor selected fifteen of the
most extraordinary specimens and painted them in
colours in an album, which was called Hsian-ho jui-
Lans 157

“There were farthermore the scented jasmine and
the Indian Sals flowers, both products of foreign
comntries. He made inquiries into their place of
origm and examined their nature thoroughly. Then
he described them in poems and made pictures of
them which formed a second album. Then he made
pictures {and poems) of a third selection; including
the purple jade-fungus, which flourished abundantly
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in the inner courts of the palace, the violer bamboo
with the sweet dew of the night, the white crow and
the red hare, the parrots, the snow geese (swans);
and the pheasants with their long trailmg il
feathers, the young phoenixes with feathers shining
like jade, the tortoises with glittering eyes and the
seven stars of the Dipper on their backs (which live
among the lotuses); furthermore stones shaped like
coiling dragons and soaring phoenixes (aupuring
longevity), and plantams growing mto 2 common
stem with double leaves and mtertwined branches;
thus making up a third volume of fifteen.

“Then he pamted one by one all the pure white
animals and birds i the garden, and these (pictures)
formed the fourth volume. He kept on adding
paintings until he had made thousands of albums,
and to each of these he asked the courtiers to add
some {'i-pas. Really they were the most beantiful
things of ancient and modern times.”

The most surprising parts of this account are not
the descriptive names of the various animals, birds
and plants, but their numbers, and the statement
that all of them were recorded and depicted in
albums which grew mto 3 wvery large number
(nominally “thousands™). And all these were
apparently done in the Hsitan-ho era, which lasted
only for about six years. No single painter, still lessa
busy emperor, could possibly have accomplished it
all wathin the span of a few years. Consequently 1t
seems most natural o assome that a number of
painters co-operated in producing all these coloured
album-paintings, naturally all working under the
immediate sup-:rwﬂun of the emperor, who visited
the painters” studios or workshops very frequently
and put his signatare and seals on the pictures that
plmcclbim. The painters who worked for him were
no doubt of various grades, and to what extent they
wete superior or inferior arusts m comparison with
the cmperor is nowadays difficult to decide,

If we also recall the staement that when the
emperor had made a picture, it was at once copied
eagerly by painters (or courtiers) in his surround-
ing, all vying to obtain his signature on their

copies, 1t must be admitted that the problem
regarding the imperial master’s individual cupre is
rather entangled. The excessive praise of the old
critics can evidently not be accepted literally or
serve as a safe guide through the tangle, nor are the
signatures and seals of decisive importance because,
as explained above, they were sometimes used as
signs of approval or recommendation rather than as
testimonies of authentcity. The same is probably
true of some of the r'i-pas, or poems written by the
emperor, because even when they are perfectly
genuing, they do not prove that the pictures as well
were executed by the imperial brush,

Considering all the above-mentioned points, it
seetns that the classification of the firly nomerous
pictures ascribed to the emperor, and mostly
provided with his signature, can only be made
rentatively; but even if it can be nothing more than
a workmg hypothesis, it may prove useful unml
some better theory can be formed.

The main difficulty i any attempt to segregate
the emperor's individual works from those of his
assistanrs and imitators, 15 caused by the Chinese
historians who i their cagerness to lift the Son of
Heaven to a supreme position also in the world of
art, have represented him as the greatest painter of
the age, superior to all the other contemporary
painters, This has formed so to speak the starting-
pomnt for pracucally all later appreciations of the
imperial artist. But the grounds on which they base
thar clams can hardly be called convineing,
particularly as not ene of those fine compositions
described by Téng Ch'un has been preserved. One
cannot but wonder whether the old writers exag-
gerate as freely in describing the quality of the
paintings as they do in indicating the quantity of the
emperor s production. How could he have painted
“thousands” of album-leaves representing animals,
birds, and Howers besides 2 number of large com-
positions? And is it not likely that some of the highly
trained acadermicians were able to do this kind of
painting at least as well as or even better than the
emperor? These and other questions of the same
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kind must be left open, or answered only hypo-
thetically as long as safe starting points are missing,
We must limit ourselves to a short presentation of a
few pictures which because of their signatures,
inscriptions or other historical reasons are connected
with the emperor Hui~tsung's artistic circle, with
the end m view to detect some mdividual fearures
that might warrant our placing them in a special
group.

The inscriptions on the pictures must indeed be of
some importance in this respect, because the em-
peror's handwriting was not as frecly copied as his
paintings, yet it seems evident that he also wrote
poems. or encomiums on pamntngs cxccuted by
artists in hit surrounding, and put his sigriature on
paintings in whose execution he had taken very
slight, if any share.

Most of these paintings are executed in colour on
silk, some of them wath shight outlnes, others
practically without any ink-drawing, in a kind of
mo . ku technique. This group may consequently
be considered first before we tuni to the relatively
few ink-paintings with the emperor’s signature. The
larger compositions are as a rule very decorative and
remarkable for their technical perfection, Typical
examples of this kind are found m the Ku-kung
collecion and in Huwi-hus kwan in Peking, A
picture in the former collection represents Twelve
Scholars of the Sung Dynasty Gathered at a Festival
Oeccasion in a Garden,! while the picture in Peking
shows A Scholar Seated under a Tree Playing the
Ch'in to Two Visitors, also @ garden scenc. though
less claborate. Both pictures are fully signed and
provided with the emperor’s seals, and they have
furthermore inscriptions by the notorious minister
Ts'ai Ching which give us reason to assign them toa
relatively late perind. To describe them in detail
scems hardly necessary; they are academic examples
of a kind that in later times were produced by Cli'iu
Ying and his competitors and which nowadays
would be termed “pompiers™ — though according
o the most refined taste and manners of the Sung

period.

Another picture from the old Palace Collection
now exhibited in Hui-hua kuan represents a long-
tailed, multi-coloured pheasarit perched on the
branch of a blossoming hibiscus shrub. The bird
and one of the branches form opposing diagonals,
thus emphasizing the structure of the design, whereas
the Heeting waft of the moment, the life-breath, is
suggested by two fAuttering burterflies which have
attracted the bird’s attention (PL230). The decorative
beauty is mutfled by the poor preservation of the
picture, but the poetic inscription and sighature are
in the emperor’s handwnting,

There are guite a number of minor bird and Aower
paintings ascribed to the emperor m Chinese and
Japanese collections, but most of them are noton the
same artistic level as this pheasant painting, Only a
few of the most popular album-leaves and scrolls
can_here be mentioned.

The best among the three or four album-leaves
formerly in the Mancho Household collection and
reproduced in Ch'ing-kung ts"amg is the picture of
A White Paraquet on the Branch of a Blossoming
Apricot-Tree. It has a large Hsitan-ho seal and a
gourd-shaped one with the impenal signatare. Y
chih. The design is perfectly balanced and the
position of the bird very charactensuc, but the
colour reproduction is 100 crude tor closer observa—
tions (PL23t).

The ‘motif is fepeated in a2 more extended
version in the handscroll now in Boston, formerly
i the Yamamoto collection (Pl.z39). The paroquer
15 here smaller and the branches of the blossom-
g apricot-trec  further extended. The nchly
coloured bird is shown m side view without the
turning posture of the preceding example and the
blossoming tree-branches are more in evidence. The
painting occupies only about half of the scroll, the
other halfis covered by a descniption of the motifin
a poem and one as well in prose, both in the genuine
handwriting of the emperor. The bird 15 descabed
in them as a lovable guest in the garden, a visitor
from the South. The signature which follows after
VR k. Shoi-fuis eld, wol XV
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the mscription is now meomplete; it may originally
have contained six characters, but of these only two
are now legible; the others have been erased, and
one may indeed wonder shout the cause for this
alteration. The two seals are those of the emperor
Wen-tsung (1328-1330) of the Yiian dynasty and of
Ch'ien-lung, Judging by the beauriful mseripron,
the picture seems to have been dane on the order of
the emperor to commemorate the visit of this
colourtful bird to the palace garden (¢fl PL238).

The two most popular paintings ascribed to Hu-
tsung m Japan since olden nmes are the short
handscroll in the Asano collection representing
A Quail and 2 Narcissus Planr and the album-leaf
with A Dove on the Branch of 3 Blossoming Peach
tree in the Inouye collection. The latter 1 snll
accepted as authentic works by the emperor, where-
as the former, which i provided with a large
painted seal, has been relegated by modemn entics to
an inferjor class. This picture has probably formed
part of a longer composition, because the narcissus
plant is guite arbitrarily cut off, 10 that only a fow
leaves and two fowers reach into the picture. The
quail is standing motionless on the bare carth; it isa
solid heavy bird and its large feet are pressing hard
on the ground. The large seal ac the opposite end of
the rectangular space may have been added with the
mtention of bakmeing the bird, though it has no
weight, The painting of the whitespotted dark
wings and head of the quail has almost memllic
lustre, whereas the feathers on the cliest have 2 more
downy appearance, though outlined in detail, The
meticulous execution is, however, less striking in the
original than in reproductions, owing to the soft
greyish tone of the paper (PL238). It is one of
those neutral specimens of technical perfection in
which the individual element is difficult to derecr.

The Dove on the Branch of 2 Blr.:lsmmiug Peach-
tree in the Iouye collection is distinguished by
similar qualives of formal perfection. The bird is
here larger in relation to the picture field and
represented in full side view framed by two slender
branches of a peach-tree in bloom.

There is not the slightest sugeestion of movement
cither in the bird or m the wee; the artist has
concentrated his attention on the “constant form”™,
not in the momentary expression, The picture is
done according to the mo-kn technique without ink
outlines, mamly by gradations of tone i various
colours which are melted together: The head is light
blue, the chest green changing into white lower
down, the feathers on the back blue-green, whereas
the wings and the tail change from grey mto black.
Each part is carefully defined, and the brush-strokes
are most obvious where the feathers should be
clearly distinguished, yer the surface as 3 whale has
the charactensocally smooth, almest glossy ity
also observed m the preceding example.

The large imperial seal with the superimposed
elegantly written characters Ta-kuan ting-hai yii-pi,
according to which the picture was execated in
1107, when the emperor was a young man of
twenty-six, balances the pictorial composition
beautifully and is gencrally accepted as evidence for
the traditional attribution (PL237).

It is a picture which for irs spotless purity and
technical perfection inight be compared — mutatis
mutandis — wath some of Raphael's carly Madonmas,

Other album leaves i Japanese possession ascribed
to the emperor (for instance in the Nezu collection)
fall far below the standard of the last-mentioned
picturc and do not need to detain us in this con-
nexion. We will instead turm our attention to
another group of socalled Hui-tsung paintings
which are done mamly in mk and thus afford 2
better opportumity to observe the actual brush-work,

A kind of transition between the pictures which
we have been studymg and the pure ink-paintings is
tormed by a small picture (24” x 14’) reproduced
in Ku-kung shu-hua chi, vol XLV, which represents
two small birds on the brnch of 2 bare wax-tree
(Ligustrum lucidum) bursting in blossom, and two
lilies at the root of it, The slender trunk ris¢s in 2
prolengated S-curve to the very top of the picture
and sends out a few tiny branches with white
blossams but no leaves. The two birds are weighing
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heavily on the main branch, which is bending down
and consequently will swimg wpwards when the
birds take flight, producing thus an impression of a
potential movement not yet released. The arrist
scems to have had something like that i mund;
suggesting it by the light and rapid brosh-strokes of
the spacious design. The tree is pamted mainly m ik
bue there are some tings in the lilies, the blossoms of
the tree, and the birds, The impenal signature and
the poem are written in the proper manner of Hui-
wsung, whereas the large seals at the upper pare of
the picture are those of the emperor Weén-tsung
(1328-1330), previously mentioned (PL234).

A somewhar similar brush-work, though in mk
only, on paper, and thus more reminiscent of writing
may be observed in a hand-scroll (in private posses-
sion m Hongkong) which is composed of Four
rectangular leaves, each of them representing small
long-tailed birds. In three instances the birds
arc in pairs and perched on the slender branches of
blossoming fruit trees, m the fourth leaf the bird is
alone and balancing on a very thin bamboo branch.

The pictures are all provided with numerous
seals of the Hsilan-ho and later periods and alsa
with poems by Chlien-lung. The imperial signature
15 on the last picrure, and after this follows an
inscription dated 1242, in which the picture is de-
scribed as a work by the emperor and of the highest
class. These four leaves are mentioned in the Hiiar-
he hua-p'u and decidedly superior in quality to the
rwelve somewhat similar bird studies (mounted ona
scroll) in the Fujii collection in K ydto, which also are
traditionally ascribed to Hin-tsung,

The artistic significance or appeal of these small
pictures i closely comneoted with their apparent
simplicity and spontaneiry, They are by no means
pictorial masterpicces, but simply studies of bird-life
written down in a smictly controlled yet freely
Howing manner. The attenuated brush-strokes
produce an impression of super-refinement paired
with elastic strength, f.e. features which also may be
said to characterize the calligraphic manner of the
emperor Hui-tsung, This correspondence  or

parallelism may not be sufficiently obvious to serve
as an argument, bur it merits to be observed as a
stylistic support for the autribution of these small
pictures (Pls.235, 236). They represent an individual
temperament and a style quite different from the
manner to be observed in the afore-mentioned
coloured pamnnngs; they are not examples of
academic skill and technical perfection but mather
works by a gifted amateur who may have been
more rrained as a calligraphist than as 4 painter - 3
conclusion which, however (as sated in our intro-
duction), 1s hypothetical rather than confirmarive in
a final sense,

Another shore handscroll (formerly in the Moriya
collection in Kyato) likewise representing two small
birds om bamboo branches, has also the seal and
signature of the emperor, Ir is painted in ink with
some green colour (in the bamboo branches), and
distinguished by a certain refinement, bur obviousy
not exceuted by the same artist as the four paintings
described above.!

Something of the same swing or freedom in the
brush-work may be observed in a handscroll i the
Ku-kung collection which is known under the tite
Autumn Evening by the Lake (Ch'ih-t'img di'in-
wart t'n), though it is a more complete pictorial
composition than the small bird studics.® This scroll
has been accepred as the emperor Hui-tsung's work
at least since the South Sung period and was also
much admired as such at the exhibinon m London
(1935-1936). According to the eariest of the
colophons, the picture was well known in the Shao-
hsing era (1131-1162) and it 1s again praised in a
second colophion dated 1177, not to mention Ch'ien—
lang’s poems (Pls.232; 233). The design consists
of 2 white heron and two ducks in combination
with some very lirge tattered loms leaves, some
scaweeds and polygonum plants. These elements
are spread out yery spaciowsly over exquisite
paper. with impressed omaments; the intervals be-
tween them are so wide that the Formal unity of the

LCF, Kolka, No £ 44
* Published i 3 sroll-reprodustion by the Palice Museuns, 1934,
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design is almost lost, yet there is a kind of sweep or
breath of life that keeps it all together; it is felt in the
swaying of the tall reeds and large leaves on slender
stalks as well as in the flight of the duck and the
curving movement of the white bird which is
enveloped by or set-off against the large lotus leaf.
The picture is no longer in the best state of preser-
vation, the ink is toned down or rubbed off in
spots, but it is uncommonly attractive through
its airiness, its suggestion of the moisty atmos
phere at the lake shore where the water-birds play
on an autumn eve. Tt is not possible to ascribe it to
the emperor simply on styhstic grounds or to claim
that it was painted by the same man as the small
hirds, yet it scems possible. They are all works of the
kind of refinement that is more charactersne of
prominent amateurs than of professional artists:

The scroll, formerly in the Mang Yian-
chi collection (and likewise exhibited in London
1935-1936), which represents A Branch of 4 Pine-
tree and Three Fighting Mynah Birds, may also be
mentioned here as an mk-picture with the emperor’s
séal and signature, though it is difficult to detect any
stylistic relation berween this and the preceding
picture, Neither the motf, such as the fighting
mynahs, nor the brush-wark, which in spots seems
rather fuffy, leads our thoughts to the carefully
polished products of the Hui-tsung academy; it is
more in keeping with the techmical methods of the
Sauth Sung period. But the picrure bears the im-
perial scal and signature beside inscriptions by
Ch'ien-long and later men.!

Here should also be recalled a handscrall, now on
exhibition in the Muscum in Shanghai, which
represents Four Magpies in 2 Bare Willow and Four
Ducks at the Edge of Water under some Bambaos,a
motif characteristic of the emperor’s circle; as
testified by such titles a3 Water-birds in the Lung-
hsing Pool and Aurumn Evening by the Lake. The
composition may also be said to be in accordance
with the scademic principles, but the execution is
certainly later and has the stamp of a copy, a point
emphasized in the crude colour reproducton by

which the picture has been made widely known. It
has a number of large imperial scals but also 4 minor
seal of the well-known collector Liang Ch'ing-piao.

The landscapes ascribed to Hui-tsung are not as
numerous as the pictures of birds and plants and
trees, but still more difficult to determine critically,
because they are done in more or less close ad-
herence to earlier models and withour much
insiscence on individual accents. This is evident of the
long handscroll called Returning Fishing-boats on a
Snowy River. The grand design may have been
borrowed from Kuo Chung-shu, Li Ch'éng or Hsii
Tao-ning; it consists of deeply folded mountain
ridges rising and falling n waves, mrersected by
deep bays and open stretches of water. The moun-
tamns are set off by bght snow, but the water is
cold and colourless. The whole thing is kept in a
scale of rather drab harmonies of greyish tones and
the execution is meticulously eareful. The pictare
has the gourd-shaped seal and the signature of the
emperot and is followed by several colophons, the
first signed by Ts'ai Ching and dated 1110, the two
following ones by such prominent connoisseurs as
Wang Shih<héng and Tung Ch'i<h'ang. The
present whereabours of the picture i not known.
Whether the facamile reproduction published some
twenty years ago by the Hakubundo Co. was made
from the original or from a copy is hard to tell, but
it gives the impression of a somewhat archaistic
picture of the Sung period, which indeed - a priori -
might have been painted by the emperor.2

A more distiner individual style may be observed
in the famous hanging scroll in the Ku-kung collec-
tion (measuring 3% 11 ) known under the de-
scriptive title Mountaing and Streams in Autumn
Mist, which also is provided with the gourd-shaped
seal and imperial signature, beside a poem by Ch'ien-
lung. It is executed mainly in ink, though with a
slight addition of colour, and m a more pictorial
manner with richer ink and softer brush than the

b Cf. Chung-kua, voll; 45, London Exhilihon Catalogie, 1124,

2 A lIaver exact copy of the =rall s nthe Ada S, Moore callection
at thie Yale University.
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above-mentioned scroll. The composition may have
been inspired by some early landseapes of the Ching
Hao or Kuan T ung type, but if such impressions
have meant something to the painter, he has trans-
formed them frecly. His mam concern scems to
have been to create an impression of unlimited
space filled by misty atmosphere that sweeps
around the peaks and forms a transparent velum
above the tree tops, and very effectively supported
by the open stretch of water in the foreground and
the zig-zag course of the stream that comes out of an
mseen region beyond the mist. The leafy frees
which blend and gleam in the moisty air add the
deepest tones to the pictorial effect. Details such as
the fishermen i their boats and the man walkng
out on the promontory where some boats ire
moored, are introduced with the nrmost care and
serve o cmphasize the human reaction to this
highly poetic interpretation of antumn mist over
plains and momntains (PL24o). As such it may be
said to correspond to the emperor’s approach to
nature as an opening leading into the dream-world
of Immortals, but whether he actually was capable
of a work of this quality and sigmficance. must
retiam an opén question, The picture may well be
admitted as an important product of the emperor
Hui-tsung's academic circle, archaistically oriented,
yer with more of a pictorial character than the other
picrures discussed in this chaper.!

Like mast of the above-meéntioned paintings, this
landscape may thus be accepted as 2 work of the
ome and presumably in keeping with such prii-
aples of style as were favoured in the imperial
academy; but there are others, no less famous
landscapes, likewiss ascribed to this: circle which
tlustrate an entirely different sryle.

From a stylistic viewpoint they might be reserved
for a later chapter; but I prefer to mention them
here not only becanse of their traditional attribution
to Hui-tsung but also because they retain elements
of style which belong to the North Sung period.
The actual reason for their atmribution o the
emperor is unknown, but it seems o date from the

ume of Ashikaga Yoshimitsu (1358-1408) when
they were brought to Japan. The pictures originally
formed a series illustraning the four seasons, but
one of them, Spring, has been lost; the picture of
Summer belongs to the Kuonji temple in Yama-
shiro, while the Winter and Autumn views belong
to Konchi-in in Kydro and are the best known and
most frequently shown of this set (Pls.241-243).

The compositions are built according to the so-
called “unilateral™ partern which became popular in
the Hangchou academy. The picture of Autumn
shows 2 mountain slope rising diagonally in two
stages and a knoety old tree stretching right out from
the mountain. The philosopher at the root of the
tree is leaning agamnst the trunk, looking out over the
infinite space above and below. The picture of
Summer represents 3 violent ramnstorm; the wind is
shaking the pines in mountain fissures, and water
is pouring down in streams over rocky groond
where a man with a tall staff is battling against the
raging clements.®

In the picture of Winter nature is frozen and grey;
mist covers the upper portion of the huge boulders
piled up along the one side of the picture and light
snow edges their shapes and the green bamboos. A
tall wanderer in a long coar and dark hood is stand-
ing on the terrace close to the precipice; he turns
inwards, looking into the hottomless grey space asif
vainly searching for a goal in the chilly nust, while a
little monkey is crving in the tree above.

The conceptions of these pictures may mdeed be
said to reflect the kind of romantcism, or literary
inspiration, that formed an undercurrent in the
artistic activities at Hui-tsung's Academy, bur the
! The soomoewhar simplified verson of this fandscape m the Abe
callestion in the Osika Miseom s & moch later produer, not an
exact copy, though spparesily deme with the nfention of
imitofmig the His-tiunp pictare.
® This picturs fas-stomctinics been attribueed to the painter Hu
Chib-fo, whose mame s unrecorded i Chinese books b
mentioned in Kavtdalkan Sapiichoki. The pacrores attributed o
him in some Jopaness collections reproent lightdy deotched
Taous and Buddhise Bgures of the kind that was populir among
the Ch'an monks ar the end of Stng and beginning of the Yitn

period. These paintings do not show any sylistic sfnity with
the Sunimer lindscape in Kustji.
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fignires. are surprisingly large and prominent, They
are rendered with more distinctess in tone and
outling than corresponding elements in Ma Yiian's
or Hsia Kuei's pictures. The same is true of other
details such as the fall bamboos with clusters of
sharply outlined leaves and the knotty branches of
the ovethameing tree. Such details are also ag-
centuated with colour — for instance the bamboo
lzaves — and stand out i contrast to the broadly
painited mountain slopes or rocks on which white
colour has been used m addition to the mk-washes.
This lack of unity in the brush-work or discrepancy
mn the execunion of vanious detatls is by no means
disturbing or unpleasant, but guite unlike the
methods of the Southern Sung scademicians, It may:
be said to represent a preparatory stage rather than
the fimal attainment of the kind of umlateral land-
scape design which was brought to perfection by the
masters of the Ma-Hsia school, consequently T am
inclmed to place these so-called Hui-tsung land-
scapes at the very end of the Northern Sung period,
though they have very linde, ifanythmg, in common
with the emperor’s personal seyle.

Our presentation of Huti-tsung a5 a painter could
casily be enlarged, but whether 1t would become

clearer or more defimite through the inclusion of a.

few more atributed paintings scems very doubeful.
We have lefe them out so as to aveid wo many
lengthy descriptions of relatively mdifferent pictures.

In discussing a selected number of so-called Hui-
tsung paintings one of our main objects in view was
to take note of such fearures of style as may serve as
evidence for placing them either in the general
undifferentiated group of “Academy pamtngs” or
in a more restricted individual group that might
possibly be aseribed to the emperor. The line be-
tween these two groups is, however, not always very
distinet and cannot be said to follow degrees of
quality or the testimony of sighatures and inscrip-
tions, Procesding with caution we have mcluded
only three, or possibly four, specimens in the
individual nuclens, but it should be remembered
that, while some of the pictures m the “Academy

group are no less charctenstic examples of the
stylistic ideals introduced by the emperor, the
individual touch seems less evident in their execu-
tion. The emperor’s dominating importance in the
field of pamting was, as we have seen, by no means
based simply on what he did himself as 1 painter, but
also on what he directed others to do along similar
lines. The painter Hui-sung and his imperial
Academy are, so to speak, two aspects of the same
centre of creative activity and may thus, to us who
are no longer in a poution to stnctly ontline the
artistic personalities cither of the emperor or of his
assistants, be accepted as a comprehensive manifesta-
ton through which the assthedc culture of the

Northern Sung penod found expression.

Il

A closer discussion of the Fairly numerous paint-
ings by known or unknown masters which may
be classified as products of the Hui-tsung school or
following could easily grow into a chapter thae
would require more space and illustrations than here
can be afforded. We must limit ourselves to a fow
remarks abour some recorded painters in addition to
those already mentioned in the previons pages. And
we shall alse have occasion to notice in our stady of
the Southern Sung bird and Aower-painters that the
influence of the Hui-tsung Academy lasted long
after the haleyon days of this msntunion had come
to a close.

One of the most gifted and for personal reasons
most intimate followers of the emperor was his
second som, known as Prince Yiin who, according to
T'ang Hou, “could pant flowers and hirds which
were quite like the works of the emperor; his
fowers m ink were of the skilful class™.

"I have seen a scroll”, writes T'ang Hou, “on the
back of which was written the date, etc. and the
following remark by Hui~tsung: "After examining
the present painting, it scems to me that you have
made some progress, but your use of the ink shows
some lack of life-movement. You must pay more
arention it in your future work.'"; to whach
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T'ang Hou adds: “From this we may know how
much the princes at that time were devoted
pamting’ — knowledge, however, which is rather
halting as long as no works by the princes have been
identified,

The most famous of the immediate followers of
the emperor in the ficld of bird and flower-painting
were Li An-chung, Li Ti and Li Tuan. They were
all prominent menthers of the Academy in K'ai-
fing and belonged to the artistic circle which
gathered again after the re-esrablishment of this
mstitution in Hangchou. There rthey worked for
many vears and were honoured by the emperor Kao-
sung with the Golden Girdle, Li An~chung and Li
Ti served for some ame as assistant directors of the
Academy.

The first-named was the oldest and he remumed
most [aithfal to the artistic traditons of the Hui-
tsung circle, specializing in painting quails, 4 motif
which, mirabile dicts. seems to have been popular
among the painters at the court. But in spite of the
technical skill and great care bestowed by the artist
on these bird-paintings, they do not quite reach the
level of similar works ascribed to the emperor. They
are rather dull and heavy.

There are ar least half 3 dozen quail-pictures
ascribed ro Li An~chung in Japanese collections,
some of them representing a single hird, others
whole families of this rather clumsy poultry breed.
which has a curious likeness to leathered balloons,
One may indeed wonder why the artist devoted so
much attennion to this motif and also to rats, which
tormed another favourite motif of his, The question
was raised by a contemporary comnotsseur who
wrote in a £f pa on one of Li An<hung’s pictures of
rars: “There are a great many things in the world
which can be painted; how strange it is that he has
devoted his attention to cats! But when one looks at
them (closely), the regret changes into enjoyment.
Is that not due to the fact that the wonderful qualiries
of the brush-work cause a change in our feclings?™"!

Li An<hung was, however, also 2 suceessful
Landscape-painter and in this capacity followed in the

footsteps ‘of Chao Ling—jarig. This is beautifully
illustrated by the littde lindscape representing
Cortrages in a Misty Grove in Autamn, mentioned
before, which if it did not have the signature of Li
An-chung, might be clasafied as a work by the
older master. In some other album-leaves he has
painted open views with animals and birds hunting,
such as Two Hawks and a Dog Chasing 4 Hare
(British Musewm ) and An Eagle Chasing 1 Pheasant
(Seartle Arc Muscum) (Plzag). Bur sccording to
descriptions he also painted Grazing Sheep and
Herd-boys Carching Young Birds, (.e. mtimate
motifs which he had observed in the countryside
rather than romantic interpretations of the dream-
land of the Immortals.

Li Ti must have been a considerably younger man
but active during 2 very long penod, if the dates on
some of his pictures are right, He came from
Ho-yang (Honan) and served in the imperial
Academy as a e éng-chung-lang during the Hsitan-ho
period (1110-1125). On the collapse of the Narth
Sung government be left the capital and sertled in
Hangchou like so many others of the academicians,
and in the Shao-hsing era (1131-1162) became
Vice-director of the new Academy and honoured
with the Golden Girdle by the emperor Kao-tsung,
He was still active during the Hsimo-tsung (1163
1190) and Kuang-tsumg (1190-1198) reigns and was
sometimes called “11 of the three emperors™. This
somewhat meagre gist of Li Ti's biography, a¢ given
in T u-hui pap-chien and Hua-chien, might be
acceptable if we suppose that the painter was in his
twenties m the Hsiian-ho period (born abour 1100},
but it becomes still more surprismg when we note
that three of his pictures are dited in the year 1197
(and one 1196), when he would almost be a cenre-
nartan. To what extent the other pictures ascribéd to
him are eatlier, is impossible to tell, because only one
has an aurhentic date (1174); some of the others are
signed but undated and with few exceptions quite
small, i.e. album-eaves or fans. Most of them
represent garden flowers, single stalks of mutan,
V Quoeed m Nam=Sum yilare-F i from Bush el
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hibiscus or lilies, or branches of blossoming fruit-
trees, but besides such picrures he also did landscapes
with water-buffaloes and herd-boys. Through the
tormer (the Hower-paintings) L1 Ti is linked wath
the older Academy tradition in force ever since the
beginning of the Sung period, while the landscapes
with buffaloes belong to a current of painting which
grew very popular i the South towards the end of
the Sung period. It seems thus most approprate 1o
describe at this place only some of the flower-
paintings while the buffalo-paintings may be men-
tioned later in connexion with similar pictures by
other artists.

Li Ti's comnexion with the older tradition of
flower painting is clearly illustrated by a picture m
the Ku-kung collection representing a dove and two
smialler birds among a cluster of spring Aowers such
as narcissi, magnolias and blossoming shrubs, The
flowers are crowded into a rather narrow rectangular
field wath blue background i the same way as in
pictures attributed to Hsii Hsi or Chao Ch'ang. The
formal correspondence with the fower-painungs
from the begimning of the Sung period is so close
that ane is tempted to assume that Li T has imitated
a definite early model. The signature and seal of the
artist are accepted as correct, but unfortunately
there 15 no indication of a date (Pl.244).

Li Ti's small Bower-pieces in the shape of album
leaves have been coverously collected in Japan as
very fitting decorations for the tea-ceremony
rooms. There are several of that type in Japanese
collections (some ascribed to Chao Ch'ang, others to
Li Ti), but only two are to-our knowledge beyond
doubt originals by the artist. These piceures (former-
ly in the Fukuoka collection and now in the National
Museum in Tokyd) which represent Hibiscus
Flowers — two are white and two are pink both
with green leaves — possess a living charm difficult to
describe, because ir all lies in the sensitive touch of
the painter’s brush. The pictures are hardly ten
inches square, but the fowers - the way in which
they unfold their varicgated petals and reveal the
opulent beauty hidden in their bosoms — are magni-

ficent; it 15 seldom that pictures so small offer such
rich enjoyment, Both paintings bear the same
inscription. containing the painter’s name and the
characters Ch'ing-yiian ting-chi, corresponding ro

the year 1197, which —if correct — implies that these

symbols of fresh and fragrant beauty were painted
by a centenarian (PlL24s).

There were numerous painters of minor talent
who also were attached to the Academy and attained
some fame as painters of flowers and birds, for
nstance Li Chi, Tai Yiian and Lin Chun. They were
all active in the Chéng-ho and Hsiian-ho periods
and followed more or less closely in the footsteps of
Huang Chii-tsai, the court painter at the beginning
of the Sung period. Li Chi's name is found on a
handscroll in the former National Museum in
Peking representing branches of various fruit-trees
in a highly finiched coloared style of the same kind
as in some of the so-called Ch'ien Hsilan paintings of
the late thirteenth century. The picture is probably a
copy but may be remembered a5 an illustration of
the academic style.

Tai Wan was a favourite of the emperor Hui-
tsung and served as a2 member of the Han-ln
college c.rrro-r12s. His art s known to me only
through the reproduction of an album-leaf repre=
senting Two Small Birds on the Branches of a
Cherry-apple Tree, formerdy in the collection of
Prince Kung (7654, p.62). It is a pretry picture, akin
to some of the secondary so-called Hui-tsung
bird-paintings, but lacking in structural brush-work.
The reproduction gives the impression of an em-
broidery rather than of a pamnted work. A whole
series of Tat Wan's bird-pamtings, forming an
album of eight leaves with colophons by Lo Chén-
yil, was published in China in 1918,

Among the various Hower and bird-painters who
carried on the Hui-tsung tradition into the South
Sung epoch should be mentioned Lin Ch'un in
particular, He was a prominent member of the
Academy in Hangchou, where he was promoted to
the position of a rai ¢hao and received the Golden
Girdle in the Shun-hsi period {1174-1180). He must
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have enjoyed grear reputation also in later tmes,
because in Hua yin he is mentioned together with
the five most famous bird-painters of the Sung
period, i.e. Huang Ch'iian, Chao Ch'ang, Ma Shih-
jung and Hui-tsung.

He is said to have based his style on close study of
Chao Chang's art, a statement which is borne out by
some of hi¢ paintings in the Palace Museum.* One of
themn which was included in the London Exhibition,
represents Ten Magpies in a Pine-tree by 1 Rock,
the other A Small Bird on & Branch of a Peach-tree.
The latter in particular (repeatedly reproduced, also
in colour) is a very elegant example of the minutely
nataralistic kind of bird and fruit-painting rhat was
introduced by Chao Ch'ang. It is 3 mo-ku fua ex-
ccuted in colour with no visible ink lines; the
leathery texture of the worm-eaten leaves and the
rosy bloom of the peaches are skilfully rendered
with mvisible brush-strokes, while the little bird
with the long tail séems on the point of lifting irs
wings to fly. The style is perhaps more mraditional
than . the Hui-tsung bird-pamumngs but not less
refmed.

Better known throngh stll preserved works are
the two painters of the Mao family; Mao Sung, who
+was active in the Hsitan-ho ¢ra and became famous
for his paintings of monkeys, and his son Mao [, who
was active in Hangchou, where he became a tai chao
in the Academy and specialized in painting cats and
dogs, but also Aowers and birds. Mao Sung’s best-
known work 15 the picture of a solitary monkey
seated em the ground (belonging to Manju-in, but
deposited in the Kydto Museum). The painting has

lost much of ks oniginal beauty through wear and
tepair, but there is still enough of the original to
convey an impression of the masterly brush-work m
the black fur and the red face of the animal. Yet it is
not merely the technical skall that makes this picrure
remarkable, it is also the deep sympathy expressed in
this portrait of the tired old monkey with the sud
face and the scraggy feet, seated in a stooping posi-
tion a3 if sumk in meditarive thought {Pl.246).

Mao I's works are more commion, and they oo
are found principally in Japanese collections; we are
told that they were particularly esteemed by some
old Japanecse painters like Tosa Mitsunobo. They
represent either some fowls in combination with
garden rockeries and Howers, or families of cats and
dogs, depicted with grace and intimacy with the
meenton to amuse the beholder. An exception
this rule i¢ offered by a picture of 4 dog in the
Boston Museumn which, in accordance with certi-
ficates by the Japanese painters Yasonobu and
Yoboku, used o be attributed to Mao 1, an sttribu-
tion which, however, was rejected by Okakura, who
formulated the following remark about itz “The
style is that of the Southern Sung and like Mao I, or
rather his father Mao Sumg, but the technique and
silk mark it as a Yitan work. Very important.”

It may thus, from a stylistc pomt of view, be said
tir represent the art of the Mao family, though ivis
uncommonly simple and has very lirtle of the
intimacy or sympathy in the characterization of the
animal that distinguishes Mao Sung's picture of the
monkey.
¥ Reproduced in Kk, vole IV ond XVIL



The Renaissance in the South

Tur vEARs of warfare, fight, and humiliation
which followed immediarely after the fall of K'ai-
[éng, the Northerts Sung capital, into the hands of
the Chin armies and the carrying away into captivity
of the old emperor Mui-tsung (r127) evidenty
casetl a2 serfous disorganization in the artistic
activities also, but the pause was not very long. Old
traditions were not lost or forgotten, The emperor
Kao-tsung had no sooner re-eseablished the govern-
ment of the dynasty in Hangchou than he devoted
himself with enthusiasm and success to the re-
organization of the Academy of Painting and other
institutions of 2 similar kind that had existed under
his predecessors in K'aifeng. He was lhimself a smcere
lover-of arrand a very good calligrapher, and in his
work of reorganizanon he had the support of several
of those men who had been prominent members
of Hui-tsimg’s model Academy. Like most of the
scholars and officials who had stood in personal
comtact with the court, they fied from the burning
capital and lud themselves where best they could
(like 1i T'ang and Hsiao Chao, who met in the
torests of the T ai-hang mountains), bur when the
new order of things had been esmablished, they
gradimlly drifted towurds the new capital, drawn
thither by their sympathies or by impenal orders,
Kao-tsung spared no efforts to reunite the old
schiolars and artists in Hangchou and to make them
feel the solace of the imperial favours, When the
compulsory interruption was over, the play of Sung
paiting was continued, the main actors were the
same as before, but the scenery of the new act was
completely changed.

And what scenery! Hangchou, the ity of lakes
and bridges, pavilions and temples, “the finest and
noblest i the world”, w quots Marco  Paolo,
standmg “as 1t were m the water and surrounded by
water , . . And truly a trip on this Lake was 2 much
more charming recreation than can be enjoyed on
land. For on the one side lies the ety in s entire
length, so that the spectators in the barges, from the
distance at which they stand, take in the whole
praspect in its full beaury and grandeur, with its
numberless  palaces, remples, monasteries, and
gardens, full of lofty trees, doping to the shore”

Marco Polo’s enthusissm for Hangchoo, as it
stood in its days of glory at the end of the thirteenth
cetitury, was certainly not ill-founded. He was no
incompetent judge; he came from Venice; he had
seen many of the most famous cities of the world,
but none that he considered equal to the grear city
of Kinsay (as the place then was called) in beanty of
nature, architectural grandeur and refmement of
life. Art and nature had there combined into a
peculiarly rich and picturesque harmomy, we may
well believe him, though the *beantiful palaces and
mansions of the richest and most exquisite structure
that you can 1magine” no longer exist on the shores
of the Western Lake. Yet nature i5 here the same as
in the days of glory, and the soft hazy light may
help us to forget that the temples and pavilions have
been ruined or rebuilt. They arce all steeped in an
atmosphere which seems to retain an echo of the
great harmony that enchanted Messer Matco — it
lives in the hush of the bamboo groves and in the
rustling of the gnarled pines on the terraces along
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the mountain slopes. At least, so it was when 1 first
visited the place some forty years ago. The inspira-
ton was stll there, when the spring moming
sprinkled its dew over the flowering soil and the
shapes of the great trees slowly emerged from the
mist — it was there, when the evening spread its veil
over the quiet lake, where a lonely fisherman
lingered m his boat, and the nightingale took up
“the selfsame song™ in the shrubs ar the old
pagoda.

That was a place where Nature held before the
cyes of man motifs of unsurpassed beauty, and
where it revealed its secrets in symbols of tones and

shapes. It tuned the creative genius of the men who
lived there and made them realize “the vision or the
waking dream”. One may well ask if ever there has
been a closer harmony between painters and the
woridnmundthcmdundm:ingﬂm&c}rﬂnnfdmp
afterglow in Hangchou, when the boundaries
between the seen and the unseen universe meleed
away in pantmgs which reflected the beauty of the
boundless through a few strokes of the writing
brush. The landscape-pamtmg of the South Sung
period could never have blossomed into such
matchless fragrance, had it not been for the rich soil

and inspiring surroundings of old Hangchou.



Li T'ang, Li Ti, Chiang Ts'an, Hsiao Chao, Chao Fu,
Chu Jui, and Yen Tz ti-p'ing

Tus orpest and most mflvennal of the painters
who joined the new Academy in Hangchou was Li
T ang. t2fi Ha-ku. who was born before the middle
of the eleventh century in Ho-yang in Honan. He
must consequently have been an old man, probably
in his late seventies, when the Academy of Painting
was reorganized and he was called in by the emperor
Kao-tsung to serve asits first head. The emperor had
4 great admiration for him, clled him Hateringly
“Tang Li", thus inferrmg that he was comparable
to the lamous Li Ssi-hsiin of the Tamg period,
and conferred wpon hum the Golden Girdle. He
became ‘thus the central personality in the are
cireles of the new capital and the imitial influence
in the formation of the new style of landscape
painting which kter on became known as the
Ma-Hsia School after its two most promunent
YOUNEET Feprescntarives.

Very lietle 15 recorded about Li T'ang's personal
fortrmes, He apparently never held any official
positian during the long period of his life that he
passed in K aiféng, though he was s highly esteemed
member of the emperor Hoi-sung’s Academy, and
it was then and there that he sccomplished the main
part of his painted wuvre. His later period of activity,
m the southemn capital, lasted for less than a decade
because he died in the early part of the 1130’
These two scasons of creative activity, in the North
and in the South respectively, were divided by a
short mrerlude, 4 year or two of hardships, during
which Li Thang like so many other homeless
citizens of the devastated capimal sought refuge in
the woods. where he among other perplexing

experiences met the robber-painter Hsiao Chao,
who henceforth became his acolyre,

In view of these somewhat unequal periods of his
active life one would expect Li Tang to be pre-
eminently a rransmitter of the artistic ideals prevail-
ing in official circles in the Northern Sung capital.
But that was not the case. As far as may be concluded
from paintings sull existing, he must always have
been a rather independent genius and a pamnter who
did not stop ar 4 certain stage in his evolution or
congeal in mannerism but progressed continuously,
stylistically -as well as techmically, This faculty of
self-renewal, no doubr, also increased his influence
om his surroundings and made it very powerful even
when it was of relatively short duration and linvited
to the last fow years of his life.

The historical records regarding Li Tang thus
refer more to his characteristics as a painter than to
his personal life; the carhiest being the notice by Lt
Ch'éng-sou in Shan-shui hua~chiich (Chapt, Fan-
shia), a treatise which was written while Li T ang
was still alive. There is a passage on the general
development of lundscape-pamnting from which the
fn“naw_ing may be quoted:

“Many famous men of ancient and modern times
have reached a high standard as landscape-painters.
Among them were such prominent men as Kuan
T"u.ug. Fan K'uan, Kuo Chunghshu, Kuo Hsi, Li
Ch'éng, Ho Chén, Chang Chien, and Kao Hsiin.!
Each one established his own scyle. Some painted
large prospects, others painted refined and detailed

! No minter by this name 5 recorded, while the others men-
tioied abeve dre all well Enowis.
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views, some worked m a vigorous and hard manner,
others in a light or a graceful manner, and each one
perfected himself m what he liked best, treatmg his
motifs accordingly. Many later men have followed
after, but only Li T'ang and Hsiao Chao have
transformed the style and i one swoop surpassed all
modem and ancient men by their terse light and
swift manner of panting, They are, indeed, of the
divine class.

*Of Master Li’s works, which are firmly painted
with richly flowing (dripping) ink in a free, straight
and abbreviated manner, it may be said thar though
they are well filled, they have empty space. Of
Mr. Hsiao Chao's pictures, in which the scenery is
hidden in vapours and clouds, it may be said that
though (they scem) empty, they are well flled. It

someone could combine the two styles into 2 perfect
whole, he should be placed in the upper divine class.”

It is indeed interesting to find the historical im-
portance of Li T'ang so cleatly stated by 2 younger
contemporary who also gives some hints as to the
reasons for his high esumare of the painter. 1t is true
that his pupil Héiao Chao (to whom we shall returi
presently) is placed st his side at the head of the new
departure in landscape-painting, but the principal
merit must, however, have been that of the older
nmaster, who also 18 hailed a5 2 great renewer by
erisics of later periods.

The essential point in the “change of style” by
which Li T'ang and Hsiao Chao “in one swoop
surpassed all ancient and modern men”, was,
according to Li Ch'éng-sou, in their ways of render-
ing space, i.e. the proper balance of emptiness and
fullness suggested by pictorial means. Li Tang's
manner of painting is characterized as vigorous and
firm, his ink was “drippme”, or richly owmg. He
rubbed with a brudh that was sometimes squeezed or
stubbed; everything was clearly defined and the
compositions well filled, vet not overcrowded; they
produced, at least in part, impressions of space or
distance, whereas the space impression in Hsiao
Chao's lindscapes depended on his use of clouds and
TIIsT,

The indications may seem vague, but they contan
at least some hints about the general direction or
tendency of his paintings, which are also illuserated by
a few stll preserved works of his. The only dated
one among these, which thus may serve as a startmg-
pomt, is the mountain lindscape in the Palace
Museum (K.-k. Shu-hua chi, vol.XXVII), which is
fully signed and dated 1124, i.e. in the heyday of the
Hsiian-ho epoch when the Academy m Klaifeng
was still in full swing, and it may be said to mark a
middle stage in the stylistic development of Li
T'ang'sart (Pl.247).

The composition conmsts of a broad mountam-
cone that covers mose of the background and two
somewhat lower side-wings which project towards
the front. Between the sharply cuc and deeply
cloven walls there 15 some open grownd wath flac
boulders encircled by the turbulent water of a
mountain stream and covered . places by the
crawling roots of some pine-trees. All these various
parts of the composition are rendered very carefully
and defined in detail, the whole view bemg broughe
quite close to the spectator and not represented as
far-off scenery, as was usual m the earlier mountain

The decorative effect of the picture is to no small
degree dependent on the silhouetting of the sharply
cut rocks and crevices and the peculiar rendering of
the “wrmkles” according ro the pattern known as
“ta fu-p'i 1'sn-fa” (wrinkles like cuts of a big axe).
They are not painted with a soft brush and flowing
ink but with a relatvely stiff and squeezed brush
(es'a pi) that produces the impression of variegated
layers or diagonal stratifications. It may furthermore
be noticed that the technical method isnot absolutely
uniform all over, the stratified character being more
pronounced in the central mountain than in the
rocks ar the sides, where the brush has left more
jerky totiches or scary, recalling the short strokes and
dots which are so significant in Fan K'uan’s pictures.
The correspondence is sufficiently evident to justify
the conclusion that Ti T'ang had studied the works
of Fan K'uan m particular and received from them
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certain impulses of technique and brush-work.? But
these he utilized rather frecly and combined with
other more original elements of technique such as
rubbing with a squeezed brush (t5'a pi). Li Ch'éng-
sou had apparently some good reasons for his
remark that Li T'ang did not simply continue the
styles of the landscapists from the beginning of the
Sung period but surpassed them,

The distance from this picture to the two famous
landscapes in Koto-in of Daitokuji in Kydto, which
have recently been identificd as works by Li T'ang,
is not very great. They have much in common,
particularly from a technical point of view, but it is
at the same time evident that the pictures in Japan
illustrate 2 later stage in the painter's evolution, One
of them is signed by Li T'ang, as has been proved by
Dr. Shimmada, but neither of them is dated.® The very
surprising old attribution of these two landscapes o
Wu Tao-tzii was probably a consequence of their
posterior combination with a Kuanyin pictare of
Wi Tao-tzi type mto & mptych, which may have
been accomplished m the fifteenth century and
apparently also involved considerable curting down
of the size of thiese landscapes (present measure-
ments: 106°5% 416 cm.)

This transformation has to some extent impaired
the original impression of space in these pictures; not
only the tops of the mountams but also considerable
portions at the sides, including parts of rocks and
trees. have been lost. Whar 1s left seems thus more
crowded or compressed than it was when the pic-
tures were complete, Yet it is still possible to see
what Li Ch'éng-sou meant when he wrote that
“though Li T'ang’s pictures seem filled (crowded),
they have some empty space™.

If these pictures illustrate two seasons (the two
others missing), one of them may be called Awtunm,
or Winter and the other Summer; the former
representing a steep waterfull over a precipice, the
latter a broad winding stream that comes out of a
deep gorge, There are in both pictures some bending
and twisting trees on the rocky ledges by the water-
fall and by the stream, bare and sturdy in the autumn

scene, leafy and wavy in the other picture. The
figures are very small, yer they are so placed that
they may be said to impersonate or reflect some-
thing of the mood of the scenery: the two men by
the waterfall are impressed by its solemn grandeur,
while the wanderer with a large bundle on his back
who is proceeding along the stream towards the
slope of the mountain is hastening his steps to
escape the heat of a summer day (Pls.249, 250).

The general lines of compoesition are much the
same in the two pictores. The high mountains n
both cases almost completely cover the upper
portions and serve thus as a background for the
intricate designs of the dark trees. The effect of
height s overwhelming, but to & certain exrent
counterbalanced by the extension of the views
below produced by the gorges and clefts in the rocks
where the water comes out from its hidden depths.
The direcion of the movement out of the distance
and downwards is strongly accentuated, but it is
brought to a temporary halt in the pools or lakelets
at the foor of the mountains,

The expressiveness of the pictures depends, how-
ever, on the brush-work just as much as on their
designs. The mountans and rocks are rendered
mainly with a squeezed or compressed brush, the
so-called #5'a pi, by which the solidity and hardness
of the rock-formations are brought out perfectly.
The stems of the sturdy trees and their winding and
twistmg branches are drawn and modelled in a very
forceful manner which gives them an almost
metallic quality, Everything, as said in the above
quotation from Shav-shui hus—chiieh, s convine-
ingly solid and real and painted in a firm manner
with “dripping” k.

The pictures represent, no doubt, an advanced

stage in the pamnter’s career and are more likely to
have been done after than before his moving to the

L The mylistic connexion between Li T*mg snd Fm K'nan has
been stressed dn particular by Shimads Shujird in his amicls
Koto-in Shaz6 no San sirige ni Tiaite, published in Bijues Kenkyi,
No.ats {1ost). In this artiele the discovery of the Li Tiang
signature on the Kote-in lidscape i3 told in. detail.

2 Cf. Shimada's article fin fapanese) m Bifuten Kenkyii, 165,
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south. That Li T'ang developed continuously and
only atmined full artistic freedom at the end of his
life seems indeed most likely and is also confirmed
by critics of the Ming period.

Another signed picture related in style w the
above mentioned landscapes is the handscroll which
used to be in the Ho Knan-wu collection in Hong-
kong,! The vigorous manner of exccution marks it
as a relatively late work. The landscape serves here
as a stage for two old men, known in history as
heroic examples of fraternal love, i.e. Po-i and Sho-
ch'i, the sons of the Prince of Ku<hu, who in con-
sequence of their great fratemal devotion both
‘declined the throne of their father and sought refuge
with Weén Wang, the Duke of Chou, and then
wandered away into the mountains, where they
lived for a while on wild herbs and finally perished
of cold and hunger.* They are represented seated on
the ground under some old pine-trees, absorbed in
deliberations; they look rather wom and their long
black beards have been growmg freely during their
stay in the wilderness, The group is framed by the
massive trunks and far-spreading branches of the
winding and bending trees which grow along the
‘edges of the mountam rerrace on which the scene is
laid, The rocky ledge is rendered in the bold &'a pi
manner which produces the effect of cutting rather
than of ordinary painting; the contours are not
outlined, yet very sharply marked as if the terrace
had been cut or chuselled out of the mountain, while
the wrunks and roots of the bending trees are
modelled into high relief with effective use of the
Jei pai technique® and “‘dripping” ink. The actual
handling of the brush and ink is indeed remarkable,
being firm and strong and yet very free in the use of
richly fowing ink. The plastic definition of every
element or portion of the picture is perfect, yet the
prevailing general impression is one of pictorial
beaury (Plast).

The two men who form the central morif in this
picture make us realize that Li T'ang was no less
prominent as a figure painter than as a landscapist.
This has also been pointed out by leading

critics of the Ming period, who praise his skill in
various directions as a painter of rocks and pines,
turbulent waters and roshing  streams, water-
buffaloes and herd-boys, scholars and country folk,
all filled with the breath of life. Chang Ch'ou wrote
in Shu-hua fang (vol.1o): “Li T'ang was a good
painter of human figures and landscapes. His expres-
sionism — the ideas expressed with the brush — was
not of an ordinary kind. He excelled even more in
painting oxen, following in this the manner of Tai
Sung.” The writer goes on to describe a picture by
Li T'ang which he thinks thould be placed above
certam farnous works by Ma Yilan and Hsia Kuei.
Among the hgure-paintings by the master men-
tioned by Wu Ch'i-chén in Shu-hua chi may be
remembered m particular a seroll representing A
Scholar Playing the Ch'in. The mun was seated by a
purting well under a tree, and the rendering was so
vivid thar one “could hear the sound of the water as
well as thar of the ch'in™.*

Li T'ang has been made responsible for quite a
number of pictures re Ing rustic types, oxen
with herd-boys and the like, but most of them are
apparently painted by skilful imitators of the Yiian
or Ming period rather than by himself. Thar is no
doubt true of the rather humorous picture in the
former Natonal Museum in Peking representing
A Village Surgeon practsing his art on a sturdy
client which has been published repeatedly as a work
by Li T'ang. The execution is lacking in the strength
and hrmmess of Li T'ang's brush-work but the
design may well be his.

A somewhat better illustrative picture, also witha
humorous ondertone, is the handscroll known as
A Country Wedding Procession, in the Ueno
! Reproduced in full scale by the Chimmg-hus Book Co., Shanghai.
% Giles, Biggr. Did., 1657,

3 Fei pai {flying white) is “the method of hrush-work i swhich
the hairs of the brush are allowed to separate 5o that a sroke i
not solid black but broken by streaks of untouched ground. The
effbct & one of speed and lighines: the srokcs are alopost thoree-
dimensioml” (Benjamin March), Tt is produced by 3 relatively
dry brush,

L Quoesd in Nini-Sung yiian-hua lv, vol. 1L {Possibly & later mera-
phor)
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collection (now in Kydto). It illustrates the arrival of
a country bride at the home of her future husband's
family. The procession is made up of a very mixed
array of people, some on foot, some niding on
donkeys or buffalocs, who move and act with the
uncomfortable dignity of loafers and peasants
dressed up for an occasion in borrowed garments.
The scene takes place on a bare sandy slope under
some old willows, whose hghe foliage spreads a
fugitive air of spring over the rustic lovers and their
expectant friends. The figures are drawn with a very
thin, not to say sharp, brush; every little wrinkle in
the garments or hair in the furs of the animals being
clearly indicated, while the trunks of the old wallows
wihich are partly visible alang the slope, are painted
m a bolder fashion and dorred with richer ink. The
picture is said to be signed with the master's name,
but if so, the writing must be a later interpolation.

A special group within the avwwre of Td T'ang is
formed by the landscapes with buffaloes such as the
excellent little picture in the Boston Museum wiuch,
according to the old label, représents "Retuming
Drunk from a Village Feast in Spring”. The old
grey-beard whe it seated m 2 somewhat incomtore-
able position on a scraggy buffalo, would no doubt
tumble off, if he were not supported by a servant
walking at his side, while another urchin walks
ahead, pulling the slow animal along the river-bank
with a long rope. The figure reminds us of some of
the people in the Wedding Procession, bur the
quality of the brush-work is superior, as may be
seen in the willow trunk which is modelled into full
plastic relicf (PL2sa).

This is cerminly one of the very best buffalo-
paintings which, with more or less reason, are
associated with the name of Li Tang. The motf
became particularly popular at the time when the
centre of artistic activity was moved to the south,
and it was often treated with 2 touch of humour
expressed in the juxtaposition of the uncouth, heavy
beast and the lithe and slender herd-bov. One such
picture by Li T'ang is descabed by a antic of the
Ming period as follows: “There is a water-buffalo

wmder the trees who wanis to go to the righs, but the
herd-boy is pulling him towards the left; both are
bending down and making great exertions, wrest-
ling with each other, so that he who looks at the
painting feels as if he himself were exerting all his
strength.” In other pictures the effectis not centred
on the opposition between the animal and the boy,
but on their companionship or mumal confidence,
the boy clinging to the back of the buffalo, which is
running away from an approaching storm, as may
be seen in the picture n the Palace Muscum, called a
Milch Cow, hbecause the composition is here
completed with a calf,

The most prominent among Li T'ang’s com-
petitors in the ficld of buffalo-paintng was Li Ti,
the somewhat younger artist whose merits as a
flower-painter were described i 2 preceding chap-
ter. Whether these two men were in personal con-
tact i not known, but it must be admiteed that they
did not have much in common as artsts, except
their occupation with such motifs as water-buffaloes.
In painting these animaly they both followed in the
foorsteps of Tai Sung, the famous master of the late
eighth century who, as far as we know, was the first
to introduce the buffuloes tripping along or running:
Li Ti was after all a more tradinonal or academic
painter than the more independent, not to say
impetuous, Li T'ang, whose unusual temperament
i reflected in 2 more expressionistic brush-work.

Most famous among Li Tt's butfalo pamtings are
the two album-leaves formerly in the Masoda col-
lection but now belonging to the Yamato Bunkakan.
They represent hunters returning over snow-—covered
Belds and are executed with slight reddish, brown
and white colours and ink on silk, which has
darkened with age. The hunter is, in the one picture,
tramping ahead of the animal, carrying his carch, a
hare, on a pole, but in the other he is seated in a
crouching position on the back of the bull, holding
his pole in front, and en this a pheasant is suspended.
The illustrative interest is centred in the figures and

FQuoted m Nan-Sung yiian-hua Je, 11 from Wo Chching,
et clni,
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the animals, but the aesthetic significance of the
pictures depends mainly on the atmosphere of cold
winter evenings evoked by the very effective snow-
laden trees in desolate landscipes. The strict economy
of means mn colour and design and the perfect
balance of the compositions mmbue those small
pictures with a great decorative beauty wihich
increases their poetic appeal (Pls253, 254).

A larger picture, belonging to the Peking Palace
Museum, signed by Li Ti and dated m the year 1174,
was included in the London Exlubition of 193 5-1916.
The monf is here two heavy buifaloes with herd-
bivys on their backs rushing homeward at full speed,
heads down and tails up, canght by the sudden
rainstorm, The wind is shaking the leafage of the old
willows and threatens w0 carry away the hat of one
of the boys, while the other is in danger of being
swept off altogether from his bumpy seat. All this is
rendered ‘with a note of humour, bur with no
cmuphasis in the execution that would reveal the
dramatic impetus, or life-breath, which is the nerve
of the motif.

Beside the buffalo-paintings mentioned above
which are either signed or attmibuted on stylistie
ground toLi T'ang and to Li Ti, there are others of a
similar kind which ment to be remembered ar this
place, even though they cannot be labelled with
names of defimre arusts. This applies o the fan-
shaped picture in the Boston Museum which
represents a herd-hoy in the act of mounting a large
bull by grasping its horns and climbing over its
head. The picture has neither seal nor signatuee, bue
was formerly attribured to Tar Sung, an attnbution
perhaps to some extent justified by the powerful
design of the bull, while the excention, particularly
of such parts as the bamboos and the stones, points to
the South Sung period.

Similar elements of style may be observed in the
picture in the Seartle Art Museum which represents
a herd-boy ﬁ:!lluwing a leisurely walking buffalo,
though the execution isnot by the same hanid 2s in
the Boston picture. Mr. Sherman Lee has well
charactenized the realisuc rendering of this imposing

beast, pointing cut that “'the bull locks and acts like
the heavy animal that he s™,* while the boy, limping
behind on scraggy legs, appéars as a rather frail
creatiire of skin and bones. The contrast between the
amimnal and its supposed leader has been effectively
emphasized and this may not be simply from realistic
reasons. It seems more likely that this picture (like a
few others) has a symbolic or illustrative significance
besides being a study from nature (PLass). ltis not
necessarily a Ch'an pamting, but the peculiar
relurionship or opposition between man and beast
had a general significance in Buddhist China, which
no doubt was also felt by the painters.

The motf seems to have had, so to speak, a
double attraction for Chinese panters; its popu-
larity in the South Sung period, when the centre of
artistic activity was in Hangchou or theveabout,
became very marked, and more buffalo-paintings
were then produced than can be mentioned at this
place. Most of them are anonymous but a few are
ascribed to painters recorded m Chinese chronicles,
as for mstance the pictures by Chu Hsi (or, Chu I),
who i mentioned together with his kinsman Chu
Ying in Heian-he hua-p'u (Voliry), They were both
active at the end of the Northern Sung penod and
specialized in panung buffaloes, it 1s said abour Chu
Hsi thar he became famous for representing the
animals in sunset landscapes m fresh verdure, with a
solitary herd-boy playing the fute, and also for his
pictures of lonely wvillages. “He never painted
market scenes, nor any fighting or running bulls; He
did not reach the standard of Tai Sung, yer he was a
famous master among later men.” His name s
artached 1o two fin pictures which formed part of
the P'ang Yiian-chi collection, and also 10 a painting
in the Freor Gallery (17.333) and one in the C. T.
Loo collection, catlogued by Laofer,® but the
reproduction can hardly be said to transmir the
impression of a Sung painting.

LY. Sherman Lee; A Probuoble Stmg Buffalo Painting. Aridiug
Ay, val XI1L py.

ECA, Timg, Song and Yidan Pamtings helorging 10 Fartous Chinese
Collertory, described by B, Laufer, Parts, 192y, PLXXL
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The handscroll in the Detroit Institute of Arts,
‘which is known under the suggestive title Spring
Pasture, is a more important specimen. It has been
reproduced and described in an article by Benjamin
March, in which he says that the former owner of
the picture, P'u Ju the painter who inherited it
from his father Prince Kung, “regarded the painting
as being by an unknown Sung artist in the style of
Li T'ang”™* — a definition of its style and origin to
which we willingly subscribe. At the same time it
should be noted that an exact duplicate of this pic-
ture is reproduced and described in F. S, Kwen's
catalogue of paintings belonging to the Lai Yitm Co.
in Shanghai (1916).* The reproductions are not
sufficiently clear to allow 2 close scrutiny of minor
details, but the main elements of the composition are
the same, A noteworthy difference is, however, the
addition of two colophons by connoissenrs of the
carly nineteenth century, according to whom the
Lai Yilan picture should be attributed to Wang Tsao,
tzii Sung-nien, who was active m the Shao-hsing
era (1131-1162) and consequently almost contem-
porary with Li T'ang. It would be inferesting to
know if there are some good reasons for this
attribution, which also may apply (at least indirectly)
to the picture in Detroit. The interdependence
of the two pictures is evident, but whether one of
them was or both of them were pamted by
Wang Tsao is impossible o tell from the material
at our disposition (PL256).

The composition with its variegated groups, some
in vivid movement, others quiet and reposeful, has
been well described by Benjamin March. He notes
in particular “2 naked boy who swims after his
buffalo, while the others stnd gingerly on the
nearby submerged backs of theirs. .. Under the
trees the buffalos go soberly abour the serious
business of being buffaloes with all the inimagina-
tive earnestness we are wont to interpret into them.,
Beyond the stream a small half-hidden thatched
cottage gives an ultimate destination to our wander-
ings and imparts a pleasantly domestic touch to the

£
SCEnC,

The pictuire is as a whole one of the most enter-
taining illustrations known to us of actual buffalo-
life n the river-valleys in the south. If Wang Tsao
was capable of doing this, he must have been one of
the best followers of Li T'ang in the field of buffalo-
pamnting,

* * -

Chiang Ts'an, tzil Kuan-tao, from Wu-hsing in
Chékiang was a highly gifted painter of the same
period who also became known for his pictures of
water-buffaloes. He was 2 sickly man, who looked
very thin and emactated; his passion was drinking
tea, which he regarded as an eloar of life, Tt is
furthermore recorded of him “that he grasped the
scenic beauty of the lakes and the sky; peaceful and
open as well as wild and desolate views are rendered
in his pictures within a square foot. He followed
Tung Yiian as a landscape-painter, but surpassed the
old master m boldness and freedom of brush-work.™
His poetic temperament and creative genius are
characterized in Hia~chi as follows:* “He knew how
to express through the scenery of lus paintings that
which is beyond thoughts; he cannot be compared
with other people.” . . . “Chiijan followed Tung
Yiian, who used the hemp-fibre wrinkles, painted
with short brush-strokes, and Chiang Ts'an followed
Chii~jan's wrinkles, which were ‘like nails pulled
out of the mud (wi-li pating ts'wn)".”

When the emperor Kao-tsung heard about this
extraordinary painter he was given an official
position and summoned to present himself at court.
But his hold on life was not grear, and the strain of
the official recognition seems to have been too much
for him: “When Chiang Ts'an came to Lin-an
(where the emperor resided) he said: ‘Now I have
got an appomtment in the prefecture; tomorrow 1

VG Bulletin of the Detroit Tnstitute of Arts, March 1032,

* Deseriptive Catalogue of Chinese Paintingi rompiled by F. 5. Kuen,
Lai-yuan Company. Shanglal 1916,

% Brom Hive-chil hui-pen,

¥ Quoted m Shw-fma fang, vol.io.
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shall be presented to the emperor.” But that same
evening he died. Indeed, such was his fare.™

Chiang Ts'an’s decp penetration into the life
of nature, and faculty of expressing “through the
scenery of his paintings that which is beyond
thought™ may sull be observed n two imporant
landscape scrolls containing an  overwhelming
abundance of strange rocks, bubblng wells, winding
brooks and luxuriant verdure. The two serolls are
closcly resembling variations on the same motifs,
but some time may have elapsed berween ther
execution, the latter being a more restricted version
of the composition which is developed on a larger
scale in the other,

The larger of the two scralls s in the Ku-kung
collection: it measures 108 % 1-9 Chinese feerand s
known under the title Ch'ien-li chiong-shan, A
Thousand Miles of River and Mounzain. At the end
of the picture are inscriptions by K'o Chiu-ssi and
Tung Ch'i-ch’mg who both praise it as 2 work by
Chiang Tsan. Other inscriptions by less known
men are dated 1217 and 1249, while the emperor
Ch'ien-lung's inscription 1s dated 1747. Then
follow colophons by Tung Ch'i<h'mg and Wu
Kuang and a number of seals mcluding that of
Liang Ch'ing-piac. | know it only from the repro-
ductions i Ku=kung Chou-kan, vol.1s, but to
judge by these it is painted in a rather fluent manner
derived from Chii-jan with effective pictorial treat-
ment of hight and shade in the wooded and fissured
mountzins and a suggestion of the moist atmosphere
over the low lands and open nver views.

The smaller scroll, which belongs to the Nelson
Gallery in Kansas City measures ¢ ft. 84 in. 12§ in.
(the length being only about half of the longer
scroll), is called by the very significant title Massed
Verdure of Wooded Peaks. 1t bears the inscription:
Chisng-nan Chisng Ts'an (which seems to be a later
addinon), and an encomium by the emperor Ch'ien-
lung dated 1785. The picture must have been a late
acquisition by the emperor and s as such introduced
in the second set of Shih-ch'i pas—chi. Tt has also a

colophon by K'a Chiu-ssii and a great number of

seals including that of Liang Ching-piao (Pls.257,
258). The facr that diseriminating collectors as well
as the emperor Ch'ten-lung found it necessary to
acquire this minor scroll, though they already pos-
sessed the larger edition of the same mouf, tends o
show that the one is not simply a repetition of the
other but that cach one has some interest of its own
as a genuine work by the rare master. The composi-
tions are, as said above, essentially the same, though
somewhat condensed or foreshortened in the laster,
and both transmit impressions of the mexhaustible
repetition and fertility of Nature, reflected in the
intricate formations of the mountzing and the
luxuriant growth of the trees. But in the execution a
difference is noticeable in 3o far as the rather Auent
brush-work in the larger version has become more

serried and prickly in the smaller version, a change

that seems to correspond to the statement of the
biographess that Cluang Ts'an became ever more
thin and emaciated with the years.

Besides the above-mentioned two scrolls may be
recalled the monumental Lu Shan picture in the Ku-
kung collection which acconding to the inscription is
Chiang Ts'an's version of a composition by Fan
K'nan. The grand original design still stands ont im-
pressively in spite’ of the manierated brash-work
which bears witness to a much luter period of
exceution.®

The minor fanshaped picture in the Boston
Museum known as Mountains and a Ravine m Mist
is stylistically akin to the master's works (Pl2sg)
whereas the scroll of the Hundred Water-buffaloes
in the Metropolitan Museum may have been
attributed to the painter, because it represents a
favourite monf of his. Bur it can hardly be the
same picture as mentioned by Chang Ch'ou, be-
cause this has an autograph inscription by the
emperor Kao-tsung and a dozen colophons by
collectors and connoisseurs, none of which exists
on the picture in New York, which however may

¥ Hia Chi, wol 1L
# Kie-byng Shihia o, vol XXV,
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render Cliuang Ts'an's lamous composition in a
somewhat reduced version.

Hstao Chao from Hu-tst in Shansi was evidently
3 .man of strange temperament, and 3 painter of
considerable nfluence in the Shao-hsing era. He was
mentioned in our account of Li Tang’s peregrina-
nons in the T ai-hang mountams when the two men
fed from the devastated capital. The first encounter
between the old master and the young painter who
supported himself by robbery in default of other
mieans of livelihood, cannot have besn very agree-
able. The young man simply laid hold of Li Tang's
ravelling bag, hoping to find some food in it, but
on searching in 1t he found “only 3 box wath chalk
and some brushes, and no more”, His surprise was
great when Li Tang revealed his identity, “'since
Hsiao Chao had often heard about the Famious miaster,
and he followed him immediately to the south”, He
became Ti T ang’s closest pupil or, as the chromcler
says: “the master bestowed upon him all s
abi.li.l:jr". and introduced him mto the Academy,
where he was appornted a tof chao with the title of a
“highly meritorious official”.!

It ‘was already noted in the quotanon from Ly
Ch'éng-son that Heiso Chao'sinfluence on the sevlistic
evolution way rated very Ingh, though he pamied
i a style different from Li T'ang's: “The scenery
it his pictures was hidden in vapimrs and elouds:
they seemed emipty, vet thev were well filled.™

Chang Ch'on, on the other hand, wrote that
“Hsiao Chao's work looks very much like that of 11
T'ang, but his own particular seyle consises in 3 rich
and liberal use of ink (in layers), and yet everything
lie painted, human figures, landscapes, boarts, car-
riages or buildings was exact and wonderful”2

This cdharacterizanon 1s completed I another
somewhat later chronicle where it is said that ""Hsiao
Chao had grasped the style of Tung Yiian, but made
the wrinkles stronger and more vigorous. He was
particulurly fond of painting strmge peaks and rocks,
which scemed o the beholder like the tumultuous
rush of splashing waves and masses of clouds
gathered by the wind™.3

Even if these various characterizations of Hsiao
Chao’s style of painting and extracrdinary mastery:
of the brush conmin some exaggeranons, it
seerns evident that he must have been 2 rather
dynamic personality whose tempestuous rempera-
ment found expression in his brush-work, This is
furthermore vividly confirmed by rhe record abour
his way of executing certain wall-paintings in the
Cool Hall on the Ku Mountam (Ku-shan liang-
r'ang) erected above the West Lake in Hangchou.
It rose magnificont above 3 grove of plum-trees
with walls thirry feet high. The emperor Kao-tsung
had announced lis visit 1o the new building for the
next day. The event was discussed by some courtiers,
and one of them: said: “The high visitor will arrive,
but the walls are sall whire”. It was immediately
decided that the imperial pamiter Haizo Chao should
be sent there to paint some laindscapes. When Chao
recerved the order; he asked to be gaven four gallons
of wine, At sunset he went into the Ku hall; and
then at overy warch, when the drum was beaten, he
drank one gallon, and cach time 2 gallon was
emptied, one wall was finished, Thus the pamting
was done, and when it was completed, Hdao Chao
was also finished and drunk. The emperor arrived,
and as he walked round, he looked ar the walls with
surprise and admiration. He was informed that the
paintings were by Hsiao, and upon that he ordered
that the paintershould be rewarded with gold andsilk.

Hsiao's pictures possessed above all the quality of
making the beholder feel asifhe actually were on the
famous mountaine and rivers, and not simply
looking at pictures of them.

After rmading such descriptive comments as
quoted above, we cannot but feel a deep regret that
we no longer have an opportumity of obtaming a
reliable confirmation of Hsiao's masterly heushman-
ship. The wall-paintings in the Wu-shéng Miao as
well as those of the Ku-than Hall perished long ago,
1 From Hel-hua shih-hul yao, quoted i Nas-Suip Yiiau fus lu,
vol il

2 Shu-hus farig, vol to, gz
¥ Hut Cli' e, qutived it Nis-Sumg piiim-tis B, vol. 1L
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and the [amous scroll illustrating The Twelve
Auspicious Omens at the Beginning of the Eniperor
Kao-tsung’s Reign has not been identified. The
pictures which pass under his name are not very
important, even though some of them may be
accepted as originals. This is true of the large album
leaf in Mr. C. C. Wang's collection in New York,
which represents A Small Wine Shop in a Bamboo
Grove at the Foot of Snow-covered Mountains, and
also of the handserol]l which contains a close view of
Tigerhill in Soochow with is pagoda and other
buildings. The latter picture, which was in a3 private
collection in China, 45 known o me crrﬂ].' tn
reproduction, which hardly allows 2 safe conclusion
as to its date of execudon, but it seems to be
distinguished by the immediateness of an original
and is attractive as a faithful rendering of one of the
most popular historic places in China' (Pl261).

Another handscroll likewise n private possession
inn China, which has the painter’s signature and the
date 1134, is called Dwellings in the Mountains, The
composition consists of sharplycut rocks, im-
petuous streams ar the height of spring-floods,
whirling and foaming as they rush down mto the
river below. These elements and the rocks in par-
ucular are pamted wath the squeczed brush and
“wrinkles like the scars oFabig axe™, exactly after the
model of m::refpam]jhg parts in Li T'ang's pictures,
though appatently with more emphasis on the ont-
lines of the forms. The composition is, at keast n
part, just as well filled as i Li T ang’s landscapes:
there are masses of large leafy trees growing along
the shores; and open galleries and pavilions built
over rushing streams, not to mention the boatmen
who are transporting people over the river, The
prevailing impression is one of rocky strength and
stirging waters, corresponding more or less to the
records about Hsiao Chao’s famous pamtings (P,
260),*

Chao Fu may also from a srylistic point of view be
classified among the followers of Li Thang, though
the two painters may never have met. He lived on
the Pei-ku mountain near Chén-chiang in Kiangsu

and was active in' the Shao<hsing era (1131-1162).
Accordmg to the records in T 'u-hui pac—chién and
Shu-hua fang (VolIX); he mainly pamted views of
the Chin and Chiaso islinds in the Yangtse sur-
ronnded by whirling waters and breaking waves,
which he rendered with great strength and vitality,
“But what a pity that he concentrated on motifs of a
smgle distnce!” He could, however, alsio pamt
excellent figures, Chang Ch'ou writes: “'In the Shao-
hsing era there was a man called Chao Fu (or Fei). a
very skilful painter, living at Pei-ku, who m signing
his pictures did not write his family name but
simiply Fu |Feil, and when people in later times got
hold of his paintings, they sometimes thought that
they were by Mi Fei. Thus Wen Hsiu-ch'éng men-
tions in Yen-shili shu-fua chi a scroll called Chiang-
shan wan-§i t'w as a work bv Mi Fet, though it was
painted by Chao Fei (Fu),"® This scroll is evidently
the same as that now exhibited in the Hui-hua koan
in Peking, i.c. an imposingly large and bold para-
phrase on the eternal motif of split rocks and
rushing water, mspired by the upper reaches of the
Yangtse. and interpreted in a hrilliant manner with
nich mk and a vigorous brush quite unlike that of the
academicians. Bur it is difficult to see how 3 picture
like this could be confused with paintings by Mi Fu.

Chu Jui was probably a little younger, acnve
towards the end of the swelfth century. He was a
native of Hopei but passed most of his life
Hanpchou, where he served as a tai chao i the
Academy of Paintmg and was honoured with the
Golden Girdle, The emperor Ning-tsung’s mother
(end of twelfth century) is said ro have written
poems ot some of his pamting, Bur even while
living in the South, he retined 2 preference for the
scenery of the northem provinces, his place of
origin. He painted several famous snow-landscapes,

! 7949, pp.sgand do,

£ A characteristic example of Hiso Chao's art reprosentmg A
View from 3 Tower over Mounmsing in Miss pressoved in the
Ku-kmy collesion: The piceare, which i akin 1o Li Tang’y
work, hine grown very dark bur the signatare is still visible.

4 Mentioned in the biography of Mi Fe, Sla-low fong, vol.lX,
L
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for instance, Hunters in Snow, Feeding Horses in
Snow, Travelling by Mule-carts, Food Transport,
but also pictures of a softer mood such as Clearing
after Rain in Auromn and A Cool Morming at a
Pavilion by a Lake. They were all praised for their
truth to nature and excellent brushmanship, Tung
Ch'ich'ang wrote about a picture of his represent-
ing A Visit to T*ai-shan that it was so good that even
Li T'ang could not dream of domng anything equal
to it

I we make allowance for a certain portion of
exaggeration, unavoidable in such eologies, it
becomes comprehensible why a picture such as the
handscroll in the Ku-kung collection, which illus-
trating Su Tung-p'o’s poem “The Red Cliff™ is
ascribed to Chu Jui® The picrure is a remarkably
brilliant work in design as well as in execution,
revealing some influence from Li Tang, The
composition has a strong structural quality, the
steep cliffs and mountain walls rise in striking con-
trast to the horizontal lines of the water, which at
some places broadens out into open vistas and at
other places is enclosed in impetuous streams be-
rween rocky walls, The rhythm is bold and the mk
is rich; the painter has used the squeczed brush (&%
pi), thus producing impressions of the hardness and
salidity of the rocks (Pls.262, 263).%

The pictare in the Boston Museum which bears
Chu Jui’s signature is not a thing of the same arristic
importance; particularly as it has grown darck with
age and been cut off at the top, [t represents Bullock-
carts Travelling over a Mounmin Pass. The road is
very steep and it winds berween sharply-cut cliffs;
the mules and bullocks are exerting themselves to
the utmost, pulling the loaded carts zig-zag up o
the rest-house, where they halt for a while before
continuing to the ridge beyond. All the details are
closely observed and of a kind that still may be seen
on far-off mountain roads in China, where travel is
exceedingly slow and the rests are long, as everyone
who has been on the roads and looks at the picture
will remember.

Yen Tz'i-ping is also counted among the fol-

lowers of Li T"ang, though he may have been too
young to receive personal instruction from the old
master. He was the third son of Yen Chung, one of
the old members of Hu-tsung’s Academy who,
like most of his colleagues, re-established himself in
Hangchou, together with his three sons Tx'ii-an,
Tz'fi-vii, and Tz'i-p'ing, and carned a great reputa-
tion (and the Golden Girdle) through his pictures of
water-buffaloes. The sons painted mostly similar
motifs — f.e. landscapes with herding buffaloes -
and the best of the three was Tz'i-p'ing. He entered
the Academy in the Lung-heng era (r163-1164);
became a few years later a chih how (the degree
below tai chao) and received the Golden Girdle.
One of his most important works, représenting
Mountains in Snow, is signed and dated In cor=
respondence with the year 1181, His brush and
ink-manner is said to have been very like Li T'ang's,
except in the “wrinkles of the stones and rocks”,
which he made in a different way.

This may also be observed in a large signed land-
scape by Yen Tz'6i-p'ing in the Palace Museum col-
lection, known amder the rtle of The Four Pleasures
or Contentments.* The figures, which illuserate such
various occupations as fishing and ch'in-playing are,
however, quite small and almosr lost in the huge
scenery of mountains, trees, water, and pavilions,
which is composed in a fashion that no longer can be
called traditional. The overhanging mountain sil-
houette is of a new type; the forms do not bulge or
reach out as mostly m the works of earlier masters,
but seem rather compressed, conveying the impres-
sion of dry parchment or leather. The connexion
with Li T'ang is perhaps more noticeable in the
painting of the trees, though these too are of a

Y Cf. Shai-hote heni-k*ns ond T'u-ﬁm’p.m-fh-im,_ L

£ Reproduced in 2 special vohume fsued by the Palace Mussum
in Peking, 1g32.

# The steribution: of this picture to Chis Jui is due to Hsiing Mo-
Bimy, bust ik seerms mucpe probable that it was painted later, posdbly
at the time when Cheo Pmg-wén wrote his colophon which is
dated 1228,

* The picure 18 excented m ke with slight colounng, and
rmewsures ) £t 203 1 4 i GF Kisbog shw-hua che, yol13.
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harder and more metallic quality than in the works
of the older master (PL264).

The connexion is much more evident in the large
Landscape with Water-buffaloes (formerly in the
Akimoto collection, now in the Sumitomo house in
Sumiyoshi)* which formerly was ascribed o Li
Tang. It is evidently a picture by a follower of Li
T'ang, but it bears no signature or mscription and
can hardly be said to correspond in style very closely
to the signed picture by Yen Tz'G-p'mg. The
attribution to the pamnter is consequently a matter of
conjectare and mot particularly convincing. The
design is, however, of the unilateral type which
became most usual in the Hangchou Academy, and
the scene has a bucolic charm that is very characteris-
tic of the country around the lower Yangtse river.
Herd-boys are amusing themselves under leafy trees

on a river-bank, while a bull is grazing and a cow is
decping with her muzzle on her calf. All these
various clements are, however, rendered with maore
exactness of detail than picrorial atmosphere, and in
this respect the picture is distinetly inferior to Li
T'ang's works.

An album leaf, in the Freer Gallery, which
represents some cottages under pine-trees on 3 pro-
montory and misty mountain sithouertes i the
distance, has more marked pictorial quality, though
the linear definition 15 here too noticeable. The
picture is fully signed by the master and stylistically
akin w the large landscape in the Palace Collection,
and it may be admitred that the smaller size is an
advantage from the artistic viewpoint (PL265).

L Colour reproduction in Kekls, Mo, 191



Su Han-Ch‘en, Chao Po-Chii and Ma Ho-Chih

TuEe teamNe figure-painters who were active at
the Academy of Painting from its new start in
Hangchou had served i similar positions in K'ai-
feng before “the crossing of the River™. They were
experienced academicians like most of the land-
scape-painters discussed in the last chapreer, and well
acquainted with the literary culture and aesthetic
wdealy which had formed the pith and marrow of
the activities at the emperor Hui-tung's model
imstitution. They treated legendary subjects and
poetic illustranions with the same success as scenes of
actual life, but in all that they produced there was
this undercurrent of literary romanticism harking
back to “the Enchanted Peach Garden™, a breath of
fading flowers from 2 quasi-Taoist Elysium that still
lingered around the West Lake in Hangchou. These
artists brought the exquisiteness of the Sung refine-
ment to an apogee, reflecting in their pamting the
harmony of colour and purity of form to be known
and admired by later generations, particularly in the
silks and ceramics of the Sung period.

Wang Chiichéng, sometimes called Han-ko, was
one of the earliest of the refined figure-pamters in
the Southern Sung period, and he is also one of the
least known, because his works are rare. He should,
however, be remembered here is passing, because
his name is artached to 2 very charming fan-painting
in the Boston museum representing a young lady
seated on a gurden terrace admiring a parakeer
shown to her by a boy servant. The design i
beautifully balinced and execured with the same
tefinement as Su Han-ch'én’s paintings of similar
motifs (Pl.266).

104

The dates of Wang Chii-chéng's activity are not
exactly known, but since hus father Wang Cho was
a contemporary of Wu Tsung-yiian, he may well
have been active at the very begmming of the twelfth
century, if not before. He received his first training
as a pamter n his father's studio, but specialized m
paintings of noble ladies and followed in this
respect Chou Fang, grasping “the leisurely ease™ of
the Tang master’s style. We are also told thar he
used to go to certain temples and gardens where he
could ohserve the ladies withour himself being seen.!

To what extent the traditional atrribution of the
graceful fan-pamting 15 Boston s accepuable 1s
difficule to decide since the material for comparison
is so very slight. The only other picture to which
Wang Chiichang’s name is atrached 1s a short
handscroll in the possession of Chang Ta-ch'ien in
Hongkong, which represents a Woman Spinnmg
Thread Assisted by a Man Servant; the signature on
this picture consists of only two characters: Chii-
chéng, The picture is interesting as a very close; not
to say humorous, study of the two rugged persons
who are deeply engaged m the spinming of the
thread (beside a boy and a dog). They are both
rendered with unfailling exactness in every detail of
the facial types and tattered costumes, bur the whole
thing is animated by a spint rotlly different from
that of the graceful fin-painting in Boston, and it is
difficult to recognize the same master’s hand in the
two pictures.

Su Han-ch'én, who came from K'ifing, had

L CE T usdune chien—sfn chil, T, and Shénpiray ming-hud p'og,
17
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served as a tai chao m Hui-tsung’s Acdemy and
stood in no less favour with the emperors Kao-
tsung and Huao-tsung, He was honoured with the
title of di'éng-hsin lang and was probably active
until about 1167. Su Han—<ch'én's fame as a panter is
based partly on his Buddhist and Taoist pictures and
partly on the more realistic genre-scenes from the
lives of children and young ladies. OF the former,
which mcluded some wall-paintings in two of the
Taoist temples in Hangchou — 1.e. Wo-shéng miao
and Hsieni-ying kuan — nothing 1 left,! whereas his
genre-paintings survive in several mrercstmg ex-
amples, which retain the general characreristics of
the master’s art even when not executed by hunself,
Such illustrative scenes from the lives of children -
the pets of every family in China —must indeed have
enjoyed great populuricy not only because of their
motifs but alss on account of their rich display of
decorative details, incloding costumss, toys, utensils,
dishes, garden fumniture and the like, and con-
seqmr.l].r attracted many skalful imitators (Pla6g).

Typical examples of this kind are the pictures
representing A Toy-pedlar, or A Sweetmear-
vendor, which exist in several versions with con-
sidecable variations. The most complete and
claborate known to me are the picrures i the Palace
Museum collection and in the Nezu collecrion in
Tokyo.* The pedlar 1s represented pushing a litde
cart with a high scaffolding on which many kinds of
toys and trinkets are suspended. Five or six small
children have gathered around the cart, one with his
baby brother on his back (s often seen in China).
Some of them are standing m mute adoration of the
coveted treasures, others are giving outlet to their
excitement by fighting bnskly. The general effect
of these rather enterfaining compasitions is gay and
multi<oloured like the thrilling and shifting joys of
the children, and even when not actually executed
in the Sung period, they probably give an idea of
the most popular phase of Su Han-ch'én’s art.

A somewhat simplified or fragmentary version of
the motif may be seen in a picture formerly i the
Charles B. Hoyt collection in Cambridge, Mass. [t

represents A Sweetmeat-vendor with a nicely
arranged display of small plites and boxes on 3
bamboo scaffolding, apparently urgmg a boy to
go on to some other person who, however, is
missing owing to the cutting of the picture, The
fragmentary condition of the composition makes it
impossible to reach a complete idea of its illustranve
motif, but it arouses interest by the very expressive
gestures and positions of the two figures, and the
refinement in the Tendering of the various details of
costumies and utensils (PL267).

Su Han<h'én’s most atreactive paintings of
children are limited to two, three or four of sach
small models, usually placed ina garden, where they
ate eccupied insome characteristic game, for instance
with crickets, or with masks in pantomimes imitat-
mg older folk. Amuony the former may be pomnted
out a picture in the Palice Museum in which the
garden scenery 16 emphasized by a tall trunk-like
T'at-hu stone and a large fHowermg mutan shrub
which £ill the background, while two small boys are
playing with a cricket on a garden stool in-front of
the stone. The scene has the ammosphere of u Chinese
rock-garden m full bloom (Plasg).

It is one of the most attractive picnires by Su
Han-ch'én and makes one recall the apprecia-
tion of the painter’s work by Wu Chén, the famous
bamboo painter of the Yiian perind, who wrote on
a painting by Su Han—ch'én representing Children
Playing and Berting: “Su Hanch'én was able to
render the manners and appearances of children
completely and to express theie spirit and feelings,
becanse he concentrated on them entirely. This
pamting 1 beautiful, lovely and pure and causes
great enjoyment. There was good reason for the
praisc bestowed on him m the Shao-hsing and Ling-
hsing epochs, ™
b grith the pomible sxeeption of & pictuse i the Freer Gillery
reprosemring Amitibha Welcoming Souls to Puradise, Tt is signei

Su-Han—ch'En, second vesr of Lung Hung: e, 1164, bot seemmto.
bove been executed ot o later date,

200 Kb Shadue ohd, wolWL Chinese Catslogne. Lomdon
Extibition, p.7s. Nemt picrars roprodused in the catalogue af the
colloction snd iy Ta, p.72

3 Do i Nam-Sang hesa=yivm Iy from Paachd he.
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The above estimate by Wu Chén, who as 4
painiter was something of an opposite to Su Han-
ch'én, may also apply to the picture in the Museum
of Onental Culture m Moscow, which shows four
boys occupied in 2 playful commemoration of the
First Bath of Sakyamumi Buddha, a ceremony
which is performed in China at the beginning of the
sixth month. The small actors, who are hardly more
than three or four years old, perform the ceremony
with great dignity and care. One of them is holding
n his outstretched hand a statue of the new-bomn
Buddha (mking his first step), while 2 comrade
sprinkles water on the statuerte, another 15 bringing
flowers m a bowl, and a fourth is kneeling in
adoration, thus imitating what actually takes place
on such occasions. The transformation of the cere-
mony into a childrens’ game substitures humonr for
solemnity and. without bemg really irreligious —the
children are 0o serious for that - reveals an attitude
of mind towards soch mncient, maditional cere-
monies which would hardly have been possible atan
earlier date. The picture is signed, Han-ch'én, and is
said to be executed with the care and refinement ofa
Sung paintmg.'

A different kind of picture; signed by the master
and distinguished by the technical perfection of a
real Sung work, belongs to the Museum in Boston,
The scene is here again a garden terrace, but there
are no playing children, only 3 young lady who is
sitting on a low bench in front of her dressing-table,
and 2 youthful maid standing at her side, ready to
carry out every wish of her mistress. On the table is
anvarray of varions roilet boxes, 2 vase of Bowers and
a large mirror in whicl the face of the young beauty
is reflected in accordance with an arrangement
known from so many ladies’ portraits of the Ming
and Ch'ing periods. A single branch of a blossoming
plum-tree stretches out like a greeting of spring from
the rockery at the edge of the picture. She is sitting
quite still, may be listening, or dreaming of spring
nights on the West Lake (PL270).

This art of subtle innuendo or suggestiveness
which makes Su Han-ch'én’s paintings of the

Hangchou beauties so anractive, 1s well brought out
m a foew lines by Téng Ch'un m Hua Chi by
which also the painter’s historical position s
mdicated;

“The art of representing women consists in depict-
ing the ways and manners of the inner apartments.
Artists like Chou Fang and Chang Hsiian of the
Tang, Tu Hsiao and Chou Wen-chii of the Five
Dynasties period and Su Han-ch'én (of the Sung)
could do this in a wonderful way. Their art did not
consist in painting the rouge and the face powder,
the golden omaments and the jade pendants; they
did not consider the representation of such things as
art,” It other words, it was not the attractiveness of
their motifs or the prettiness of the omamental
details that endowed their dllustrations from the
women’s quarters with the quality of exquisite
works of art, but rather their faculey of rransmitng
something of the fower-like charm of Chinese fem-
minity as it flourished in Hangehon during the warm
sunset days of the Southern Sung dynasty.

* * *

Chao Po-chii, t=ii Ch'ien-li, was mentioned
our account of painters whom Téng Ch'un enumer—
ates as relatives of the imperial family.# He had been
a member of Hui-tsimg's Academy, and stylistcally
he stands much closer to the older generation than
to the new currents which oniginated in Hangchou,
but he was a favourite painter of Kao-tsung and
continued his activity practically during the whole
reign of the emperor (r127-1162). As an official he
rose to the position of Keeper of the Tmperial Seal
and Govemnor (7} of Eastern Chekiang, The
emperor employed him for the decoration of 2 big
hall, the Chi-ying ten, a work which he executed
together with his brother, Chao Posu to the

1 Cf, Dita Newnun, Une Peinture de. Sou Han-tch'en dans un
Musée de Moscou in Revue dei Arte Asiatigures, X101, Sepeenther
1939,

2 Huachi, first secdon, Chao Pochil #4 not inchided: in - Naw-
Sung yian-hua lu, but some information aboot his works is to
be found in Shi=hua fang, vol.1o,



U HAN-CH'EN, CHAO POCHU AND MA HO-CHIE 107

great sansfaction of the monarch. But most of his
landscapes and flowers to portraits and Taoist
figures, were exccuted on a comparatively small
scale in a highly refined style based on studies of Li
Ssii-hsiin's and Wang Wei's works, Chao Po-chi
scems to have been a distinctly conservative artist,
highly skilled and well fitted to serve as an imperial
court-painter,

His name has in later times been commected
particularly with landscapes and illustrative pamt-
ings executed in the ¢h'ing-li pai manner, ie. with
bright green and blue colouring (besides red and
white) and gold outlines. This rather artificial
method was evidently derived from Li Sst-hsiin’s
conventional landscapes, but: Chao Po-chii de-
veloped it further by increasing the contrasts of gold
and green, and gave by this the imperus to a type of
painting which survived far into the Ming and later
periods. Its obvious decorative merits gave 1ra broad
appeal, but this involved also a gradual populariza-
tion and decline, so that later examples of the gold
and green style sometimes have more likeness with
silk fabrcs, such as k'o-ssi¥, or with cloissormée or
lacquer wotk, than with pictures produced with
brush and wk. But before we tum to a few ex-
amples of this kind of decoranve panting, we muse
recall 4 somewhat different picture likewise ascribed
to Chao Po-chii.

It is a large handscroll in the Hui-hua kuan in
Peking, which represents chains of deeply folded
rocky mountains with dry trees and winding
streams at their foot, exccuted in blue, white and
brownish tones on silk. The condition of the picture
is now deplorable, since it is much wom and cracked,
but the general character of the design and the rone
and atmosphere of the rendering of this grand monf
are impressive, It was impossible to leam whether
the atribution is supported by a signature, but if this
is the case, it may be said o kift Chao Po~chii to a
somewhat higher level as a landscape-painter. The
manner here oo & rather archaistic, based on
studics of T*ang painters, but it is not stereotyped

and serves well a great conception of the traditional
motif (Pla71).

Chao Po-chii’s dependence on Li Chao-tao 15
illustrated by a fan-shaped small picture in Ki-kung
shu-hua chi (Vol.II} representing certain lofry
pavilions of 2 Han palace and a great number of
small figures in front, where distinguished visitors
seem to be arriving, As far as can be seen in the
reproduction, this little picture is distinguished by a
wbﬁtchzmmdmﬁncmemwhichcmﬂspmdstua
Sung transposition of a T'ang model (PL272). Other
pictures in the same collection atrributed w0 Chao
Po-chii are less convinemg as originals of the Sung
period, yet worth remembering as illustrations of
the varions phases of the master’s art. Thus the small
picture of the A-fang palace, sittated in a park atthe
foot of misty mountains, is a nice example of the
very carehully executed architectural compositions
for which Chao Po-chii became famous, while the
picture of a fairy riding on a dragon over mountans
and seas opens a view into the world of Taost
Immortals. Neither of these pictures is executed by
himself, but both may be accepted ~ funre de mienx —
as examples of his artstic propensities.

The most important of the various illustranve
scrolls executed in the ih'ing-lil poi manner is the
picture in the Musetm in Boston whach represents
the First Emperor of the Han Dynasty entering the
Ch'm capital. It bears the painter’s seal and signa-~
ture and o doubt represents his composition, but
hardly his brush-work, the technical execution
being schematically dry and hard. Everything is
defined with colour and outlines, partly in ink and
partly in gold, with a clearness thar would stand
considerable enlargement as if the picrures were
composed for large wall spaces mther than as an
illisstrated picture chronicle, The artist has succeeded
in conveying mass and movement by symbols and
significant groups. The great victorious army which
is marching along the winding mountain path is
shown only in spots, most of it is hidden behind the
high mountain ranges, but we get a vivid impression
of its importance and steady progress from the
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innumerable pennants and standards which are
futtering in long lines above the ridges of the green
cliffs. The device has been utilized with remarkable
success and made it possible for the artist to supgest
large distances, space, and continuows movement
within the frame-work of conventionalized clouds
and mountains, In the second half of the picture the
leaders of the army are galloping on horseback over
the bridge and through the fortified gateway, pass-
mg into the palace city of Ch'in Shih-huang-ti, 2
dream-like place where nature and art are combined
as freely as in a poetic legend. The high towers vie
with the craggy cliffs, the terraces spread far over
the water, and the clouds and mist circle like pro-
tective smoke-screens around the open pavilions:
The final scene shows the Han emperor receiving
homage from the kneeling palace ladies.

Chao Po-chii was no doubt a master of such
illustrative picture-scrolls, in which historical events
were translated mto poetic chronicles, and actual
observations blended mnto decorative designs of
bright green. red, white, and gold. He painted,
for instance, the emperor Ming-huang’s historic
journey to Shu (when the capital was sacked by An
Lu-shan’s soldiers), and T'a0 Viian-ming’s Gmous
tale about the Enchanted Peach-garden. Both these
pictures were copied by Ch'iu Ying m the sixteenth
century and by later artists. A long scroll which
according to the signature and the colophon is Ch'iu
Ying's copy after Chao Po<chii's famous picture
Ming-huang hsing shu s in the Museum m Stockholm,
The other Ch'in Ying copy is mentioned with the
highest commendations by Timg Ch'ich'ang; he
valued it at a price cqual to that of fifteen cities, and
regretted that he had not enough money to acquire
it. Most of Chao Po-chii’s famous scrolls seem to
have been of this kind; fe. freely conventionalized
landscapes with illustrative figures. He pamted The
Fairies of the Lilacs, The Drug of Immortality, The
Visit to the T'ai Mountain; Boats Coming out of the
Gorges, but also actual portraits, as for instance, Su
Tune-p'oin Contemplation on a River Bank (Tung-
p'o yiteh shui t'n) and studies of birds and fowers.

Chao Po—chii’s younger brother Po-su, =4 Hsi-
yilan was also a gifted painter, and & said to have
followed Po-chii in his illustrative painting, but the
only work by him which has come under my
observation is a landscape scroll exhibited in Hui-
hua kuan in Peking. It represents Pine-trees on a
Hill in Moonlight, a motif nor often encountered in
Chinese painting, here rendered in 1 spotty manner
with harmonies of soft brown tones.

x L3 *

Ma Ho-chih was cvidently a highly gifted painter
who made his own style and followed a road quite
different from that of the academicians, He 1
recorded with admiration by most of the leading
critics, only Tung Ch'i-ch’ang expresses some regret
that he did not follow more closely the classic
models of Li Lung-mien. From the numerous
quotations reprinted m Nan Sung piian-hua ls some
of the most relevant may here be reported.

We are told that Ma's t=3i and hae have been lost
or forgotten; he came from Chiientang in
Chelaang, acquired his chin shik degree in the Shao-
hsing era (1132-1162) and lived for some time into
the reign of Hsiao-tsung (1163-118g), He made an
official career, reaching the position of wvice-
President of the Board of Works, but did not serve
28 4 tai chao in the Academy of Painting, His artistic
occupation seems to have been somewhat akin to
that of the gentleman-painters; the main part of his
productions consisted of ink drawings which he did
for his pleasure, or to satisfy the emperor Kao-tsung,
who esteemed him i particular as-an illustrator of
the Odes (from Shik-ching), which the emperor
copied with his own hand. The impenal calli-
grapher is said to have written down about three
hundred of these poems and ordered Ma Ho—chih to
ilustrate them, which he did ro some extent, but
passed away before the whole series was completed.
This collaboration between the emperor and the
painter forms, so to speak, the red thrl:;d in Ma
Ho-chih'’s artistic activity and 1s referred to by most
of the lustorians as his essential accomplishment.
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The paintings were mounted in series of seven,
ten or twelve; on scrolls with intervals in which the
text of the poems was copied. Ch'én Chi§u, who
saw one of the scrolls representing the Odes of Pin
m the collection of a friend, makes the following
remark about it: "The text to all the seven sections
was written by the emperor Kao-tsung and added
on; the emperor used to say: ‘In practising calli-
graphy one should write the texts of the Classics,
because in doing so one does not only learn the
characters but also inhibits the mind from forgetting
the Classics’. Whenever he wrote down the text of
some Odes, he left an open space afier (cach Ode) and
ordered MaHo-chih to fill these out with paintings.™

Another scroll containing ten sections of text and

illuserations to the Odes of Pin was described in a
colophon by Wu Ch'i-<chén a¢ follows:
“The scroll in ten sections by Ma Ho-chih, re-
presenting the Odes of Pin, 15 pamted on Ch'éng
Hsin T'ang paper. The manner of painting is very
delicate, fluent and unrestramned like sailing clouds
and streaming water, and completely free from
academic manners, On the spaces next to every
painting the text of the poems is written by the
emperor Kao-tsung in k'ai sty (model scripr). The
movements of his brush are vigorous and the
beauniful writing clearly displayed.”

In deseribing the style and brush-manner of Ma
Ho-chih as displayed particularly in these illustrative
compositions, the critics emphasize his freedom
from the fashionable elaboration common in
academic circles and compare his brush-strokes to
slender willow leaves or to the very long and sinuous
leaves of the epidendrum plant (fan hua). The simile
is well calculated to convey an idea of the long
and wavy lines, which are so light and airy that they
almost seem like freely Ruttering (pliao-r) leaves.

Chang Ch'on made several attempis i Shu-hua
fang (Vol.X) to characterize this easily floating airy
brush-manner of Ma Ho-chih when describing
pictures that he had seen or possessed, for instance:
"I recently boughe eight pictures of the Féng and Ya
Odes from the great-great grandson of the minister

Wu Yilan-po, which originally, at the end of Sung,
belonged to Chuang Liao-tang and were later
authenticated by Shén Chou. Although they are
quite small and sketchy, they are extremely expres-
sive, Ch'én Chi-ju says that their style is wonderful
and of a very high class; they might be placed on 2
level with Kuo Chung-shu's marvellous works; and
may indecd be to 4 man who tastes no
cooked food, quite unlike all others in appearance
and manners, to use a good metaphor.™

The woter expresses his admiration for Ma Ho-
chih in several colophons, but at the same time he
has some douhts in regard to still existing waorks
ascribed to the master: “He was an excellent painter
of lindscapes which surpassed the works of other
men by their pure and unrestrained style. In pamtmg
himan figures he imitated rhe style of ' Wu Tao-t=4,
His brush-work was fluttermg and free, and he was
much appreciated by Ssi-ling (Kao-tsung), The
paintings of the Mao Odes which have been
preserved are practically all copies.”

The last statement by the discriminating Ming
critic may indeed be observed as salutary caution; if
practically all the pictures to the Mao Odes which
existed at the beginning of the seventeenth century
were copies, we can hardly expect to fnd many
onginals among those which have survived to
our time. But we can at least disenmmate between
various degrees of artistic merit in the stll existing
examples.

According to the traditional rough indication,
the emperor would have copied three hundred of
the Mao Odes and ordered Ma to illustrate them:
but this is evidently a gross exaggeration. The actual
number must have been much smaller. The Hui-
shih pei k'ao conmins the statement thae fifty-two
paintngs representing the Odes by Ma Ho~chih had
been incorporated in the jmperial collection, but
besides these there must have been in the Ming
period 2 certain number in private possession,
because Tung Ch'i-ch’ang writes in his colophon 1o
the scroll of Ten Odes of Ch'én that he had seen
b Wik b, quioted m Nan-Simg pisam-bua fo, 111
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sixteen such scrolls of illustrations to the Odes by the
emperor Kao-tsung and Ma Ho-chih. According to
an annotation on the scroll of Seven Odes of Pin,
formerly in the Manchn Household collection and
now in Hui-hua kuvan in Peking, there were
fourteen scrolls of this kind in the Ch'ien-lung
collection,

The mierest of these and other statements refer-
ring to the number of such scrolls existing at various
periods is mainly in the fact that they tend to prove
that the number varied, probably as a result of
copying and duplicating the pictures ar different
times. This practice secms to have flourished in the
Ming period when Chang Ch'ou and Tung Ch'i-
ch'ang wrote their encomiums of Ma Ho-chib (and
possibly earlier), and it explains the above-quoted
statemnent as to the complete want of eriginals by
the master. A more penetrating analysis of the
problem is hardly possible owing to the scantiness of
the still exisung material, I can only menton here a
few examples of various kinds of such scrolls which
have come mnder my observation.

LA. Boston Museum (formerly Chiien-lung). Six
(originally ten) Odes of P'ei in the Hslao-ya
Section. Ink and shight colounmg on silk. Colo-
phons by Wén Chéng-ming, dated 1547 and by
Ch'ien-limg, 1770' (Pls.275-—278).

L.B. Hui-hua kuan. Peking (formerly Ch'ien-lung),
Seven (origmally ren?) Odes of Pin. Ink and slight
greenish and brownish colours on silk. Colo-
phons by Tung Ch'ich'ang and Ch'ien-lung,
The same compositions are repeated i a scroll
belonging to C, T. Loo’s successor in New York.
This has no Ch'ien-lung seals or colophon, but a
number of later seals including thar of Mr. C, C.
‘Wang (Pls.279, 280).

L.C. Yurinkan (Fuit collection), Kybto. Twelve
Odes of T'ang in the Ta-ya section. Ink and slight
colour on silk. Some portions of the picture are
badly damaged. The measurements: 25 % 867 em.

ILA. C. T. Loo's successor, New York. Ten Odes of
Ch'én in the Kuoféng section. Ink and slight
colour on silk. Seals of Ch'ien Lung and later men.
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Colophons by Tumg Ch'i~ch'ang, dated 1602 and
and colophons are repeated m a scroll formerly in
the Manchu Household collection and reproduced
in 2 series of thirty-five photographs by the Yen-
kuang Co. in Peking. It has only a Chia-ching
seal and is not of carly date.

[LB. Ueno collection, Kyéto (published as a scroll
by Hakubundo), Twelve Odes of T'ang in the
Kuo-féng section. The picture has a great
number of Hsung Yiian-pien’s seals and is
executed in 4 somewhat broader pictorial manner
than the other scrolls.

The ink sketches which serve as illustrations in
these scrolls have as a rule only a vague generalizing
connexion with the accompanying text. As an
example may be recalled the Ode from the Hsiao-
ya section:?

“Om the southern hills are the ¢'ai plants,
on the northern hills the lai plants.
Happy be the Lord!

He is the foundation of the State.
Happy be the Lord!
May his years be without end!” etc.

The illostration to this shows a rocky promontory
with leafy shrubs jutting into the water where two
men in small boats are occupied in catching fish in
baskets. A few birds are soaring above, apening the
sky, 50 to speak. Here as in several others of these
ilustrations the artist has found occasion o trans-
pose the simple clements of nature descriprion
contamed in the poem mto an mtimate landscape
sketch based on actual observation. The appeal of
Ma Ho-chih’s illustrations depends to no small
extent on his feeling for the life-breath of nature, his
sensitivencess to the rustle of the leaves and the ripple
of the waves. He was something of 3 romantic
nature worshipper like the grear Yitan painters —

VCF, the article by K. Tomits ind Keiming Clig, Seroll of Six
Odes from Mao Shih in Bullétin of the Afucenm of Fine Arts in
Bason, Ocrober 1932,

2 Boston Museum Bullerin, ap, dt.
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Huang Kung-wang and Wang Méng — who under-
stood him and praised him greatly.

This was the most lovable side of his art ds may
also be observed in our illusrations. The scenes in
which the figures are placed in landscapes with
blossoming trees, running water, pavilions and
boats are far more attractive than the compositions
with figures scattered over an empty background.
His figures are always alive, but the mdividual
cxpressiveness is slight.

The scrolls mentioned above may indeed, as
indicated, be classified In two or three different
grades with a view to their more or less distant
connexion with the Sung painter, a distance chat
broadly speaking may be measured in a gradually
increasing lack of quality and deterioration of the
brush-work, Yet even the most superficial and
weakest among them have retained something of
that airy and futtering manner said to have been
characteristic of Ma Ho-chih; in other words, they
reveal a common origin Of inspiring source, but
while the best among them, such as the pictures in
the Boston scroll, charm us by their atmospheric
beauty and pictorial intimacy, the scenes in the
Ueno scroll are written down quite superficially
with more speed than inspiration in a brilliantly
lpose and light manner.,

Ma Ho-chih also painted landscapes of a more
complete kind. Some of them are recorded, others
ascribed tentatively to the master, but as far as 1
know, there is only one which may be accepted as
his own work. The picture which was exhibited
(1954) n Hui-hua kvan is an illuseration to Su
Tung-p'o’s prose poem The Red Cliff: Four men in
aiongbmtm:pammgasm:ﬂdtﬂ'auhchcadnfthc
picture; the rest of the composition is simply open

water which is indicated by a light ink wash, but
the suggestion of water and sky opens the view mto
a limitless space. It is 2 motif that has tempted more
than one of the great landscape-painters in Hang-
chou; they have all sought to evoke an impression
of infinity (space without frontiers), but none of
them has reduced it to visible expression on 2 scroll
with lighter touches of the brush.

Bot more academically minded critics sometimes

found the master’s brush-wotk too light. T'ang Flou,
who wrote his Hua-chien about 1360, could not
suppress a slight depreciatory tone in his estmate of
his elegant but rather fugitive manner:
“Ma Ho—chih did his human figures beautifully with
eastly flowmng and sweeping strokes of the brush,
and the people of the time called him the ligtle Wa.
[f he had only been able to throw off all that is
vulgar and paid more attention to the noble and
old-fashioned (models), no other artist could have
reached him.”

To the above account of still preserved paintings
by Ma Ho—chih may be added a few words about
two excellent small pictures which hitherto have
remained practically unknown. They form parts of
% large album of Sung and Yiian paintings in the
Ko-kung collection and are both signed wath
minuscule script by Ma Hochih. One of them
represents.a Falcon m an Old Tree growing on 2
rocky shore; the other, A Bay at the foot of Misty
Mountains, where fishes are seen swimming i the
water and a stork soaring in the air. The technical
exccution in a soft kung pi manner is very refined
and more finished than m the illustrative drawings
described above and the conceptions have a tone
of intimacy which reveals 3 master of the highese
class,



The Ma-Hsia School of Landscape-painting

Tre DEEPLY rooted and widely diffused fame of
Chinese painting from the end of the Sung period is
to no small extent based on the type of mono-
chrome landscape-painting that fourished so abun-
dantly at Hangchou and other art centres in the
South towards the end of the rwelfth century. Some
of the leading masters who were active at the
Academy at that time developed certam formulas or
types of landscape-painting which, although to some
extent tried or prepared by painters of earlier
generations, had not as yet been brought to the same
degree of formal defmition and pictorial expression.
The decorative designs and romantic appeal of these
new formulas made them widely appreciated; their
qualities were obvious and easily apprehended even
by amateurs with no specal experience in Chinese
painting. The production of this kind of landscapes
was consequently carried on (in more or less free
individual transformations) not ouly to the very
end of the Sung period, bur also during the succeed-

ing eras. It became semething of a special current of

style which Chinese critics in the Ming perod, who
wete no longer inclined to accept the stylistic ideals
of the Hangchon academicians, called b}r 3 mis-
leading mame the “Northern School™.

The meaning of this will be further explained in
our-discussion of punting in the Ming period, but
here may be added that the new orientation in the
acsthetic circles in China at the tme mplied a
growing indifference towards the works produced
by the academicians and their successors of the
“Northern School”. This again made it casier for
outsiders, such as the Japanese artists and collectors,

12

to acquire many of the most important specimens
by Ma Yiian and Hsia Kuei and their followers,
which consequently left China. Something of the
same attitude has lingered even to our day. It thus
happens that more pictures of merit ateributed o
Ma Yian and Hsia Kuei, or their school, are today
found in Japanese and American collections than m
China, and that the literary records about these
masters are not so abundant as those concerning
their immediate predecessors.

Ma Yiian was the most fimous member of a
family of painters which had been active during
several generations. The earliest fully recorded
representative of this fumily was Ma Fén (whose art
was discussed in a preceding chapter); his ancestors
are said to have been painters of Buddhist subjects,
but he was probably the first of the Ma who excelled
in monochrome ink-painting and sought his motif
in harure. Flis son was Ma Hsing-ta, who followed
in the footsteps of the father, specializing likewise in
birds and animals, He served as a tai chao in Kao-
tsung's Academy, and is said to have been much
esteemed by the emperor, who consulted him on
the pictures which were acquired for the imperial
callection. Among the paintings attributed to him
may be mentioned m particular an album-leaf
representing a Small Bird on a Lotus Plant intently
observing a dragon-fly. It is a charming little
picture, perfectly spaced and executed i the most
refined and elegant academic style.!

Ma Hsing-tsu had rwo sons, Ma Kung-hsien and
Ma Shih-jung, who both became tai dhao in the
! Reproduced m [-shiu ch'ian 'img, P VIL 2.
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Academy and received the disuncrion of the
Golden Girdle: They pamted fowers, birds, figures,
and landseapes, prefersbly in monochrome ink, and
were active about the middle of the rwelfth century
(up o 1160 or a little later), The style of Ma King-
hsien may still be observed in a picture m Nanzenji,
Kyoto, which bears his signature, It represents the
Discussion between the hermit Yao-—shan and the
Philosopher Li Ao (of the Tang period), but s
main artistic motif is 2 tall pine-tree, growing at
the one side of the composition and stretching irs
jerky branches right across it (PL281). The design
15 of the same type as we shall find m some of
Ma Yiian's pictures, though emptier. more matter-
of-fact, and without their power of poetic sugges-
tion.

M3 Shih=jung’s painongs have not survived, but
he is remembered as the father of the two grear
painters Ma K'uei and Ma Yiian, who represented
the fourth generation of the Ma family, while the
fifth and last generation was represented by Ma
Yitan's son Ma Lin.

The two brothers must have been closely as-
sociated as painters; they were both horn about the
middle of the twelfth century, and continued their
activity until about 1224. Ma K'uei was the older
but less gified of the two. The paintings which are
ascribed to him are mostly diluted editions of the
brother’s works, yet there are one or two very

remarkable examples among them, i.e. landscapes of

deep poetic inspiration, though we are told that Ma
K'uei reached his greatest fame as a pamrer of birds.
The best-known specimens are all in Japan, broughe
over as early a5 the fourteenth and fifticenth con-
turies (like the works of Ma Yiian), for instance, the
two rall compositions representing A Man Playing
the Ch'in wunder a2 Pine-tree on a2 River-bank
(formerly in Count Tokugawa's collection, Kokka
196) and Lim Ho-ching Admicng the Plum-
blossoms, in the Twasaki collection (Tays, v, PL
40), and furthermore, the landsnpc m Chishaku-in
of Daitokuji m Kyoro (Kokka 236), which, how-
ever, looks like a later creation in the mammer of

Hsia Kuel, The most mtimate and suggestive of all
the pictures ascribed to Ma K'uei is the lietle fan-
shaped painting, unnl lately in the collection of
Mr, Magoshi Ky@he in Tokyo, representing Two
Men in 2 Boat on an Evening Lake! It is one of
those exquisitely simple compositions: where the
painter with the greatest economy of means has
suggested something beyond definition - a reflecaon
of infinity, an echo of the decp harmony between
man and nature which only true poetry, in words or
svmbols of pantmg, may convey. There is little to
be described or analysed in a picture like this: A pro-
jecung stone, a few reeds, a boat with rwo men; and
the faint slhouette of mounmin tops in a2 miscy
background. Most of the picture is empty silk
ground, but it 15 nevertheless full of signi L an
mnfathomable source of peace and beaury. [F Ma
K'uet aceually pamted chis, as clamed by tradition,
he must have been a poer hardly inferior to his more
famous brother (PL281).

Ma Yiian, fao. Ch'm-shan, became a fai chao m
the Academy during the reign of the emperor
Kuang-tsung [(1190-1194), and swood in grear
favour at court in the time of the emperor Ning-
sung. who conferred on hum as well as on his
brother the Golden Girdle. The emperoc’s sister-in-
law, who, like the emperor himself, was a promment
calligraphist, was particularly fond of Ma Yilan's
pictures, and used to provide them with poetic
inscriptions. He 'was snll active mn the reign of the
emperor Li-tsung (1225-1264), when he exented a
picture of the Three Religions, but it secoms probable
that he died before the middle of the century. His
artistoc education W, T d-r.}uht. a matter ﬂfﬁuni]}'
tradition, but he is said to have followed Ti Thang
most closely.

The old historians are all unanimous in praisimg
the strength of his brush-work and in characterizing
his designs as angular and unilateral, or what they
called “side-hormed™ (cornered), One of them
writes:!

! Reprodured m Tapd, wiil, PLgt and deowhere,
£ Quoted from: Ti-kung 1'an tmen m She-diog fmmg, volao,
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"His brush-mannér was severe and regular (ie.
firm), He used scorched ink m pamting trees and
rocks. The branches and lcaves he painted with a
compressed (squeezed) brush; the rocks he made
sharp and angular with wrinkles like the scars of 2
hig axe, using diluted ink for these parts. Complete
views by him are not common; in his small pretures
the tops of the high mountains are not visible and
the steep cliffs reach right down, so that their bases
are pot seen. The near mountains touch the sky, but
the distant mountains are low. He painted 1 single
boat with a lonely man rowing on the moan-lit sea.
Such were his ‘side-horned” (unilateral) scenes.”

The same charactenzation is repeated with slight

varations by other chroniclers, but in addition to
this some of them also offer remarks abour his
figures, buildings, and trees, as for instance, the
following :!
“In painting the garments of human figures he used
lines like rat—tails in his small pictures, whereas in the
larger ones he used lines like willow twigs; it made
them look very dignified and beautiful. For build-
ings he wsed 3 foor-measure and painted them wath
colour very fine and clear.

“People say that Ma Yiian painted only unilateral
compositions, because they have not seen many
works of his, But in his big paintings which are to be
found in Chekiang, there are steep mountains rising
impasingly (in the middle) with streams winding
around them and waterfalls beeween the trees partly
hidden and pardy visible. At the side of the moun-
tains you see a far extending lowland with a wide
expanse of water and beyond it the famt contours of
a pagoda. It all makes up perfectly balanced (com-
plte) piceures.”

The same writer points out thar “Ma Yiian made
his pine-trees very tall and strong as if they were
made of iron wire, sometimes he painted them with
a stump brush; the cffect of them is vigorous,
beaunful and elegant.”

But no less characteristic of the painter’s style were
the crooked and writhen trees which became so
popular that the gardeners who made pine-trees

grow in this fashion were sometimes called Ma Yiian.

Several important pictures illustrative of the
above-mentioned features are described by the old
critics, but it seems hardly necessary for us to dwell
an those which have not been identified; we may ar
once turn to such works as may sull be seen. Some
of these pictures (in Peking and Boston) are pro-
vided with apparently authentic signatures; in other
cases the artributions are supported by historical
tradition, which (in regard to some pictures in
Japan) may be followed at least to the fourteenth
century, and it must be admitted that they all bear
the imprint of an individual style which may be
considered characteristic of Ma Yiian. Since none of
them is dated, it is hardly possible to reach a definite
1dea about the stylistic evolution within the work of
the master, but we may group a few examples with
regard to the character of the designs.

The compositional arrangement which is most
common in Ma Yian's works is the above-men-
tioned unilareral design, built up of steep cliffs and
tall trees, which rise at the one side of the picture and
project somne sections or branches across the other-
wise empty space. Famous examples of such designs
aro the two pictures formerly in Count Tanaka's
and Marquis Kuroda's collections. The former
represents a philosopher, accompanied by a servant
boy, seated ata stone table under a huge pine, which
grows along the side of the composition and sends
out a branch diagonally across the narrow field s
In the other, which is known as a Moon-lit Night,?
the composition. consists of an overhanging cliff,
rising along the left side, from which a gnarled pine
reaches out like a giant arm under the moon. The
old man who sits on the terrace has tumned slightly
towards the background and is gazing at the moon,
a small circular orb which in its loneliness serves to
accentuate the wide, empty space. In the opposite
corner stands the old man's servant. The figure is
} Quoted in Nan-Sung yim-hua lu, volVII, pai from Shan-
shfl i fa,

? Kokka 202, Tops, VI, Play,
3 Koldka 160, Taps, VT, Plys, Shimbs Tatkwan, VI, exc,
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here; as in so many of Ma Yiian's pictures, the
epitome of the whole motif; representing, as it were,
the mind of the pamter from which the vision is
reflected. It gives an introspective touch to the
presentation, which thus gains a significance
beyond that of the decorative design and the tonal
values. The artist suggests infimity not only by
urilizing empty space as a potent factor in the com-
position; but also as 4 reflection in the soul of man.
The two elements of the conception —man and nature
- are completely fused into 3 harmonious unity
(PL284; the picture is now in the Hakone museum).

Similar designs are repeated in several minor
pictures among which may be quoted the beauriful
example in the Palace Museum representing somie
white herons on a shore under an overhungmg cliff
from which a twisted trec is growing out in
horizontal curves,! The contour of a steep cliff gives
relief to the background, bur its top is cut off A
light cover of white snow accentuates the contrast of
the bold mb-lines. This very effective picture is
provided with Ma Yiian's signature.

Two minor fan-shaped picrures in- the Boston
Museurn may also be recalled here in which the
horizontal extension of the unilateral design is
predominant. In the more important one, which
bears Ma Yiian's signature, the human motif is
doubled: the sage under the branch of the far-
spreading old plum-tree receives a visitor; but no
words are spoken, The two men remain reverently
at some distance from each other, seated in con-
templation, listening to the silent message of the
plum-blossoms *

Among the more centralized or “complecs”
landscape-compositions by Ma Yiian should be
mentioned the large picture in the bwasaki collection
(Seikads), where the steep rowering mountains fill
the middle part of the background and a cluster of
leafy tzees growing by the cliffs forms the central
motif of the foreground.® The wind is shaking the
trees which bend over the promontory where a boat
15 moored; a man with a large paper-umbrella is
hastening along the mountain path towards houses

which lie half-hidden in the mist ar the foot of a
precipice. The design is ceneralized, but towards the
right side it reaches out into misty space where
forms disappear (Pl.285).

A more definitely centralized design dominates iny
the large picture in the Palace Museum collection
which represents A Mountain and Tall Pime-trees in
Snow.* The background is crowded with precipi-
tous moumntains, which raise therr sharply silhouetted
white peaks through the heavy mist, reaching the
upper edge of the picture, where some of them are
cut off. At therr base, on the terrace, are qome
beautiful pavilions (executed very carcfully with
ruler and foor-measurc). pardy ludden by leafy
maples, while the two pine-trees seem to be vying
with the mountins m height. Their unks are
immensely tall and slender, winding "like bent
iron'’, and their characteristically angular and jerky
branches form an intricate crisscross pattern in
frout of the white mist and mountains. The bold
exaggerations in the design, the spirited virtaosity of
the brish-work, the striking contrasts of black and
whire (with some addidon of colour) make this
picture a rather decorative example of the Ma
landscapestyle. It is fully signed, provided with five
imiperial seals and recorded in Shili-ch'il pao-chi, but
can hardly be regarded as one of the most convine-
ing authentic works that bear the name of Ma Yiian
(PL286).

A more unusual design may be observed n the
famous handscroll, now in the Art Museum in
Cincimmati, Ohio. It illustrutes the story about the
Four Old Grey-Beards (Sai Hao) who, at the time
of the bitter wars between the Ch'in and the Han
armies, retired to the Shang Mountains, Here in the
wilderness, far from the turbulent world, they found
peace, and leisure to pass their ume collecting herbs
and plaving chess, as shown in the picture, Though
the four men and their servant-boy form the
b Kin-tnamg shis-Auia chi, wol TX: onsilk: siee, 16t 70,1 fi vin.
= Bostom Porfilin, Plag -6,

* Kolika 234. T80, VL Plga.
VT, Kdnmyg, wol VUL on parper; sive, 78 9.5 3 fr, i
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principal motif, they do not hold very prominent
places in the composition; the man elements which
fill most of the extensive horizontal field are the
sharp rocks, the pine-branches, the blossoming
shrubs and, at the very end, the rushing waters of 2
mountaim torrent, In spite of ity deawn out hor-
zontal shape, the design may be called unilateral,
because it is built up or concentrated at the one end
of the seroll, which is filled with angular rocks and
jerky pine-branches from an old writhen trunk
that is visible only m part. The longest branches
extend from there over more than half of the seroll,
and their horizontal thythm is continued in the
leafless shrubs along the river, which bend down
and stretch their jerky branches over the cliffs. The
final accents in this continuous horizontal move-
ment are applied m the waves, which rush between
the rocks with the irresistible force of a spring-flood.
The guiet old men occupied in playing chess or in
contemplation of the flow of the water form a strik-
mg contrast to the vigorous thythms with which
the awakening of nature is portrayed (Pl287),
The picture 15 no longer i the best condition; it
has been rubbed and womn and is retouched in
phr:c& (2 minor section in the centre has been
renewed); yet m other parts it has retamed the firm
hold of the master’s brush, In painting the trunk and
branches of the old pme and the angular rocks, he
has used the 15"a pi and accentuated the solidity of the
forms with strong contrasts of black and white. The

method is the same as we have observed in Li T'ang's

boldest paintings, a comespondence which serves 1o
illustrate how important this old master was to the
younger generation of landscape painters in Hang-
chou. Ma Yiian's manner of punting was apparently
a direct outcome of Li T ang's brush-work, though
modified in accordance with his more poetic
remperament and his scarch for decorative effect,

Thisscroll besides its arnistic merits has a consider-
able interest as an historical document, bemg ac-
companied by no less than forry colophons of the
Sung, Yiian and Ming periods.

The pictures mentioned above are all more or less

remarkable for their brilliane brush-work and their
expressionstic, though perfectly balanced designs,
but beside these there are some minor paintings by
Ma Yiian in which the virtuosity of the execution is
less marked and the poetic significance more evident.
Among these should be remembered the fan-shaped
album-leaf in the Boston Museun which represents
Early Spring with Bare Willows. There 15 2 moun-
tain range rising through light mist in the back-
ground, and at its foot a village which is almost
hidden. The calm river which is winding down to
the lower edge is spanned by a bamboo bridge, and
on the spit of low ground thar juts our inro the
river two bare willows sway their plumy branches
like quivering tendrils. The atmosphere is suggested
by subtle gradanions of tone. There 15 a breath of
moming wind touching the tops of the willows.
The mist 15 slowly dissolving — otherwise no move-
ment, no sound, Spring is sull hesimung (Pl28y).

The last word m aesthetic economy, atmosphere
and silence was reached by Ma Yiian in the famous
picture representing An Angler on 4 Wintry Lake,
now in the National Museum, Tokyo.? The Hat-
bottomed sampan 3 just lavge enough to crry the
man sirtng in its stern, bent over his fishing-—rod. A
few faint wavy lines along its side indicate the water.
That is all. The rest of the picture is emptiness — a
silent grey tone as of evening mist, Morifs like this
may still be observed on the West Lake in Hang-
chou; butseldom, if ever, did an artist grasp so miuch
of their significance in 50 few strokes of the brush.
Never was empuncss made more eloquent, or
silence more palpable in a picture (Pl.2go).

In addition o the landscapes with figures Ma
Yiian also made boundary pamtings of terraces
and pavilions mostly seen as from above and care-
fully executed i every detail, so that they might
almost serve as models for architects. “A Feast of
Lanterns” in the Palace Museam collection may be
mentioned as an example of this type of painting,
and also the album-leaf in the Boston Museam,
which represents a series of terraces or halustraded
L Reproduced m Kolda 23. Tops. VI, PLuG, ete.
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platforms rising m successive steps to form a vantage
point from which the surrounding momtains may
be admired. The whole thing is lifred high up in the
air; it is as if the painter would carry us to the
edge of the sky or the borderland of infiniry
(Pl201).

No attempts to describe Ma Yiian's pictures will
do justice to them. They reflect ideas that rever-
berate beyond form and dissolve into space. There
may have been greater pamters in China, but no one
who with a few strokes of the brush transformed
shapes of nature more completely into symbols of
unseen reality.

It1s evident that Ma Yilan's very striking mode of
compositiori and his rather obvious and definite
brush-manner induced many able pamters to
exhibit their skill in imitations. His name is con-
sequently found on a fair number of landscapes as
well as figure-paintings which are stylistically akin
to his individual creations without being executed
by himself.

The critical segregation of Ma Yiian's own works
from those of his imitators is furthermore compli-
cated by the fact that the painter towards the end of
his life established a kind of co~operation with his
son Ma Lin, who probably worked in his father's
studio but did not possess the creative genins of the
older master. He scems to have reverted, at least in
part, to the eatlier fmily tradition of Bower and
bird-painting and also ro figure-painting, which he
carried out in 1 somewhat rougher manner. In
co-operating with his son, Ma Yilan secms to have
been led by a desire to keep up the well-established
artistic tradition and good name of the family. It is
quite correctly stated in Hia-shih hui k'ao that “'the
artistic tradition of the Ma family, which had been
handed down through several gencrations, reached
its fulfilment in Ma Yiian. No other artist could
come up to his level. Ma Lin's works were infenor
to his father’s, but Ma Yiian loved him very much
and (sometimes) signed such pictures as satisfied him
with the name of the son. In this way Ma Lin also
became famous and was appointed 4 chik hou in the

Academy.” But the author adds reassuringly that
the picture to which he artached the above words,
and which represented Catching Buterflies in
Spring {a motif reminding us of Chao Po-chii) is “a
wortk by Ma Lin himself™,

If the remarks are accepted at their face value, it
can hardly surprise us that the pictures sisned "Ma
Lin" appear somewhat uneven. There are some
excellent minor landscapesamong them, well worthy
of the brush of the older Ma, but also pictires of a
more ordinary type representing trees, birds and the
like besides a few less sttracrive religious figures,
Among the former should be remembered two or
three of the album-leaves m the Boston Museum
and the famows. Evening Landscape with Soaring
Swallows i the Nezu collection. The larger land-
scapes ascribed to Ma Lin are usually of a more
maditional rype while his figure-pamntings with
quasi-religious motfs are more original through
their unrestrained realism. This may be observed in
the lirge picture in Mydshmji (in Kydto) which
represents the Bodhisattva Samanmbhadra in the
shape of an old man seated on a crouching elephant.
The picture is iconographically interesting but
excouted in 3 somewhat rough manner with slight
addition of greenish and reddish colours, more
common in the Yiian period thun i the tme of Ma
Lin. Another example of the quasi-humorois
attitude towards traditional religious motifs is the
picture of Han-shan and Shih-t2 in a private collec-
ton in Japan which, if actually done by Ma Lin,
shows him as a precursor of the unrestramed Ch'an
pentcrs,

Reverting to some of the fully-signed lindscapes
of the Ma Yiian type, I should like to draw ateention
to the large album-leafin Boston which represents a
rocky shore with some slender willows and bamboos
bending over the Iady Lingchao (1 Buddhist
mystic), who stands shivering in the cold. The
atmosphere ts grey, the river bank covered with
snow and the few leaves which remamn on the
shrubsare crumbled and dry, Stnding there alone in
the bleak surroundings she appears to have gathered
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them all up within her consciousness; she makes us
realize that the outward world exists only for the
experience of the sonl. The picture has the sugges-
tiveness of Mz Yiian's most noble creations, butitis
inscribed with Ma Lin's signature (Plag2).

The same is true of the album-leaf in Boston
which represents 2 man riding on a stag (followed
by his servant with an umbrella) along the shore of 2.
promontory where some gnarled trees are stretching
far out as if they were trying to dip their leaves in
the water. The design is unilateral, more or less in
the same way as in so many of Ma Yiian's pictures,
and the brush-manner is vigorous, but the signature
reads again: Ma Lin (PL293).

Various specimens of a similar kind could be
quoted, ie. pictures almost-on a level with Ma
Yiian's works, but bearing the signature of Ma Lin.
The most remarkable example of this class is the
Evening Landscape in the Nezu collection, often
characterized as the masterpiece of Ma Lin. The
design is simple, almost as simple as in Ma Yiian's
picture of A Fisherman on a Wintry Lake, but
irresisubly suggestive, filled with the quict mood of
an early aurumn eve. The tops of a rocky shore
emerge at the one side of the picture and some
steeaks of land may be discemed in the far distance;
the rest is water and sky, covered by a veil of light
miist — suggestive rather than pamted — but never-
theless reverberating with the life-bréath of the
evening. The swallows which circle over the water
carry our thoughts beyond the limits of the view
(Pl.294). The emperor Li-tsung may have felt
something of this when (in 1254) in beauriful large
characters he wrote the title of the picture a¢ follows:

“The near-by mountains are auturmm-coloured;
the swallows circling before the setting sun.”

Ma Lin was no doubt the most direct and inti-
mate pupil of his father but by no means the only
one. There was 2 whole array of able painters who
followed in the footsteps of Ma Yiian, but only a
few of them are recorded in history, the anonymous
waorks of this eype being more numerous than those
which can beé ascribed o definite artists, One or

two examples may here be mentioned in passing.

Hsii Shih-ch'ang was apparcutly 2 somewhat
younget contemporary of Ma Yiian, but no histori-
cal information about his activity in Hangchou or
elsewhere has been transmitted. It is simply stated
(in T'u-hii pao-chien) that he pamted fowers and
birds as well as landscapes. His stylistic dependence
on Ma Yiian seems, however, quite evident in the
effective landscape in the Freer Gallery, which is
provided with his signarure. It depicrs a scholar’s
abode with a small garden, enclosed by a bamboo
fence, ar the foot of steep unilateral mountains,
and has the typical lanky pine-trees and some bare
willows,

Lou Kum from Ch'ient'ang in Chekiang
is better recorded (in Nan-Stng yilan-hua lu),
because he served as a chih hou in the Academy. He
became known as a painter of flowers and birds as
well as landscapes and was active mainly in the
third quarter of the thireenth century. Two or
three of his signed paintings are in Japan, such as the
fan-shaped winter landscape reproduced in Hikkden
(now belonging to Mr, T. Nakamura, Tokyo). The
high mountain peaks which dommate the view are
of the same rype asin some of Ma Yiian's pamtings,
and the same may be said of some of the tall pines
surrounding the little homestead by the mountain
lake. Though the picture has not the romantic
suggestiveness of Ma Lin's or Ma Yiian's besc works,
it is pictonially attractive.

There must have been 3 number of gifted painters
in Hangchou at the tme who followed the style of
the Ma-Hsia school, but their pictures are mostly
unsigned and consequently difficult to identify. Two
remarkable exceptions to this rule may, however, be
noted here in passing, i.e. the large mountain land-
scape with 2 scholar’s pavilion under jerky pines (in
the Freer Gallery) which is signed Hsii Shih-ch'ang,
and the fan-shaped picture representing a temple-
pavilion at the foot of 2 rocky peak (in the Ume-
zawa collection in Kamakura) which is signed: Wu
Shu-ming. Neither of these two painters is known
through any other works of importance, though
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both seem to have been masters of great ment.!

A somewhat later painter who followed the Ma
Yiian path very closely and successfully was Sun
Chiin-tsé, from Hangchou, who was active at the
very beginning of the fourteenth century. His
pictures are found exclusively in Japanese collections,
where they have been treasured as a kind of sub-
stitutes for the real Ma Yiians.® They often display a
decorative elaboration of the buildings and costumes
which may be attractive. but are completely devoid
of the expressionistic quality of the great master's
wotks.

- * k.

If Ma Yitan was one of the two supporting pillars
of the portal at the head of the avenue of Chinese
landscape-paintings i the twelfth century, Hsia
Kuei was the other. The two men are often men-
tioned together as co-founders of the so-called Ma-
Hsia school of landscape-painting. They were
practically contemporaries and relsted by ther
artistic ideals, though they expressed themselves
differently n accordance with their individual
temperaments,

Very little has been transmitted regarding Hsia
Kuei's personal character and the dates of his life.
We are simply told that he was 2 nadive of Ch'ien-
t'ang (in Chekiang), that his £2if was Yii-yii and that
he served as a tai chao in the Academy m the reign of
the emperor Ning-tsumg (1195-1224). Like most of
the prominent academicians he reccived the Golden
Girdle, but to judge by the general characteristics of
his art, he was less apt than Ma Yiian for service at
courr. Most of the writers of the Yiian and Ming
periods who offer some information about the
artistic evolution of Hsia Kuei emphasize his close
dependence on Li T'ang, the grear master who
formed the link between the North and the South
Sumg period, but he is also said o have profited by
studies of Fan K'uan’s landscapes and those of the
twao Mi.

A few quotations from the records collected in
Nan-Sung yiian-hua lu may here suffice; most of
them transmit the same facts:

“Hsiz Kuei pamted figures and landscapes with rich
and glowing ink beautifully, as if they had been
coloured. His brush-manner was onginal and inde-
pendent and his ink flowed very freely. In his snow-
scenes he imitared Fan K'van.” (Hsihu chilt pii.)

The well-known Yiian painter K'o Chiu-ssi says
practically the same thing in his colophon on Hsia
Kuei's scroll Returning Boats on 4 Clear Day on a
River, viz. "Hsia Kuei from Ch'ien-t'ang was a very
original painter® who used the ink very freely.
Among the scademicians who painted figures and
landscapes was no one after Li T'ang who could
surpass him . . . This scroll is painted with rich and
flowing mk, and is just as beautiful as if it had been
done in colour. He was perhaps even greacer than
Ching Hao and Kuan T'ung.”

The great Ming painter Wén Chéng-ming wrote
a colophon on the mame picture, in which he
characterized Hsia Kuet's art as follows: "He was a
good paititer of figures and landscapes. He nsed rich
and glowing mk and obtained by it the effect of
colours, His brush-work was independent and
origmal, the reverberation of the life-breath abund-
ant. His works were most extraordinary.

“He stodied Fan K'uan. Some people have
considered this scroll as a work by Wang Hsia;
others have thoughr that it was by Tung Yiian or
Chii<jan, or perhaps by the crazy Mi. The manmers
of all these masters are here blended and complered,
which has been the cause of the various misleading
artributians, but [ find this work too beautiful to be
ascribed to any of these masters. 1 know a gentle-
man who possesses more than five scrolls in-his col-
lection, but none of them is as good as this. This
surpasses them all. First year of Chiz Ching (1522)
Wen Chéng-ming.”

1 The pictme now in the Umezaws collection was formerly
the Havasaki collection and 15 reproduced in Tos3, Flrig,

" The best examples inn the [oeamaki collection, the former
Alimoto collection [Fokka 328; 381] and i the Nero collecion,
The pictures arc wally @ puini

¥ The term wied by the two above and sqme other woters to
characrerize Hsn Huss's mdcpendent ond odgiul aunaer i
g lao o g kil
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Hsia Kuei was no lest admired by Tung Ch'i-

ch'ang, though the great critic hesitated whether he
should place the painter in the "Northem™ or the
“Southern” schoal (as we shall find in a later
chapter). Tung Ch'ich'ang’s characterization is
offered in a very elegant literary form:
“Hsia Kuver followed Li T'ang, but painted in a
more terse and abbreviated manner, like that which
the clay modellers call *abbreviated modelling’. The
idea of this is to work entirely independent of all
moulds and o find a shorecut. And i making
things fade away or disappear (in his paintings) he
held the two Mis ac the tip of his brush (he did it
Jjust as well as the two Mis). Most painters destroy
the square to make a round (of it), whereas he
carved the round to make a square of it.™ (Dated
1627.)

Other cntics have mied to charactenize Hsia

Kuet's artistic style more in detail by describing his
brush and ink and his way of using them, as for
mstance, in the following lines from  Shan-shui
thia fa:
“Hsia Kuei painted the twigs (aps) of the trees with
a squeezed brush; the branches he made like cloves,
the leaves he painted likewise with a squeezed brush,
The faces and the eyes of the figures he put in with
dots. The folds of the garments and the leaves of the
willows he did in-an abrupr and sketchy manner.
For the high buildings and pavilions he used no foot
measure or roler but relied simply on his own hand
in domg them. Iis manner of painting was very
bold and resolute, yet everything was carefully
rendered and the tesonance of the life-breath was
excellent. He should, indeed, be esteemed as one of
the most famous men of the age.”

The above characterizadons must here suffice:
they contain the essentals which are more or Jess
clearly expressed in most of the writings about Hsia
Kuei which are reported in Nan-Sung yiian-hua be,

His mastery of the brush and fuent way of
painting resulted no doubt in 1 very large produc-
tion. but as his fame and populacity were growing,
they also gave rise to an increasing number of
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imitations. Some of these must have been done by
highly gifted pamters, who were able to render the
general characteristics of Hsia Kuei's style, even
though the brush-work may be a little cruder or
more cursory than in the master’s own works, The
pictures which pass under his name contain as a rule
the formal script of Hsia Kuei, which is casily
recognizable, but it is difficult to draw 3 line of
demarcation between the products of his own brush
and those of his immediate and most successful
imutators. The preparatory work for such a critical
sifting of Hsia Kuei's awrre is still wanting and
cannot be accomplished as long as the picrures
which pass under his name in China and some in
Japan are maccessible to students. My observations
are mamly based on pictures which 1 have seen
within the last two years in American and Japanese
collections and on a few reproductions from
Chinese collections.

Several of these pictures arc provided with
signatures which have been differently interpreted
and have given cause to discussions among special-
ists.* The rather freely or arbitrarily written
characters have been, by some critics, read us Hsia
Kuei, while others have dented that they signify the
panter's name. 1€ we accept the opinion of the
former, we must, however, at the same time
remember that the signatures are not all exaetly of
the same form and quality, but show differences that
may indicare thar they were not all written by the
game hand. The problem i too intricate to be dis-
cussed here in detail, but a few indications may be
useful.

Onie of the finest pictures in this group, represent-
ing a clump of tll bamboos bending over a low
shore where a man on 1 donkey, followed by his
servant on foor, is approaching (in the Asano
collection in Odawara), has a signature consisting of
! Reference to Shili-cin, Ku=li dhuan, where the expression, “ro
destrioy the wjuare to make i round™ implies the polishing of 2
man’s otiginal nature or chiracter 6 20 to ke it f: 3 place.

3CF. Tanaks Toyezd, “'Plun-blessams in s Bamboo-grove™,
Tays Bifutsu Tumss, p.174, etc., and the soinewhar diverging
suggpestoms by Dir. 5. Shittada in Bifirs Keskyi, 16
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ane single character which may be read “Hsia™. Itis
placed low down in the lefi-hand comer, and the
completing character may have disappeared when
the picture was rimmed (Plsizg7, 208).

It has been suggested by Tanaka Toyozo that the
picture is inspired by 4 fimous linc from 3 spring-
poem by Su Tung-p'o contaming the words: “a
slanting branch stretches out of the bamboo grove™,
i.e. the first greeting of spring reaching out from the
winter-green bamboos, The man who is riding on
the donkey may be in search of this token of spring
so eagerly coveted by the poets. He is lifting his
whip, urging on the little donkey towards the fenced
spot where the old plum-tree 13 growing., An
atmosphere of freshness and ¢ fills the
whole picture; it 1s reflected in the illustrative meer-
pretation of the poem as well as in the brush-
work which is sparklmg wath vigour and life, The
innumerable leaves of the swaying bamboos are
painted with shorr and quick touches as if the brush
had been moving with the wind, while the low
shore is spread with light washes fading into the
background, and the hgures act as expressionistic
accents to the illustrative theme,

The same somewhar loose way of forming the
“Hisia"" character may also be observed in the signa-
tures on the fan-shaped album-eaf representing
Wind-shaken Trees on a Promontory (which forms
part of the Hikkden album; Pl2gg), and also on
the two famous pictures known as The Rain-storm
(Formerly in the Kawasaki collection) snd The Man
with a Staff on a2 Mountain Path (in the Fujita
gollection, Osaka). On these pictures the signature is
complete, consisting of two characters, though the
second (Kuei) is even more contracted than the first.
On the album-leafit is so fugitively written that it is
hardly legible. The pictorial beauty of the small
painting is however remarkable, even though it has
lost something of its ongmal brilliancy.

The Rainstorm has sometimies been hailed as one
of the peaks in Hsia Kuei's production, comparable
to some of Rembrandt’s dramane lindscape draw-
ingy. The very brish-work seems here 1o reflect the

violence of Nature’s sudden outburst of temper. The
leafy trees are pressed down by the wind over the
thatched roof of the pavilion in themnmmingntgf;
theirr writhing branches are torn and their leaves
tossed and shattered, driven like snow-flakes on the
wind. A man with a large umbrella is strupgling
against the storm on the pile-bridge that leads over
the steam, another is crouching scantily protected
i the open pavilion. The background is mist,
except for the rndge of & high mountin on which
some small trees are tossing like feathers in the
starmy. And all this seems to be painted slinost with
the speed and strength of the hurricane. The signa-
ture may be read withour much hesitation as Hsia
Kuei (PL3or).

The picture representing A Man with a Stafl on a
balustraded path that winds around the comer of o
steep precipice has sometimes been indicared as a
pendant or 2 companion picce to the Rainstorm,
which, however, may be due more ro the cor-
responding size and proportions of the pictures than
o its arastc quality or significance, This second
picture 18 3 more ordinary unilateral composition
with a long pinebranch extending from the
mountain wall over the figure, more or liss as in
some of Ma Yiian's pictures; and the open back-
ground where 2 fame mouneain sithoverte and sull
more  indistinct stripes of warer are scarcely
visible, appear rather empey. If Hsia Kuet painted
this too, as indicited by the signatore, he was
apparently at that moment less inspired than when
he did the Rainstorm, It does not reflect the same
complete absorption mnto 3 mood of natare as the
Rainstorm; the painter scems to have been looking
at the scenery more from the ouside like the man
with the staff in the picture (PL3o1).

Proceeding with our study of the pictures which
bear Hsia Kuei's signature, we muay tote the two
fan-shaped album leaves (formerly in the Akaboshi
collection) which represent A Man Seuated by a
Waterfall and A Man Resting on the Border of a
Whirlmg Stream (PL3o2), The two pictures are well
known through excellent reproductions in Toyé
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Bijutsu Taitan, and remarkable for their decorative
deuigns, rendered with dlearly defining, not to say
gripping, brish-strokes. They are products of
superior skill, but reveal no such touches of pictorial
transposition or tonal values as would serve 1o
create an atmosphere. The conspicuousness of the
very large but loosely wniten signatures does not
contribute to increase our confidence in the pictures
as products of the master’s brush, The final word
about pictures with this kind of signarure must be
left to more specialized students of Hsia Kuet's arr;
we note them here as works in the manner of Hsia
Kuei and probably of his nme.

It is impossible to pass in review all the more or
less chamcteristic pictures which generally are ac-
cepted as Hsia Kuel's works, and it may not be
necessary in this summary study, because as 4 rule
they show the gencral imprint of his style; even if the
brush-work in some cases (as already pointed out)
may cause some hesitation 25 to the master’s share in
the execution.

The handscroll in the Nelson Gallery in Kimsas
City must, however, be recorded as a parucularly
interesting example. It containg four River-views,
some with fishermen, which formed the end of 2
longer scroll, known s The Twelve River-views,
which has been commented upon and appreciated by
several prominent critics of Ming and later tmes.
Kao Shih-ch't's descripion in Chiong-ts'un fisiao=
hsia bt (1693) contams the following mformation:
“Ir comprises twelve scenes, cach one with a ritle
written by the emperor Li-tamg and the small
double dragon seal. beside the large palace seal. At
the begmning and on the borders at the end of the
picture are three seals of the Sung and five of the
Yitan dynasty. The silk is fine and strong, well-
preserved: The brush-work free and  beauriful
(carrect), the composition clear and spacious. It is
the best {of Hsia Kuei's works) that I have seen.”
The author quotes all the twelve titles written by the
emperor, but only four of them may also be read on
the portion of the seroll in the Nelson Gallery, viz.
Flying Geese over Pistant Mountains, Retuming

to the Village in Mist from the Ferry, The Clear
and Sonorous Air of the Fisherman's Flute, and
Boats Moored at Nightin a Misty Bay. The signature
reads: Painted by the Servant Hsia Kuei (ch'én Hsia
Kuei hua), indicating that the picture was painted
for the emperor. The script is quite clear and
legible, though not the same as we have observed
in some of the other signatures (Pls.303, 304).

The picture is accompanied by three colophons
written on a separate sheet of paper, the first by
Shao Héng~chéng of the Hung-wu period, the
second by Wang Ku-hsiang, dated 1362, and the
third by Tung Ch'ich‘ang (dated 1627), who gives
the most origimal characterizaton of the master!
The two earlier writingy are largely biographical,
but the three experts agree in eulogizing the scroll as
a work by Hsia Kuei, and there can be no doubt that
the picture now in the Nelson Gallery is the last
poartion of this same scroll.?

It i executed with a light and swift brush in a
Ruent manner, The design is open and airy, most
effective in the imtervals between the dark sithouettes
of trees and cliffs where water and skv are melung
into limitless space and some small fishing-boats are
moving silently like dark shadows in the dusk. The
fisherman who plays the flute n one of then is seen
only from the back, but we seem to be listening to a
distant air that throbs across the ulent waters: To
describe a picture like this in words will always be a
futile endeavour, because its meaning and expressive-
ness depend less on the things that are represented
than on what is implied or sugpested beyond or
between the visihle forms. Such unseen but potent
qualities must be discovered by every student for
himself; they will bring him enjoyment and a
measure of conviction as to the artist in due propor-
tion 1o his experience and power of penetration.

In discussing Hsia Kuei's art we are obliged, as
said before, to keep on general lines, because his

! Tumg Chiich'ang's colophan was quoted shove,

2 A copy of the complere vriginal composirion; slio provided
with Hiin Kiei's signatore, forms part of the Ada Smiall Moore
colletion at Yale Untveraty.
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ideas and tendencies of style are quite evident
many interesting pictures which obviously are nor
painted by himself. As an example should be
mentioned the long seroll (¢.34 feet) in the Ku-kung
collection, known as Ch'mig-chiang wan-li t'w,
The River of Ten Thousind Miles, or Ten Thou-
sand Li of the Yangtse River. This big scroll, which
was included in the London Exhilation of 1936, has
been reproduced in a separate album (published by
the Palace Museam in 1931) together with its
colophons and some historical notes, The earhest
inscription on the picture is by K'o Chiu-ssii of the
Yiian period (1340), who attributes it to Hsia Kuei,

and there are also some seals of the same period, but.

no signature in spite of claims 1o the contrary by
Kao Shih-ch'i, who las written several £ pas to this
picture (dated 1693, 1698 and 1700) in which he
refers to three earlier colophons, ie. by Wang
Lo-yii, Lu Shén and Tung Ch'i-ch’ang, no longer
existing in the original but preserved m print
Shan-hu wang. He also expresses the opinion that
the picture really illustrates a poem about Boats of
Pa comnng our of the gorges.! Kao Shibch'i's ideas
about the picture seem to have changed with the
course of time and are thus somewhat confusing,
whereas the 1'i pa by Wang Lo-yil (1467) contaims a
description which in a general way fits this picture.
He rellshow it starts from the whitling springsin the
Mm mountains which then gradually wnite m a
broad river flowing down in a quieter tempo; then
follow stretches where fishing-boats are moored
along the banks and small inns are nestled m
the misty groves, while blackbirds are gathering in
the trees. The writer praises the wonderful exacmess
of the picture which, however, ends with wide
stretches of open water where some fishing-hoats
are scattered in grey mist,

The references to the historical records concerning
this fimous picture can hardly be said to increase our
confidence in Hsia Kuei's authorship, nor is a
critical examimation of the actual brush-work ape to
modify our conclusion as to the master. It may be
admirted that this very long scroll 15 a brilliant

performance, a fowr de foree mspired by a close study
of Hsia Kuei's manner which here has been enhancesl
into a still more striking mode of fluent brush-
strokes and mk-tones which change from jet black
into silvery grey. The painter who was resporisible
for this picture was certainly an accomplished
master of the brush; he may almost be said to have
superseded Hsia Kuet m sheer technical dexterity,
but the effore is more obvious than the inspiring
toach.

The distance between this picture and Hsia Kuei's
individual creations becomes obvious if we caompare
it with the smaller scroll (27 fi. long: formerly in the
so-called National Museum in Peking) called Chi
Shan Ch'ing Yiian t'w, A Far-off Clear View over
Streams and Mountains, which by its design as well
as through its technical exccution stands out as the
most perfect cxample of the master’s art,

The design forms 4 continuows diorama of niver
and mountain scenery where the changing meorifs
merge into one another as do the various parts of 2
musical composinion. The atmosphere m like an
octan of tone from which the waves of melody anse
to sink again, harmoniowsly resolved: rocky shores,
mountaing with pme-forests, overhangmg = trecs,
small huts shaded by shrubs, bamboe-bridges con-
necting the promontones, and water, sometimes
narrowing into straits or forming deep bays, some-
times broadenmng inro a shoreless sea where distant
salls are lost in mise. All is rendered m rones of
black mk, which glows in the decp shadows and
becomes almost transparent in the light parts. The
brsh-strokes are sometimes short and curnng,
somettmies like dashes of mk, modified accordmg 1o
the motifs, but always reflecting the firm hand and
the mspired mmd. The result 15 an astomshingly rich
and expressive symphony of black and white, where
the motifs appear and disappear again, suggesting.
the immeasurable expanse and the ceaseless change
of nature. The particular advantages of the horizon-
tal scroll composition have been fully utlized. The

1 Cf. Chisw-ss'un hiigo-figia i, volDll, pp.3o, 30, snd phe
Palace Moseumm albwm of 1a31.
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picture may, indeed, be remembered as one of the
most perfect examples of this type of Chmese
landscape-painting. It confirms our impression that
Hsia Kuei's landseapes must be counted among the
most perfect specimens of Chinese painting that have
survived, though they show perhaps less vanations
than the landscapes of some of the older masters
(Pls.305-307).

Chinese eritics of the Ming period and larer times
seldom fail to mention Hsta Kuei and Ma Yiian
together, placing them so to speak side by side. Thas
is characteristically expressed by the doctor and

amateur painter of the Hung Wu period, Wang
Li, who m discussing the landscapes of the two
masters wrote as follows:

“Thetr paintings may sometimes be rough. yer they
never become vulgar; they may be exceedingly
delicate, yet they are not simply superficially
seductive. Their resonance (i.e, of the life-breath) is
pure and far-reaching, surpassing that of all common
things; both were (as painters) free from the stupid

and muddling manners of the dusty world."”

L Cf, Ol fug=lie ship=fouea fimg, waol, g, pa3s.



Figure and Landscape-painters in

Hangchou and Yenching

THE ARTISTIC activity in the Acadenmy of Painting
during the reigns of the emperors Ning-sung
(rigs-1224) and Litsung (1125-71264) was not
controlled exclusively by the leading masters men-
tioned in the previous chapters and their immediate
pupils. There were a great number of other highly
skilled, though perhaps less origmal painters who
held prominent places in the academic circle and
received the distmcrion of the Golden Girdle or the
rank of tai~chas. Most of them painted landscapes,
but there were also figure-painters and arfists who
specialized in birds and flowers, or in dragons and
fishes, Their actvites are more or less recorded, and
some of them who gained popular fame have been
much copied, but their sall preserved individual
creations are few.

Liu Sung-nien, who sometimes has been de-
scribed as a competitor of Ma Yiian, entered the
Academy i the Ch'un-hsi period (riz4-1189),
became a tai-chao in the Shao-hsi period (1190-1104)
and was still active durmg the first quarter of the
thirteenth century. He was a pupil of Chang Tun-
b, the figure-painter mentioned m our chapter on
Li Lung-inien, but followed in particular Chao
Po-chii's ch'ing lii (i.c. blue md green) manner. He
lived m Hangchou at the Ch'ing-po gate, which
caused him to be called Liu Ch'ing-po or Liu
An-mén, ie. Lin of the Dark Gate. The emperor
Ning-ttung conferred upon him the Golden Girdle
and is said to have entrusted him with the task of
preparing illustrations o the Kéng—<chih t'w, the
descriptive chronicle on silk production and rice
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culture, thougl the records to that effect are of
relatively late date.!

Most of Liv Sung-nien’s pictures seem to have
been combinations of landscapes and relatively large
figures, e illustragons to legendary or quasi-
historical motifs rendered either in ink with slight
addition of colour or in the green und blue manner
of Chao Po-chil. The romantic appeal is mostly
absent, he did not possess Ma Yiian's faculty of
animating a landscape with a single figure. The pie-
tures may be entertaining as illustrations and firmly
painited, but they have no individual life-breach that
wauld give utterance to the figures or reveal an
inspiration beyond the formal symbols.

According to contemporary records he painted
Lao-tzii Riding on a Bull through the Hankuan
Pass, The Mecting on the Pien Bridge (at Ch'ang-
an), The Nine Old Men on Hsiang shan, etc. They
all conmined some landscape scenery, bur the
figures in them were most prominent. To this class
may also be counted two of the scrolls caralogued
among Lin Sung-nien’s works i the former
National Museam in Peking, i.¢. Barbarian Chief~
tains presenting Tribute to the Chinese Court
(possibly inspired by one of Yen Li-pén’s composi-
tions) and The Eighteen Immormls Assembled in
the Jade Hall on the Tsle of the Blessed, but in spite of
all the signatures, seals, and colophons on these
pictures, they did not impress me (when [ saw them

L This bradition |4 transmitved ih the Fuashily hiepie (1631),
but according o Paul Pelliot it lacks historical Foundation.
CF. Mémaires concernunt I' Ane Orieatale, T (1013).
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m 1929) as ongmals of the period. The same applies
also o the landscape scroll Wan ho sung féng t'n
(Ten Thousand Ravines and Wind-swept Pines) in
the same collection which is executed in 2 crude
ch'ing limarmer,

One or two of the pictures reproduced in K-
king shu-hua cli are more convincing as works of
the period and probably by the master. [ am
thinking in particular of the landscape with figures
and architectural accessories of unusual refmement
(VoLXIX). The central motf here is a pavilion
built over a mountain stream in which two scholars
are seated in conversation. The pavilion is framed by
a tall pine-tree growing on the rocky promentory
which bends over the building like 2 gigantic wing.
The atmosphere is vaporous, but two peaks are
rising out of the must. The deagn is somewhat
related to Ma Yiian'y unilateral compositions,
though its one-sidedness 1s modified by the intro-
duction of the pavilion (Pl.308).

The influence from Li T'ang's manner of painting
is obvious 1n the treatment of the sharply cut and
split rocks, which are painted with 2 squeezed
brush (£'a pi), though not so boldly as in Li T*ang's
or Hsia Kuci's works. The same technical tradition
may also be observed in the tree-trunks, but here
modified by a peculiar emphass on the structiral
quality which also betrays iself in the box-like
three-dimensionalism of the somewhat prominent
pavilion,

The other picture ascribed to Liu Sung-nien in the
former Palace Museum which should be mentioned
at this place, is an example of his illustrative paint-
ings with historical background. It represents five
worthy gentlemen gathered on a garden terrace and
occupied in reading and conversation. According to
the notice in Ku-kung shu-hua chi (Vo XXX V)
the picture corresponds to the third section of Lin
Sung-nicn'sscroll representing the Bighteen Scholars
of the T'ang dynasty, which 15 no longer preserved,
but kmown through literary descriptions, This
explains the somewhat fragmentary character of the
composition, There is room only for one large tree

on the terrace beside the rectangular table around
which the scholars are assembled, assisted by their
servants who take out scrolls from a large case, help
them with their clothes and the rnsing of their
mouths (7), etc. The wraditional mouf has thus
received a touch of humour, which makes it more
entermaining (P 309).

A notable feature in this and some of the other
paintings ascribed to Lin Sung-nien is the very
careful rendering of all sorts of utensils and pieces of
furniture, some of which seem to be of early type.
Lin, like several others of the pamters, was an
assiduous student of antiquity and seldom missed an
opportunity of introducing some reminiscences of
early patternis and models, In some of his pamtings
he has reproduced, partly or completely. designs of
T ang masters like Yen Li-pén and Chou Fang and
also prominent pieces of décoratve pottery and
furniture. His faculty of imitaung the old masters
was much appreciated by connoisseurs; Tung Ch'i-
ch'ang prases it particularly in the followmg
colophon on a landscape by Liu Sung-nien:
“When [ first unrolled this scroll it seemed to me
like a work by Fan K'uan (Chung-li) of the
Northern Sung dynasty, but then T discovered Lin
Sung-mien's signature among the rocks. The ex-
planation (of my error) is that Lin Sung-nien rid
himself of the characteristic manner of the Southern
Sung painters and worked (in this mstance) entirely
in the style of Fan K'nan, whom he liked more than
anyone else.”

When Tung Ch'ich’ang liked a picture he seldom
failed to pomt out that it had nothing in common
with “the characteristic manner of the South Sung
painters”, e.g. the Ma Yiian school, but was an
exponent of another current that had its main source
i the art of the great landscape-painters at the very
beginning of the Sung period. In the case of Liu
Sung-pien this observation did not; however,
convey the whole outh. Lin Sung-nien was
certainly dependent on the Ma Yiian style, though
not to the same extent or so exclusively as some of
the other Hangchou painters; he was more of an
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eclectic, and absorbed influences from various
quarters. If a picture of his actually revealed some
influence from Fan K'uan, it was no doubt trans-
mitted by Li T'ang, whose importance in that
respect was pointed out in an earlier chapter. Liu

Sung-nien’s faculty of absorbing sumulating ele-

ments from various sources was considered a great
merit and favourably commented upon, forinstance
by Chang Yii, a well-known poet and statesman of
the Hung-wu period, who wrote as follows on Liu
Sung-mien's picture of The Nine Old Men of
Hsiang shan.!

“His pictures of human figures and his boundary
(measured) paintings are just as wonderful as his
pictures of trees, water and rocks. The painters of
today usually reach their fame by concentrating on
one special kind of subject, and eam some praise by
this. Bur Liu was able to combine the abilities of all
the different (specialized) artists, which indeed wasa
most difficult acainment.”

The statement may be somewhat exaggerated but
fundamentally correct as a characterization of Liu
Sung-nien’s artistic personality, but whether i
should be considered a commendation or a criticism
will depend on the reader’s own atritude towards

the snags of eclecticism in art, The Chinese were

never afraid of repetitions or of borrowing from
their

The least pretentious but most atteactive of Lin
Sung-nien’s preserved works are some small land-
scapes in the shape of fans or album-leaves, A good
example of this class of panting 15 the oval fan in the
Palace Museum colléction representing a pavilion at
the water's edge under some old mow-laden
willows. Tt is signed and dated 1220.# Others of the
same kind are in the Boston Muscum; they represent
niver views berween thickly wooded rocky shores.
The wide expanse of tranguil water that opens
beyond the straits and covers the major part of the
picture is suggestively brought out in contrast to the
thick leafage on the shores in the foreground. The
design of this picrure 1s remarkable for 15 balance,
the two substantial portions being placed at the
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oppnsitrmdsnfadizgumehidli:m:ridb‘p:he
strait. The influence from Li T'ang and Hsia Kuet is
evident in the painting of the fissured rocks, bue
the plastic relief of the forms 1s more sccentuated
than in the works of the older pamters (Pl.3ro).

Liu Sung-nien was sometimes placed not only on
a par with but above his contemporaries Ma Yiian
and Hsia Kuel, an estimate which, however, is not
Jjustified by such works of his as still may be seen.
His skill as 3 man of the brush may not have been
mferior to theirs;, and his versatility as a transmatter
of the time-honoured elassic patterns or types may
have been more marked than theirs, but he was not
a creatve genius of the same class as those two grear
protagonists of Southern Sung landscape-painting.

Li Sung started as a poor carpenter-bay but was
adopted by the painter Li Ts'ung-hsiin and made a
successful career under the emperors Kuang-tsung,
Ning-tsung, and Li-tsung.® He was not one of the
great creative personalities bur an artist with 4 fine
sense¢ for space and rhythm of line. He became
particularly known for his "boundary™ paintings,
which evidently were done after the models by Kuo
Chimg-shu and Chao Po<hii. A good example of
this type of work by Li Sung is the picture m the
Palace Moseum called Hesien ch'on tséng di'ing,
Immortals Calculating the Good Luck of some
inquirers (Ku-kung, vol.XII), The main motif,
fram a decorative point of view, is a pavilion in the
midst of vaporous clouds on the shore of the Grear
Jade Sea. In this pavilion are placed a4 group of
Immortals who seem to be receiving ingumirers,
approachmg on foot and on muleback. Their
fortunes are mold by the welltried method or
N, Naaw Siarog i 1, wGL VT,

® Ku-lbung vol VL

¥ Li Sung & offten mentoncd & the wuster of 3 scrics of pictures
{11 one or two scrodl) i]]mrmﬁng Agricultore: Fu-t'iew i The
notice is found already in one of Chang Ch'oa's works (begin-
ning of eventernth century), and Ferguson (op. di,, p.134)
cluims ta have seen three of these picrures by Li Sung. According
o Pad Pellior, the so-called Faffien 'v wouald have been a
genies of copies after some of the compositions included in Kifng-
chibh i smd pot origing] wodee by Ll Sung. Cf, Mémolres
comeernant I" Asie Orientaie. P. Pelliot. A Propos du Kesp Tihe T ou,
Paris, 1913,
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“drawing sticks”, here it is performed by a small
boy, and the seenery 1s a beautiful garden, but the
execution of the picture is hardly earlier than of the
Mg period.

Li Sung seems also to have had a special inclina-
tion for seascapes, which he pamted in his own
onginal manner. A famous pictire of his, called
Watching the Tidal Wave, was in the imperial
collection. A minor bur very attractive view of the
sea 18 the fanshaped pamting with Li Sung's
signature, now m the Nelson Gallery in Kansas
City. It represents a small boat or sampan with four
occupants tossed abont on rolling waves and wymg
to make their way out from a rocky beach. The
stylization of the surging waves in long spiral fila-
mentsis 2 very effective decorative device and at the
same time quite suggestive of the icessant move-
ment of the boundless wartery plam (PLa13).

* * *

The archaining tendency becomes more and more

noticeable in scademic circles towards the end of the
Sung period. The artsts seem to have felt a growing
need to lean on the classic models of earlier days,
for their own creative vimality was ebbing and
their horizon narrowing. Bur it was something more
than the customary study of the old masters; they
were not actually copied or closely imitated.

An interesting cxample of this tendency is the
long handseroll in the Palace Museum in Peking
painted by Mou 1, and known as Tao-i i) The
picture, which consists of eight consecutive scenes,
illustrates a poem by Hsich Huilien (304-430),
which describes how the women prepare clothes for
their hushands who are away in the war, According
to the colophon by the artist, the picture was
exccuted between 1238 and 1240, The stout ladies in
the successive scenes are all shaped after the well-
known models of Chou Fang and wear rypical
costumes and hair-dress of the T'ang period. Owing
to the execution mn ink only on paper, the picture
may be said 1o reflect 2 combined influence of Chou
Fang and Li Lung-mien, though it should at the
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same fime be admitted that Mou | has handled the
models very gracefully and composed a series of
uncommonly mtimate scenes.

Mou 1, whose =i was Té-hsin or Té-ts'ai, was
bomn 1178 and died 1243. His fame as a fipure-
pamter was closely dependent on his faculry
for imitating the old masters. A minor interesting
picture of his which was in the Manchu Houschold
collection represents an Old Taoist (PL3iz),

Ch'én Chii-chung also painted figures, profane as
well as religious, but became particularly famous
for his horses. He becamie tai chao in the Academy
abour 1201, and was sometimes honoured with the
descriptive appellation “a reborn Han Kan™. If the
albom leaf from the Manchu Household collection
representing A Man on Horseback Leading another
Horse by 2 Rope, is correctly ascribed to the painter,
it must be admitted that the nickname had some
justification. The picture is akin in spirit and design
to works by the great T'ang master,

Another interesting picture traditionally ascribed
to the painter in the Palace Muscum collection
represents Weén Chi's Return to China, ie. the
scene in the Mongol camp when she takes leave of
her husband, the Mongol chief and her children,
while the imperial envoy who is to conduct her back
to the Chinese court is kneeling m front of the
family group and some men in the official retinue
are approaching with beantful gifts: Lower down
among the grassy humps some saddled horses are
standing ready for the departure and loaded camels
are seen in the passage between the hills further
away. The figure groups, consisting of Chinese
officials and servants as well as Mongols and their
animals, detach themselves against the dmb bare
groond, 2 Inn&scapc which inn irs extreme simpliciry
has 2 defmite atmosphere evoking an impression of
the country beyond the Grear Wall,

Moufs referring to the life and history of the
Hsiung-nu, popularly called Mongols, and of the
Tartars, who now were the masters in North China,
became increasingly popular in the thirteenth
1 Pubtished us a scrall by the Palace Musenm, Peking, 1036,
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century and were usually represented in combination
with acrual scenes of national 1mport. Descripuve
texts such as the socalled Eighteen Songs of Wén
Chi in which her romantic story, departure to
Mongohia, life in the camp of the chieftain, and
return to China are told, formed a welcome pretext
for realistic pictures of this kind. There must have
existed at the time several series of such illustrations,
and at least one of these may have been executed by
Ch'eén Chil-chung or a closely related painter. Four
pictures of relatively large size which may have
formed part of such a series are now in the Museum
m Boston. They illustrate scenes from Wén
Chi's life in Memgolia, her Farewell to her Mongol
Family, and her Retum to her Honse-town in China.
The pictures, which are pamted with colours on silk,
have no nseriptions or signatures, but the scenes
from the Mongol encampment with the tents and
the wagons, the horses and camels and the views
over the bare sand-hills, remind us so closely of the
picture by Ch'én Chiichung m the Ku-kung
collection, that they may tentatively be ascribed to
the same painter (PL313).

A complete series of all the cighteen illustrations
ro The Songs of Wén Chi, united in the form of a
leng seroll, were shown ta me m the collection of
Mr. €. C. Wang in New York in 1954 Among
them were also four scenes corresponding to those
in the Boston Museum, though not quite identical
and somewhat smaller in size. The pictures were
surprisingly well preserved and executed with great
carc in 3 more dry and hard manmer than the
Boston picture, and probably not by the same man,
though stylistically related (Pls.316-318),

The popularity of these illustrative pictores in
China s furthermore proved by the existence of a
complete repention of this scroll of eigheeen
pictures exccuted by a later arnst (afeer the end of
the Sumg period), This was shown to me by Mr.
Mayuyama in Tokyo m November 1954, when the
picture was in need of skilful remounting.

Among other pictures which by their motifs are
related to the illustrations to Wén Chi's songs may

be mendoned the album leaf in the Boston Museum
which represents 2 Woman and a Mongol Soldier
on Horseback, both holding a child in front of
thens, This too is called Princess Wén Chi's Retumn
to China, bue if the dtle is correct, the picture is
a highly simplified version of the motf. It could
rather be called the Escore of a Chinese Woman and
two Children by a Mongol Soldier. The main
mouf of the picture 15, however, not the figures
(whoever they may be), but the sturdy Mongolian
ponies on which they are riding, These animals are
trotting along with an mtense vitality which makes
them more attractive than the somewhat indifferent
figures. The picture has nothing to do cither with

‘tn’ Chil-chung, or with Ku Téch'ien, the
fower-painter of the mnth century to whom 1t s
traditionally ateributed. It was probably painted in
the early part of the thirteenth century, probably by
a northerner active m the Chm domam (PL31o).

There were several ‘prominent painters at that
time attached to the court of the Chin rulers in
Peking. The best known among them was Wang
Ting-yiin, 24 Tzi-tuan, hee Huang-hua Shan-jén,
who worked mainly i ink like the gentleman-
painters of the previous epoch. He was bom 1151in
Ho-tang in Shensi, died 1202 when he had reached
the position of an official historiographer at the Chin
court. He was a prominent Han-lin scholar, siid to
have followed his father-in-law, Mi Fel, very
closely. His favourite morfs were old trees,
bamboas and rocks, which he painted i a free and
bold mamer somewhat like that of Sy Shih or M1
Fei. This may be observed in a short handscroll n
Yurinkan (the Fujii collection in Kyoto), The pic-
ture represents a section of an old tree with mossy
branches and a slender bamboo growing at its side,
and may well be ranked among: the masterpieces of
expressionistic ink-painting (Pl.320).

There were a number of bamboo-painters active
under the Chin government who apparently
practised their art along the ssme traditional lines
as Wang T'mng-viin, for mstunce, Wang Ching,
Ts'ai Kuei, Chao Ping-wén, Wang Mang—<h'ing, and
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Chang Ju-lin. Their carcers as government officials
and Han-in scholars are recorded in the Chin
History bue little 15 known abour their paintings,
except that they were made in adherence to the old
scholarly tradinon of Wén T'ung, and no specimens
of their work have been identified,!

Other highly talented artists actached to the Chin
vourt specialized in landscape-painting, but these too
are recorded more fully in their capacity of Han-lin
scholars and government officials than because of
their activity as painters. Prominent examples of
this class are Jén Hsiin, tzii Chiin-mo, whose
“paintings belonged to the divine class”, Li Chung-
liich, who made successful imitations of Mi Fei, and
two more original men like Chang Kiung-tso and
Wuo Yilan-chih, but no works by them are pre-
served. The only landscape-pamter active in the
Clin domain whose style may be observed in a still
existing work, is Li Shan. He scrved as 2 secretary in
onie of the government offices but occupied himself
at the same time as 3 panter of romantic landscapes.

A pictare of his i the shape of 2 small handseroll,
now belonging to Mrs, Eugine Meyer in Washing-
ton, has been identified wath a picture mentioned in
Mo-piian hui-kuan? It is called Pines and Firs in
Wind and Snow and s described as follows by An
Lu-ts'un: “It is a snow-landscape filled with the
breath of life, painted in ink in accordance with the
ideas of Ching Hao and Kuan T*ung. The mountains
form high peaks and the all pines and firs stand
i vings about them ... There is a man who is
séated and warmmg his hands on a brazier; behind
him is a straw hur visible in part, The brush-work
intimtrcﬂ.thcmckxandﬂmwatcrzpp:m
quite careless, but every stroke is done with a
purpose, and the effect of distance over the sandy
beach, the reeds and the islands s perfect. This is the
only scroll (by Li Shan) which has been rransmitted.
At the head of the picture srands the signature:
Ping-yang Li Shan."

Inn addition to this scroll may be recalled a larger
picture of more rustic type in the Freer Gallery,
which is traditionally ascribed to Li Shan. It

represents 3 mountain stream bordered by rocky
banks grown over with tall pme-trees and nsing on
the further side into a craggy momtain wall, The
picture s somewhat wom and retouched bur
retains the atmosphere of the romantic landscapes of
Northern Sung time and the imprine of a good
master’s brush. Bur whether this actually was Li
Shan’s is more than we can tell (PL321).
* x  x

In his presentation of the painters who worked in

the Chin state T'ang Hou emphasizes in particular
the importance of the horse-painters. He writes:
“The paintings of horses made by Chin artises are
well worth seeing; it 18 2 pity that not all their names
are known.” He makes no further attemipt to discuss
these pamters bue adds instead the following note
about 3 no less remarkable horse-painter from the
South who continued his activity into the Mongol
period:
“The modern artist Master Kung Shémg-yii, named
K'ai; 15 a man from Huai-yin, Anbwi. He is eight feet
tall and has a full and beaurtiful beard, He has studied
a great deal and developed a style of his own m
literary writing, In painting horses he looks
Ts'ao Pa as 3 model and grasps his ideas. Bur his
brush-work 15 somewhat coarse, which is a defect;
In painting human fgures he also follows Ts'ao Pa
and Han Kan, but in landscape-pamting he imitates
Mi Yiian-hui. His plum-blossoms, chrysanthemums
and other flowers are made after the model of
varions old masters. The colaphons or poems which
he adds to his scrolls are always strange and original.
Once he painted A Starved Horse and added a poem
in which he asks: “Is there no one who will feel piry
for this bare-boned horse of mine? It stands in the
setemg sun and throws a shadow like 4 mountain on
the sand."

Kung Kai's picture of The Starved Horse is now

! The records ahoue these painters of Chin in She-hu p'i
conEain i most instances references to the Chiin Histirp,

* Cf. Pergman, op. «if., p117. The pleture &5 described i the
caralogue of Pang Yian-clt'i. irs former owner, and in Mo—yiian
Jeti=Rereim, vl 4,
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m the Abe collection in the Museum in Osaka, The
miserable old mare looks perfectly exhausted as it
statids with hanging head, snuffing at the ground.
There is no indication of scenery, nor of the
shadow (mentioned in the inscription), vet the
picture does not lack mm sentimental appeal or
expressivenest. It is executed in ink only with a
rather dry brush well fitted to emphasize the bony
structure of the animal, which is like the Hautskelet™
of a hermit in the wilderness, The artist’s inscription,
which is written in archaic characters, adds some-
thing to the strangencess of this work, which i
furthermore abundantly decorared with seils and
eulogized m several colophons,

Kung was apparently a man of strange hubits and
mannerisms, When painting he never sat on a chair
or a mar but lay on his bed. “The paper was
spread before hum, and he pamted T'ang horses,
swift as the wind with manes like mist, strong bones
and fme muscles, perfectly rendered m all sorts of
artitudes. ™

His favourite monifs beside horses were devils and
goblins of a more or less humorous kind often
represented in company with theic overlord or
queller, the giant Chung K'uer, who knew how to
inspire these Irisky eclementals with fear and
obedience. There is a handscroll in the National
Museum i Peking representing Clung  K'uei
Removing his Residence (signed by the artist); and
another varation on a similar Chung K'uei-morif
called The Demon—queller and his Sister Travel-
ling m Chairs, in the Frecr Gallery, This is one of
the most entertaining, not to say fascinating figure-
pamtings from the end of the Sung period sull
existing. The somewhat grotesque figures — half
human, half devils or elementals - are treated with s
kind of humorous sympathy; they form the retinue
of the master who like his sister is travelling in a
sedan-chair. Thewr truculent expressions and awk-
ward gestures reveal their violent natural disposition,
but nevertheless they follow their master as obedient

servants, carrying big sacks and sprawling small
devils on long sticks over their shoulders. The energy
and incisiveness of the brush-work endows these
figures with an extraordinary vitality. The ch*f yiin is,
so to speak, compressed to the utmost m therr
smewy limbs and grmning faces, and all the pos-
sibilities of black and white have been utilized to
suggest a colourful display of strange costiumes and
coiffures (Pls.323, 324).

The painter himself has wntten an illuminating

text to the picture in a lengthy colophon from which
the following may be quated:
“The ‘Lord with the Whiskers’ has his sbode on
Chung shan. Where was he going when he mounted
m his carrage? One might suppose that he was
hmnting, though not accompanied by falcons and
hounds. I think he was travelling for pleasure with
Tus household.

“His young sister had painted her face. Of the five
colours wsed for “make-ap’, black suited ler best.
When arriving at the post-house on their way they
needed a lirtle rest. Bur who was there in the old
house to give them wine and food? (Except the two
servants Red Turban and Black Shirt) . ..

“People who say that painting ink-devils is just
plaving with the brash, are greatly mistken. It may
be compared with the works of 2 grear calligrapher
who is 2 Sage of grass-script. How could he write
grass-script if he had not first mastered the normal
script? Among the ancient painters who were good
in painting devils there were Ss@ lchen and Chao
Ch'ien-li"s | ..

After some grotesque references which here amy
be left out the pamter winds up in saying thar “if the
picture 5 compared with writing it may be placed
between formal scripe (Chén shu) and running seript
(Fusinng shu)".

! Kacltan ris-chih quoted i Shu-hua p'y, vob sz,

# Chao Chien-4i i the name of Chao Po-chii; Sui fchen s o
n&:pnmtﬁjrhihnl-chén.nq:maljnufdcﬁl punzng m the
Sung peried.
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Tae tAsT word of Southem Sung landscape-
painting was not pronounced by any of the acad-
emncians or the famous men in high positions
either in the South or in the North, but by panters
who mostly lived as monks in some of the Ch'an
temples in the hills sbove the Western Lake in
Hangchou. Here flourished in the thirteenth century
a school of landscape painting mspired by meditative
Buddhism which attained extraordinary importance.
Without being religious in the traditional or formal
senise of the word, it was the expression for 2 special
forn: of religious practice, and if irs adherents were
not all ordained pricsts or monks, they were never-
theless inspired by the same religious ideas; They did
not paint in order to produce besutiful prctures, but
to express a state of consciousness which to them was
the greatest happiness and the highest form of reality.
To reach this it was necessary to cleanse the mind of
all deceptive illusions and sensnal entanglements.
The student had to leam that the whole exterior
universe is but the garment or shadow of something
invisible but far more potent than the phenomenal
wortld — an insight thar could not be obtained simply
through intellectial study or formal rrammg. This
wis called “the opening of the third eye”, or the
awakening of the muuitive faculty, by which man
becomes conscious of his Buddha-nature, the
potential spiritual spark in every ennty,

When man has awakened this knowledge within
himself by aspiration and meditation, distinctions
fade away into relativity and the sgnificance of
things is esteemed not according to outward appear-
ances but by their relation to the spiritual experience;
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a single flower may reveal a8 much as a whole
forest, a grain of dust be as wonderful as a mountin.
This comprehension, which evidently had a direet
bearing on the attitude of the painters; is emphasized
m the words of some of the old Ch'an masters, as for
instance in the following statement by the monk
Yilan-wu (ro65-1135).

“One particle of dust is raised, and the great earth
lics therem, one fower blooms, and the universe
rises with it. But where should our eyes be fixed
when the dust is not stirred and the Hower has not
opened into’ bloom? . . . Get out of all entangling
relations and rip them to pieces, but do not lose
track of your own mner treasure, for it is throngh
this that the high and the low, the miversally
responding, the advanced and the backward, mani-
fest themselves without distmenion, each m full
perfection.’”

The “mner treasure” spoken of by Yimn-wu, 1s
the essence of mind, the Buddha-nature, or spiritual
consciousness, which realizes or grasps the wmath
without discussions or deliberations. The principal
aim of the Ch'an philosophers was to awaken this
part of therr nature and thus to reach selfconscions-
ness in a spiritual rather than in an intellectual sense.
When man is able to free himself at will from all the
distracting infliences of the mental and material life,
hrs consciousness will reflect, like the quier mirror of
the mountam lske, glimpses of a reality thar o
sensual experience or intellecrual Teasoning can
convey.

The Chinese Ch'an students were no ascetics, they
did not emaciate their bodies, but they became



THE CH'AN PAINTERS 133

ndifferent to much that might seem essential to the
material life and comforr of ordinary people, and
with their lack of intcllcctual refinement and their
disdain of learning they often appeared rough and
reckless. But their love and comprehension of
nature was intense, becaus¢ there they found
reflections of that same Buddha-narure thar they had
discovered in themselves. The falling leaves and
blooming flowers, nay, even so-called inanimate
things like stones and mountains, revealed to them
“the holy law of Buddha™'. The greatest book was to
them “the so-called sutra which 18 written m
characters of Heaven and man, of beasts and asuras,
of blades of grass and thousands of trees."

The importance of Ch'an to the artists did not,
however, consist simply m the fact thac it brooght
thern so very close to the heart of nature and made
them look ar every form, be it stone, wee, bird, oc
beast, as an expression of the same consciousness that
they also soughr within themselves. It gave wings to
their imagmation and 3 fecling of unity with all thar
lives, which went far bevond that of ordinary
pantheistic romanticisn. It gave them the faculty of
comprehending the objects in nature not amply as
phenomena of 3 more or less individual character, as
m the works of the previous Sung paimters, but as
parts or reflections of themselves, symbolic perhaps,
vet nevertheless revealing an unseen reality.

The recording of such feeting glimpses from a
world beyond that of sensual observation demanded,
of course, the greatest dexterity, a supresme technical
mastery, and an utmost reduction of material
labour. It had to be writen down as swiftly and
casily as the wind blows and the waves roll. It was
the last perfection of the i-p'in method which had
been developed by some of the eardier Ch'an
painters like Shih K'o and Wang Hsia of the ninth
centiry, though nome of them had been able to
exhaust all its possihilifies. That was done by the
great masters at the end of the Sung period. The
pictures produced by them are, however, often of
the simplest kind: a few flowers or fruits, two birds
on a bamboo-branch, a single figure, some moun-

tains and trees in the haze, or distant sails on misty
waters; but they convey glimpses from a world that
has no limits, embracing infinity of space and
eternity of time, like the enlightened mind of the
Ch'an student.

# b 4 -

The best-known representatives of this kind of
Ch'an panting were Liang K'ai and Much'i, but
they openied the way for a host of minor talents,
particularly in the Ch'an monasteries, who con-
tinued the same trend of pictoral expressionisi.
The historical records about these painters are quite
mcomplete; most of them were hardly known out-
side their circle of personal friends and their works
did not find place 1 the imperial collections or in
those of the leading connoisseurs,

The only one among them who to some extent

formed an exception to the rule was Liang K'ai; he
started as an academician and mer as such with some
recognition, but renounced all official honours and
settled in a Ch'an monastery, where he seems to have
spent the man: pare of his life. The most complere
record of the changing fortunce of Liang K'ai, which
may be read i T'w-hui pﬂﬂ-cﬁ."m. comtains  the
following:
“Liang K'ai, a descendant of (Liung) Hsiang-hsi from
Tung-p'ing (Shantng) was a good panter of
human figures, landscapes, Buddhist and Taome
images, ghosts and heavenly beings. He followed
Chia Shih-ku and painted in a graceful and free
manner (surpassimg the older masters) as ‘blue sor-
passes indigo”.

“In the Chia-t"ai ers (1201-1204) he became a
tai chao in the Academy and was given the Golden
Girdle, bur he did not aceept it; he hung it in the
Academy and wenr away. He was very fond of
wing, and a jocular fellow who called himself "the
crazry Liang". Yet, when the academicians saw the
marvellous refinement of his brush(work), they
acknowledged his superiority, but such paintings of
his as have been preserved are quite sketchy and
L Kziten Nukarda, The Religion of the Sumerat, 1913, pp.59-73.
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(made according to) the abbreviated manner”
(chien pi).

This short notice has formed the basis of most of
the later attempts to characterize Liang K'ai's
artistic personality. The additional remarks by later
writers, reported for instance in Nan-Sung yilan-hua
ln (Vol.V), refer mainly to techmical matters; the
painter's way of handling the brush and the ink, and
to the subjects of some of his best-known pictures.

The statement quoted above, according to which
Liang K'ai was a pupil of Chia Shih-ku, is mteresting
as 3 confirmation of lns close connexion m his early
years with the academic traditions of style. Chia
Shih-ku, who was active about the middle of the
twelfth century, is classified by the Chinese his-
rorians as a fate follower of Li Lung-micn.! He wasa
chih how in the Academy and painted mainly
Buddhist and Taoist figures in k. To judge by his
picture of Kuanyin Seated on a Rock, in the Palace
Museum, his brush-work was however of a coarser
and broader kind than Ti Lung-mien's pai miao
manner. The effect of the picture depends mainly on
the striking contrast berween the figure and the
supporting rocks, which seems too coarse for a Sung
painting; I would rather classify it as a copy. Liang
K'ai on the other hand is said to have followed Li
Lang-mien’s pai mige manner very closely in his
early religious paintings, as stated by a contemporary
critic: *He painted Buddhist and Taoist figures with
great refinement, includmg even the smallest
details, but the rocks and trees he dotred down quite
frecly, apparentdy without intention. ¥er, the m-
tention was to increase the effect of life by the free
and vigorons brush-wark, since the figures were so
delicately drawn.™

Liang K'ai's manner of painting seems o have
changed considerably during the years: if he started
as a follower of the academic traditions such as were
handed down by Chia Shih-ku and others, he
ended as a full-fledged represcnrative of that
peculiar form of expressionistic ink-painring which
was culovared by the adherents of the Ch'an
practices, But owmng to the facz that none of his

pictures is dated, it is very difficult, not to say
impossible, to establish a chronological series or a
defmite line of evolution within his preserved
works. They are all strongly expressionistic in the
broadest sense of the erm, bur their brush-work is
modified with 2 view to the motif and the inspira-
ion of the moment. The figure comipositions and
the landscapes are of equal importance in his euvre;
they are often combimmed and are rarely treated
separately. Some of them illusirate religious ideas,
philosophical parables. or legendary subjects, while
others are pure landscapes, but these too suggest
more than the mere scenery which they represent.

The majority of the pictures which nowadays are
accepted as works by Liang K'ai form (or formed
until the end of the last war) parts of some of the
best old fapanese collections, dating back to the
fourreenth or fificenth century, when the master
was far more appreciated in Japan than in China. 1f
we did not have recourse to these pictures in
Japanese collections (which furthermore have been
beautifilly reproduced)® it would be impossible to
form any idea about Liang K'ar's mastership as a
painter, because those which exist elsewhere are
relatively few and less well documented.

The earliest among Liang K'ai's works in Japan is
probably the relatively large picrure (nearly four
feet) until recently in the Sakai collection, which
represents Prince Siddharta as an ascetic in the
mountain, or as usually called, *Sakyamuni on his
Way to the Bodhi-tree” (under which he received
the Buddhic illummation). According to the in-
scription, it was painted for the emperor, which
implies that it was done at a time when Liang K'ai
was still active in the Hangehou Academy. The
picture has a note of tragic grandeur, produced by
the interplay of its two consttuent elements: the
lonely man who stands sunk in deep thought,

¥ The records about Chiz Shiliku fn T u-hui pas-chies, vol.IV.
The reprodurnon of his picrore in K-k Shiefu i, vol VIL

¥ From T='if t'ao hsitan tés-clio by 13 Jih-hug,

¥ Mot of the mames's Bmows works in Japan ate reproduced in
Tapd Bijuttn Tiikean, vol D Plosig—7s, and in Sipes Meipishi,
vols. -1,
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slightly bent, with bath hands on his breast, and the
enclosing mountain walls on which some brambles
and the branches of a dry tree form a thornlike
jerky pattern. The landscape accentuates the pathos
of the man who is meditating on the woes of man-
kind, and whose soul is filled with compassion. It is
reflected in his noble face, framed by a black beard,
and in the deep introspective regard. Liang Klai's
gemus as a revealer of the soul of man is here fully
discernible, though he expresses his vision as yetina
relatively guarded and waditional form. In painting:
this figure he had evidently been leaning on pamt-
ings by Wu Tao-tzii as models, particalarly for the
wavy and whiclng mantle folds. The commexion
scemns obvious and it is confirmed by writers who
have recorded it in their descriptions of other
paintings by the master (Pls.325, 326),

One of the pictures in which Liang K'ai's de-
pendence on Wu Tao-tzi was noticeable, repre-
senred (accarding 10 2 note by Wu Ch'i-chén) The
Famous Monks (Kao Séng).! There is no further
record about the picture, but one may wonder
whether it could have served as a model for the
scroll in the Abe collection (now in the Osaka
Museum), which is commonly known as the
Stxteen Lohans. This seroll, which is provided wath
Liang K'ai's signature and colophons of the eight-
eenth and nmeteenth centuries, is obviously a
fecble imitation (possibly of late Ming date), but the
somewhat strange and grotesque figures in wide
mantles with wavy folds & la Wu Tao-tzili may have
been copied from a picture by Lung K'ai. In other
words, the figures are drawn according to an early
style though of later date.

A long step further in Liang K'ai's stylistic de-
velopment is marked by the handseroll (formerly in
the Manchu Household collection) which represents
Wang Hsi-chih Writing on 4 Fan and which s
accompanied by several colophons of the Yilan
period, one of them dated 1323, Here there are no
longer any traces of the painter's dependence on
eatlier models or currents of style to be observed.
The whole thing is a spontancous expression of

Liang K'ai's own temperament; every stroke revesls
the impetus of his creative genius. In representing
the greatest calligraphist of antiquity the artise has,
50 to speak, represented himselfin the ace of writing
(PL327); impersonating the gemius of Wang Hsi-
chih in the way he wiclded the brush and transferred
his thoughts to paper. The mtense concentration
reflected in the atitude and expression of the writer
is the same as that which guided the brush of the
painter when creating this little masterpiece. The
lightly painted figures may seem almost sketchy,
yet they are vibrant with life and form an effective
contrast to the sturdy old trumk, which is painted
with splashes of dark ik and gives the impression of
massiveness and weight.

This was not the only picture by Liang K'ai
tlustrating episodes from the life of Wang Hsi<chih.
Another, said to have represented Wang Hsi<chih
Lookmg at Geese (i, observing the graceful
movements of the necks of the geese), 18 mentioned
in Sung-hsiieh shik-chi, but the colophon by Sung
Lien (of the Hung-wu period) contains no informa-
tion as to the composition of the picture, simply the
well-known historical notes about the pamter.?

The distance in style from the Wang Hsi-chih
pieture to the famous Ch'an picture m Japan which
represents Hui-néng, the Sixth Pamiarch, Chopping
a Bamboo-pole, 1s not very great, though one may
note 4 further step in the speed and strength of the
brush-work. The picture which was formerly n the
Sakai collection is now in the Nanonal Muoseum
Tokyo. whereas the other picture in which the same
patriarch is shown tearing a sutra scroll into pieces,
is nowadays correctly clussified as an old Japanese
copy after a lost orignal by Liang Kao (PL3zg). lris
an interesting testimony of how much Lung K'ai
meant to the |apaness in the Ashikaga peniod and
naturally in a better state of preservation than the
much older original painting with which it forms 3

VW Chi=chén, Shi-four of, quoted m Noau-Simg il B,
b4 pat 8.
% Quoted from Sung-hich shitcki in Nas-Sung yassus ki,
wol.3, i
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pair. leis only when we see the two pictures side by
side that the difference in quality as-well as in their
state of preservation becomes evident, The old one
15 more worn and faded than appears in a photo-
graph, yet it has preserved all thar freshness and
impetuosity in the brush-work which lifts it to the
highest level of impressiomistic ink-painting in
China. The jerky and abrupt strokes are done with
flashing speed, m a rempo furioso, more or less cor-
responding to the records about the ways and
methods of this extraordmary Ch'an master who
met his students with shouts and roaring. It seemns as
if the artist had caught with his brush or symbolized
in its rapid and yet so firm and significant move-
ments, those sudden strokes of Buddhic light and
energy for which the Ch'an philosophers were ever
preparing their minds in mediaation. The fashing
quality of creative thought 15 here suggested in a
pictorial form mtensely spontancous and pro-
toundly animating (PL328),

The old critics have also made more or less suc-
cessful attempts o describe Lianpg K'ai's extra-
ordinary brush-work by similes or metaphors. In a
book called F-mifn kuian ta' it is said thar Lisng K'ai
“painted with p'ich-na and (also) with strokes like
broken reeds”. The expression piehi-na ic the
technical term for down-strokes to the left (thinning
towards the end) and to the right (broadening
towards the end) respectively, as may be seen in the
character jén A; they are most in evidence in
pictures painted in a fluent manner, whereas the
“broken reed strokes” are obvious in the last-
mentioned pictures of the Ch'an master Hui-riéng.

The significance of this picture is not dependent
only on the characterization of the figure, but also
on its position in a design which, though barely
suggested by a bir of tree-trunk, serves to cvoke an
impression of height and space which detaches the
figures from the limitations of the objecrive world
and makes them live in the universe of their en-
lightened munds.

The subtle versatility and technical skill of the
master are equally and even more apparent in the

famous portrait of the poet Li T'ai-po (National
Museum m Tokya) (Pls.330, 331). This picture may
mdeed outwardly appear as one of Liang K'ai's
simplest works, but it is at the same time one of the
strongest, It is reduced to the bare essentials —the
man in 3 wide mancle thar covers him completely
from the neck to the feet, with even the hands not
visible, placed m profile against an empty back-
ground of greyish paper (now Full of small repairs},
The whale picture is only 80 em. high and the man
15 hardly 50 cm., but he bears the imprint of 3 large
higure. The form is simplified to the utmost,
rendered wath a few ductile yer definite strokes of 2
soft brush, and though there are no plastic folds or
modelling in light and shade, the form appears
convincitgly broad and strong, not without
grandeur. The feer are visible m part like two dark
patches below the edge of the cloak in which their
movement is reflected. The man is walking slowly,
almost ghdingly, bur the proud backwards jerk of
the neek gives him an air of self-absorbed happiness.

The life-breath which pervades the whole bemg 15
irresistible, though strictly controlled; it seems o
radiate even from the goatee and from the hristly
tuft of hair on the back of his head. There is 2 smile
on his lips and a gleam in the black sparkling eyes. He
is walking along feehng the rhythm within him of a
poem as yet unbom.

The painter has canght something of the same
thythm with his brush and conveyed it into visible
shape with the aid of a brilliant p's mo technique.

Through the titles and short records of some of
Liang K'ai's works mentioned in Nan-Sung yilan-
Ima ls, it becomes evident that he did several
imagmative portraits of ancient pocts and philoso-
phers. One of his most admired paintings re-
presented T'ao Yiian-ming, the famous writer and
chrysanthemum-~gardener, standing with a flower in
his hand under a pine-tree® In another picture the
Tang poet Méng Hao-jan was represented riding on
a donkey on the Pa Bridge; an amusing picture
¥ Quoted m Nan-Suig yiims-bua i, vol V.
® G W Ch'ichén, Shi-luia chi
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“executed with a swift and spontaneous brush like a
prece of grass-writing " — pechaps akin to the Li Po
portrait. To the same class belonged also the
pictures representing Contucius Dreammg of the
Duke of Chou, and Chuang-tzi Dreaming that he
was a Butterfly, saud to have been “pamnted wath
some sweeping strokes of the brush by a wizard
among men’ .2

Other subjects of a more legendary type which no
doubt offered opportunities to inoroduce humorous
accents in the charactetization were Chung K'uei,
the demon-queller, represented “with a curling
moustache on his riger mouth and a dark beard
hanging down to his legs™...and the joyous
monk Pu-tai, who through a strange transformation
became identified with Maitreya Bodhisartvas, . .
and probably abso the “Exorcismg of Four Devils
by a Monk at Ling-yin sii”, not to mention
various Taoist divinities and the like. But he also
painted portraits, for instance of Huang Ting-
chien, which was provided with a colophon by
Chao Méng-fu, and pictores of birds, insects and
fowers,

Among the various landscapes ascribed to Liang
K'ai and mostly provided with his signatare (even
when executed later) should be recalled in par-
tcular two hanging scrolls, one in the Natonal
Museum in Tokyo and the other (formerly) in the
Sakai collection. They represent winter scenes and
are closely akin by their motifs and their manner of
execution. The composition consists in both cases of
snow-covered hills which stand lummously white
against the grey winter sky. A few stumpy old trees
which grow on the rocky ledge of the stream below.
now shattered by the cold, are reminiscences of past
times. Human life is represented only in one of the
two pictures, i.e. by two men on horseback secking
their way through the snow up to the pass. They are
quite isolared in the white desert, and their mmusenle
size serves to emphasize the vasmess of the view. The
simplicity of the motifs may be said to enhance
rather than detract from the significance of these
pictures, because the essential element does not

reside in the design or in any formal qualities but m
the pictorial atmosphere, the suggestion of the
vaporous monstmess from the newly-fallen snow
which is felt rather than seen (PL332) The execution
with various grades of transparent washes is 1 this
respect most. tmportant; there are only shight
additions of colour in the tree—trunks and the hgures,
ver the pictonal. not te say colounstic, effect is
dominant. Compared with the more popular
muasterpicces of the Ma-Hsia school these pictures
mark a step forward in 2 new direction; they are
pictonal mterprewtions of a definite mood of
nature relanvely mndependent of the prevailing
acadenic formulas,

Liang K'a1 cannot be saud to have formed a school
of his own, bur he became sufficiently famous to
meite imitators and copyists who used his signature
freely. We find it thus on several minor landscape
studies in Chinese and Japanese collections which
are more or less attractive, but siot convinang as the
muster's work. The same may be said of the more
important picture in the Shanghai Museum which
represents the Eight Patriarchs of Ch'an Buddhism
in cight pictures united together with mtercalated
descriptive texts into 2 scroll,

Liang K'ai's signature s here repeated at least
three times, and it may be admitted that the some-
what fashy manner of painting reflects some in-
fluence from the master. These pictures are; however,
executed with more speed than care and crudely
coloured. But in spite of their very moderate artistic
quality they are worth remembering in a study of
Ch'an painting in China at the very end of the Sung
period and later, because some of them which
illustrate popular anecdotes about the no Jess rustic
than holy men, introduce us to a class of popular
Ch'an painting which is seldom seen and Jitde

} Chung So-wang, Yiech-kéng yil Ju,

& Tai~ping oh"inp-hus

3 CF, Yil-aril ¢, queted-in Num-Sung yénn-hia i, val ¥,

4 Wu Chi-chin, Shu-hua dhi. There are two pctures by Lang
K'si in Japanese collections which represent Puetas in one be o
warching s cock-figh. in the other, dancing.



118 THE SUNG PERIOD

known. There must have been a number of mmor
artists who provided illustrative paintings of this
quasi-rustic type and in doing them leaned on the
greater masters whose style they mterpreted with
moderate success.

Liang K'ai's fame a4 an artist becamie after all well
established and widely recognized in has homeland,
where lus works have been collected by emperors
and commoners, while Mu-ch'i whe, owing to his
paintings in Japan, las become mternationally even
more adimired, s known in China only through a
single handscroll of vegetables, flowers and birds (in
the Ku-kung collection). The bingraphical informa-~
rion about him is very scanty; only a shore notice
relerring to his activity as 4 painter is found in Hia-
shik hui<yao and T'u-hui pao-chien, which can hardly
be sard 1o reflect great appreciation:

“The monk Fi<ch'ang, whose hao was Mu-ch'i, was
fond of pantng dragons, tgers, apes, cranes, wild
geese in rushes, landscapes, trees, rocks and human
figures, and he did them all ina free and casy fashion,
dotting with the ink. Fle expressed i ideas quite
simiply without omamental elaboration. His way of
pantmg was coarse and ugly, not m accordance
with the ancient rules, nor for refmed enjoyment.”

The last sentence, in which the characreristic
academic criticism of Muo—ch'i's art finds expression,
is tuken over from T'ang Hou's chronicle Ku-chin
hug-chien, which was composed shortly before
1320, less than a hondred years after Mu-ch'i's
death. The monk pamter 18 mentioned there in
passing with the remark that he “played with ink in
a rough and vulgar manner and did nor follow the
rules of the ancients”.

His connexion with the Ch'mn order is further-
more recorded in the Hisio-hsiieh chi, viz. “The
monk Mu-ch", 2 man of the Sung period, and a
pupil of Wu-chun, excelled a5 a3 painter.” Judging
by the fact that the Ch'an master Wuo-chun passed
sway in 1249, we may assume that Mu-ch't was

bom at the beginning of the thirteenth century, a
supposition that also is confirmed by the inscription
dated 1269 on one of his prmeipal pictures and by
the fact that he was a fellow-student with the
lapanese monks Benen and Sogen. These two and
other Japanese fellow=students in the Ch'an monas-
teries near Hangchou seem 1o have been active m
acquiring works by Mu-ch'i and in bringing them
over to Japan, where already in the life-time of the
painter they were greatly admured. He is said to have
lived first in the Ching-shan monastery (Chekiang),
but later on he established a temple of his own in the
neighbourhood of Hangchou called Liv-t'ung ssii;
which thenceforward remained the centre of the
Mu<ht school of pamutng. Considering these
historical circumstances and the dates of some of the
arust's friends, Japanese hustorians have come to the
conclision that Mu-ch't's life must have been passed
between 1210 and 1275.!

Mu-clt'i’s most dmportant paintings are all
inspired by symbolic concepts or parablesillustratmg
the Ch'an attitude towards life and nature. This is
erie of his dragons and rigers just as much as of his
Bodhisattvas and monks and, in 2 more generalized
way, also of his paintings ofbirds, Aowers and fruits.
The lindscapes and flowers are perhaps nor symbolic
in the same way s the illustrative piceures, but they
evoke visions of shifting moods of nature as reflected
in the ereanve mind of a great poet. A few examples
may suffice to convey an impression of Mu-<ch'i's

1 Tammks Toyozd, Mokke Shows m Tipd Bifutsw Tansd (1041);
The compleress mformmution: sbowe Mo—<h'i in suy western-
langrinage B Ottd Kiimmel's arficle o Allgemeines Lex, dor Bild,
Kinsefer, wol XV, 1py1, wiich ts-based on fapaness articles by
Takagl and Sagi.

The hiworical presentition of Mu=<h'l's activity and the
critical review of his works are complicated by the reentds abotit
a Japancse punrer, called Mokuan or Mo-an, who stayed duting
the first half of the foutteenth century In some of the Chiam
mongsteries near Hangehon and Socho, He B sid o have
amitited Mu—<h'T so siuccessfully that the abbot of Liu-t"ung s
ealled bum 3 “rebarn Mu-ch't™ and presented him with rwo of
Musch'V's sealy, swhich were groserved in the temmle. This scems
toh be the explanation of the fact thar some of the picmres
narked with Mu-—ch'i"s seal sre niot on the leve] of Tis fully-signed
principal works. They are pamted m the Mu<h't style by an
tieferior man
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art, which is immngmml.ﬁ m style and inspiration in
spite of all vaneties m technique and motfs,

A relatively early example of excellent quality is
the small picture (in the Masuda collection) of The
Priest Chien-tzil Playing with a Shrimp. 1t must
have been executed before 1260, the date of Yen
Chi's inscription. The priest has almost a boysh
look; he is wearing the raffia skirt of 4 fisherman,
holds in the one hand a pole-net and with the other
lifts a sprawling shrimp that excites his hilariry.
The situation is fugitive, bound to change in the
next moment, the picture is like a momentary flash
on the reting of the mind - perhaps the symbolic
answer to ong of those koans which camnot be
intellectually dissected or exhausted. The attribution
to Mu-ch'i is supported by the painter's authentic
seal (PL334).

If this picture appears hamorous, the opposite is
true of the large preture in the Twanaki collection
(Seikadd), representing A Meditating Ch'an Monk.
fe seems to reflect the tmpetus of a deep spiritial
concenmration. The monk i sated on a mountain
terrace: with a large snake coiled round him and
opening its' deadly jaws on his lap. The grim
imperturbability of the man m this dangerous
situation reveals an intense concentration, a radiating
force which controls the sinmtion. Though the
figure is m complete repose, it may be called
dynamic. The mantle is drawn with tghtly corving
lines, whereas the cliff and the clouds m the back-
ground are rendered with soft washes of light and
shade. There is nothing atrractive about this rugged
being. he is rather terrifying as 2 personfication of
superhuman clemental forces held in check by a
spiritual wall. This piceure is no longer unanimously
accepted by Japanese critics as a work by the master
(PL335).

Since the end of the fifteenth century Mu-ch'i's
largest and most important paintings have belonged
to the main remple of Daitokuji in Kysto; before
that time they were in the collection of Ashikaga
Yoshimitsu. The three pictures which nowadays
form a trnprveh, ie. Kuanvin Bodhisuttva, the

Mother Monkey with her Baby, and the Crane,
were probably combined mro their present ensemble
shortly after their importation to Japan in the
fourtcenth contury, whereas the Dragon and the
Tiger in the same emple collection may have been
painted from the very beginning as pendants. Each
one of the individual pieces of the triptych micasures
61°74 % 0-98 m., but the Dragon and the Tiger are
somewhat larger. Ouly the Kuanyin picture is fully
signed as follows: “The monk from Shu, Fach'ang
painted it”, the signature beng written across the
red scal of the painter. The rwo others have the
Mu-ch'i seal in white and also the seals of the
Higashiyama collection (Pls.336-338),

The peculiar combination of the Bodhisattva with
the large bird and the tmonkey with its baby on a
tree-branch was presumably a concession to the vaste
or requirements prevailing at the time in Buddhist
circles in Japan. The two side-pieces have nothing in
common with the central picture, be it from a
philosophical or fom a decomtive viewpont.
Triptychs of this kind are unknown in' China,
whereas they became quite common m the Ashikaga
period in Japan, when several such combinations
were made of pictures that had little or nothing in
common, The contral picce (pén tsun) was usually a
religions picture, whereas the side pieces could be
landscapes, animals, birds, flowers or bamboo:* This
blending of religious veneration with aeschetic
enjoyment was o doubt a characteristic expression
of the guasi-religions romanticism of the Ashikaga
period, which also found expression ' contem-
porary literature.®

The Kuanyin pictare was no doubt orignally a
selfcontained piece with no need of side-wings,
painted in 2 manner thar has more m common with
that of the above-mentioned meditating monk than
with the pictures of the crane und the monkey. These
YA pood example of woch combimtion = the tmpeych

Koro-in tirade up of two landsspes by LT ang st the sides o' s
Bodhizartva n the stvle of Wu Tao-txii.

®These explansiory views are further developed by Tamakis
Toytes tn his article on Mokke in Bifuted Tamsd, mentomnsd
before.
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are executed in 3 more elegant and fluent manner;
they form a pair of their own and have no such
religious significance as the central piece,

From a strictly pictoriil paint of view the Crane
and the Monkey are certainly not inferior 1o the
Bodhisatrva and they have furthermore the advan-
tage of some life-movement conveyed by the
rhythm of the designs, The crane is walking with
springy steps, lifting its head and uttering a loud cry;
the monkey 15 clingmg to the branch of an old tree
with supple swength, fondling her child as if to
protect it against the cold. The animal is placed in
the centre of the picture where the diagonals, marked
by the mree branches, meet, and it is painted in glow-
ing dark mk, except around the moon-face, which
is almost white. The background fades away into
dim grevish tones, the atmosphere is cold and
lonely,

The crane expresses something of the same mood
with 1ts melancholy cry, and the general tonalicy
here too is black and grey, though the central monf
(the bird) is mainly white instead of black like the
monkey. The formal design seems quite different, as
the large bird is walking slowly at the edge of a
misty bamboo-grove, but the ane leg together with
the lifted neck suggest a disgonal which correspands
to the dominating line of the monkey picture. In
other words, these two pictures have been desigrned
as pendants; they represent motifs which often recur
in Chinese art and literature as symbols of lonecliness,
or the peaceful mood of the wildemess, where
hermits listen to the apes and the cranes, They have
no icomographic cormexion with Buddhise are or
ideas, yet it must be admitted that the person who
first combined these animal and bird pictures with
the K_lmn]rm imd a l;itcp fmlm_g for the srr\rmbuli_r:
significance of the motifs, and may have done it with
some ntention of intensifymg the effect of the
restfully meditating Bodhisattva by surrounding
her with symbols of the sorrows and sadness of the
animal and human world.

The white-robed Kunanyin Bodhisattva is an
image of perfect repose; the prevailing tone of the

picture is silvery grey. She is crowned with a
high diadem, and wrapped in a wide mantle
which forms an abundance of long wavy folds over
her crossed legs and the straw mat on which she is
seated, Neither the feer nor the hands are visible; her
face has the calmness of 3 mountain lake at dawm.
Behind her opens the entrance to a cave, fantly
suggested by the climbing plants m front of it
Below her is the calm mirroring water, but all these
surrounding elements are more subdued m tone,
darker than the Bodhisattva — the divine incarmation
of boundless mercy —a vision seen through a veil of
utter silence and peace, transmitted in a perfectly
balanced form,

This picture holds a supreme position within the
whole range of Buddhist paintings of the Far East.

The very large pictures of the Dragon and the
Tiger (in Daitokuji) are highly dramatic and in
consequence perhaps more overwhelming mam-
festations of the Ch'an inspiration, bot they are
armstically not on a level with the wiprych. They
have, furthermore, suffered considerably from care-
less handling and been cut down in size, which makes
the cnormous beasts look somewhat cramped
within the too narrow spaces. Yet they are expres-
sive of the spiritual and matenial forces symbolized
by these amimals. The dragon with Hishing eves and
shimmering scaly body is issuing like lighming from
the clouds, while the tiger sits erect with sinews
tense, ready to spring ar its prey with the swiftness of
the gale that shakes the bamboos in the background.
They are painted with a sweeping brush, or some-
thing of the swing and vehemence that the old
chroniclers wsed o praise in Wa Tao-tzit's wall-
paintings, though the brush-work is coarser than in
the pictures mentioned above (PL342).

The landscapes which are commaonly recognized
as authentic works by Mu-ch'i are all sections of two
scrolls which both represented The Eight Famous
Views of Hsiao and Hsiang. Of the minor scroll only
three sections have been transmitred, viz. Autumn
Moon over the Tung-tng Lake (Tokugawa
collection, Nagoya, PL;48), Night Rain over Hsiao
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and Hsiang (Baron Masuda collection, PL341), and
The Evening Bell from a Distant Temple (Count
Matsura collection, reproduced in Shimbi, vol.V).
Of the larger scroll which represented the same
motifs, though with considerable differences in the
compositions, at least five sections are known, viz.
Returnmg Sails off a Distant Coast (Count Mat-
sudaira; PL345), Sunset over a Fishing-village (Nezu
collection; Pl3q0), Wild Geese Alighting on the
Shore (formerly Matsudaira, now Sasaki collection;
Pl.349),! The Evening Bell from a Distant Temple
(formerly Marquis Maeda; now Yada collection,
Katayama), Evening Snow on the Hills (formerly
Marquis Tokugawa, later Mr. Suenobu).*

Few motifs have been more consistently treared
by Chinese landscape pamters ever since the begm-
ning of the Sung period than the Fight Views of
Hsiao and Hsiang, but they have nevertheless yielded
avery rich variation of pictorial compositions. They
formed simply 2 st of suggestive names for a serics
of contmuous views of water, mountams, wooded
shores or sandy beaches, sometimes enlivened by
sailing-boats, or fishermen, or alighting birds, and
represeiited at different seasons and hours of the day,
They were useful as labels or keys to the ideas radi-
uonally associated with the motifs, but these were
interpreted by each painter according to his creative
imagination quite independently of any local colour
or descriptive elements, It was the symbalic sug-
gestiveness rather than any actual scenery which lent
significance to pictures like the Autumn Moon ever
the Tung-t'ing Lake, the Evening Bell from a
Distant Temple.

Mu-—ch'j realized this better than anyone else. He
did not paint landscapes in the ordinary sense of the
word, but limitless space and reverberations of
soundless harmony. The objective views scem to
sink into the depths of his creative mind and to
re-issue replete with a deeper meaning, What he
painted, or suggested by suppressing as much as
possible of the material limitations, is above all
armosphere — the life-breath of a vision, fragments
of infiniry mirrored i his consciousness, The forms

are indicared only in so far as
enhance this undefinable clement.

As an example may be mentioned the picture of
Returning Sails off a Distant Coast (PL345). Only at
the one end of the compuosition is the foreshore in-
dicated by some dark trees, while the distant moun-
tains gradually dissolve in mist, The rest of the
pictureis free expanse. The only support that the eye
can find are two small sailing-boats, which are more
kelt than acrually seen; it is the gliding movement
rather than their form which is perceived. But one
cannot help feeling the chilly evening broeze; it
sweeps the fog into long wisps and makes the soft
tree-tops wave like giant plumes. The whole thing
leaves the impression of a breath of wind, 3 move-
ment in the air —all that gives wings to the imagina-
tion and makes us see something more than simply a
few boats i mist (Pl.340).

The limitless space or atmosphere in which Mu-
ch't’s landscapes are steeped and through which they
receive their mysterious life-breath, is also to be
found in some of the pictures of birds and flowers
which pass under his name, though few, if any, of
them are actually his own works, Yer they represent
more or less successfully the general wend and char-
acterof hisart. Among the better ones should be men-
tioned The Sparrows (m the Nezu collection) and
The Bull-headed Shrike (Count Matsudaira(PL143)).
The bird is here represented standing on an old trunk
which bends diagonally across the picture field,
the rest of it is empty space; ouly at the very top a
stender ewig of a pine-branch enters, making the be-
holder realize the spaciousness of the design. The
large black bird which stands with its head sumk on
its breast is like a symbol of introspective thought,
the samddhi of the Ch'an philosopher. Seldom has a
bird been endowed with more individual character.
The picture is marked with the scal of the painter
and is quite on a level with- Mu-ch'i’s works, yer

LA few of thess pictires iy have changed hands in liter times,
and becoime more diffictle of scces.

®The two kust-pamed pittures arr reproduced in Takagi,
Cyukleats Mivlekeei STosd Hitkieei . . . Kentkeyil, Mr. Suenobu’s picture
perished durmg one of the air raids in Tokyo dorme che lass war,

may serve o
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the actual brush-work is different, which has given
cause to some doubts regarding the master,

In spite of its lhighly subjective character, Mu-
ch'i’s art exercised 4 far—reaching influence, This was
most keenly felt by the men who lived as Ch'an
monks in Liu-t'ung ssii or other temples in the
neighbourhood of Hangchou towards the end of the
Sung and during the early part of the Yijan period.
It reached, however, further regions also as may be
obscrved i the works of some more worldly
painters i China as well as in Japan, and became an
important element in the general modification of
style which took place during the Yiian period and
which by the end of the fourteenth century was also
felt in Japan. The reason for this was that Mu-ch'i's
art represented something more than a new manner
of handling brush and ink, it was the result of a new
spiritual impetus by which the armstc activity was
remwvigorated. Wherever this mfluence from the
teaching of the Ch'an masters was felt, the artists
were brought into a more intimate relation with the
inner significance of things. They were no longer
simply observers of outward scenery or the like, but
discoverers of something more important and more
real, which they rransmitted m pictorial symbols.

* i *

The paintings which represent the immediate
following of Mu<l'i form an intricate material for
the arr-historian. They are very numerous, particu-
larly in Japanese collections, and mainly the works
of painter-priests who are practically forgotten
Chitia even though their names may be recorded in
some books or local chronicles, but who are highly
esteemed in Japan owing to the many excellent
pictures by them which were imported in the four-
teenth and fifteenth centuries, for the collections of
the early Ashikaga shoguns, or brought home by
some of the Japanese Zen monks who visited China.

These pictures are as a rule typical examples of the
kind of i-p'in (untrammelled) painting that we have
observed mn the works of Mu-ch'i, and though the
individual temperaments in some instances are

clearly marked, the pictures all represent the same
current of style and are not so casily distinguishable
from cach other. A thorough discussion and classi-

fication of this whole school or group of paintings
would require more specialized stndies than the
author has been able to devote to it; only a few
cutstanding examples can here be discussed.

The earliest and in some respects most problema-

tc of these painters were two monks commonly
known under the appellation: Yiichien (The Jade
Stream). They are both recorded i Tw-hui pao-
chien (Vol.g), the one under the name of Ying Yii-
chien, the other under the name of Jo-fén with the
hao Yii-chien, and in addition 1o these there was a
third painter who called himself Yii-chien, i.e. Méng
Chén, tzid Chishéng, but he was active at a larer
period (pictures dated 1326 and 1352) and may
consequently be left out of consideration at this
place, The records about Ying Yiichien and Jo-fén
are rather unequal; the note about the former is
limited to the following words: “a monk in the
Ching-tz'ti temple by the West Lake (in Hang-
chou) who as a landscape painter learned from Hud
Ch'ung”. The note abour the latter is more in-
formative:
“Jo-fen was 2 monk, his f24 Chung-shih, his family
name Ts'ao, who served as a recorder in the Shang
Chu temple (n Hangchou), He painted cloudy
mountains © express his ideas. When crowds of
people came to ask for lus pictures he said: *Dis-
semblance is certainly more acceptable to the world
than the real thing. The tide on the Chi'en-t'ang in
the eighth moon and the peaks around the West
Lake after a snow shower: are they not the most
wonderful sights in the world? Yet you gentlemen
pay no heed to them, but on the contrary seek every
mk-scrap by an old Taoist."

“When he grew old, he retired to his native
district and there, on a beaunful spot by a moun-
tain stream, he built a pavilion which he called
Yiichien, a name which he adopted as his hao.
He also built another pavilion overlooking the
Fu-jung peak, and called himself "The Master of the
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Fu-jung Peak’. Once, on a picture representing
bamboos, he wrote, “If the old monk does not him-
sell pame the bamboos, who will on the morrow
bring tidings of safety and peace?” "

These two masters have, alternatively, been made
respamsible for cermain pictures in Japanese collec-
nons which may be roughly divided into two
groups, fe. three sections from a long scroll that
represented The Eight Famous Views of the Hsiao
and Hsing Rivers (plus a small picture of an
orchid plant) and, on the other hand, three (or four)
studies of cloudy mountains such as the Lu Shan
picture. The pictures m the former as well as in the
latter of the two groups have poetic mscriptions, but
while the former ones are unsigned the latter are
matked Yii-chien.

The two groups are certainly related i style, yet
they show sufficiently marked differences in execn-
non 1o make it probable that they were painted by
two distinct masters, Some modern Japanese special-
1sts seem, however, to be mclined to consider them
all as the works of one individual, i.e. Jo-fén, the
more famous of the two,! However this may have
been, we can consider the pictures in twa groups,
and leave the question whether these were done by
one or two men oper. If the latter supposition is
correct, the two artists must have been active ar
approximately the same period, that is to say shortly
before the middle of the thirteenth century.

Tuming first to Jo-fén (hao Yii-chien), we have
reason to suppose that he was a somewhat older
contempotary of Mu<h’i who became famous in
Japan particularly through his rendering of the
series of Eight Famous Views of Hsiao and Hsiang,
These pictutes by "“Yii-chien were as 2 matter of
facr among the most highly appreciated treasures in
the Higashiyama collection of Ashikaga Yoshimasa,
admired and copied by Japanese artists such as
Sessan. At that time, about the middle of the
fifteenth century, Yiichien's scroll had been cut up
mto eight separately mounted pictures (just like
Muo-<<h'i's scrolls tepresenting the same monfs),
which were sometimes hung in a hall in the

Higashiyama palace, as stated in the following note
by Soami: “A series of pictures representing The
Eight Views, painted by Yiichien, greater in
breadth than in height, hung on the eastemn and the
western simall walls, four on each of them.™

The subsequent history of these pictures has been
mvestigated by B, Takagi, but only three of them
seem to have survived to the present day: A
Mounuin Village in Clearing Mist (formerly
Matsudaira, now Yoshikawa collection), The Har-
vest Moon over the Tung-t'mg Lake (formerly
Maeda collection, now in the National Museum),
and Fishing-boats Returning 1o the Bay (Marquis
Tokugawa, Nagoya)., The two first-named have
been made accessible in reproductions and may here
serve as examples of the painter’s style (PL346), To
describe them in detail is, however, not possible,
becawse the morifs are dissolved nto light washes
and some darker splashes of ink; there are hardly any
actual forms or objects in these pictures, though
in the pcture of 3 mountain village in mist one
may discern: traces of 4 winding path where two.
small figures are proceeding towards the hills,
bridges and thickets of trees hiding buildings of
which only the roof-lines are visible, The indications
are slight, yet sufficient o create a defmite picture
with a local atmosphere diffused by means of light
washes which blend with the subdued tone of the
otherwise empty sheer, The poem on the picture
contains a paraphrase on the motif in which various
details, such as a sandy beach, a rainbow, and a sign
of a wing shop, are mentioned, derals which may
have existed in the mind of the painter, but not
found in the picture.

The same discrepancy between the actual picture
and the poetic interpretation of it may be observed
in the illustration of the Harvest Moon over the

! . Mamushita's notes 1o the picosres srribured 1o Jo-fn m
Sekeat Bifutoi Zeviiii (Tokyo, 1947 ). He alo pffers the informs-
tion that Jo-fén rerurned 1o his home disrics i the Shao ing =ra
{r228-1233)s CF Q. Kiimmel's condensed notes re the Yiichien
pamtery in Allgemein. Kimstlor Lex,, wol, 36,

2 OB, Tukag, Gyolekan Molkei Shaishi haldiei-¢ to sons denrsi-ng
keenkepiv (o date ),
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Tung-t'ing Lake. The pictire consists mainly of
light washes of greyish ink which hide the water,
leaving the islinds and distant mountains to be
imagined rather than observed. Only at the very
edge of the picture do some wooded hills emerge
and a pavilion on the slope — spots of darker ink
which are balanced at the opposite end by the poeric
mscraption (PL346), The inspiring undercurrent
becomes more evident through the poem than in the
pamnted expression of the same mood: to quote:
“The Yo-yang tower commands 3 serenc view.
Water extends all around. Beyond ir mountains rise
bathed in moonlight. We look up into the heavens
and find there a blurred shape like the headdress of
youth in its bloom. Suddenly the sound of 2 flute is
heard, it sinks into the heart and reminds us of the
difficulr journey of life."™ The picture is a vision of
the unscen, it strikes 3 tone of longing which
reverberates beyond the clouds like the sound of the
Hute.

A third section of the same scroll representing
Fishing-boats Returning to the Bay (but also called
Returning Sails far away on the River) forms part of
the Tokugawa collection in Nagoya. It was in-
cuded in the Sessu exhibition in Tokvyo, 1956.

In addition to the above-mentioned sections of
the Eight Views we should mention a small picture
of a single epidendram plant which has been
ascribed to the same painter® It is painred in the
same manner as the law hua by Chéng Ssii-hsiao, and
is unsigned; the rraditional artribution may be
subject to revision. The inscription on this picture is
by Yench'i, Kumng-wén, a monk in the Cli'ing-
tz'l temple (1189-1263), ie, the same place where
Ying Yii-chien lived.

The pietures in the other group mentioned above
are not distinguished by the same poetic suggestive-
ness as the sections of the Eight Views, though
also pictorially interesting. They are painted with
a broader brush m a kind of p'o mo manner com-
bined with washes of light ink. Most important
among these is the so-called Lu shan picrure in the
Nezu collection (nowadays classified as 2 free
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Japanese version), which represents the top section
of a senies of wooded hills — rsing like large ruffled
haystacks through the vaporous layers of a lighe
mist. A torrent is falling straight down from the
foremost hill; the further ones are gradually ab-
sorbed by the mist. This peculiar mode of building
up a composition so that it consists simply of the top
sections of mountains or hills may also be observed
in the picture in the Yoshikawa collection which
looks like an incomplete version of the Ly Shan
picture, whereas the one (formerly) in the Mutd col-
lection shows a low beach with some trees at the foot
of undulating hills. These pictures are all in the shape
of short horizontal scrolls and have poetic inscrip-
tions signed *“Yii-chien™. Stylistically they form a
fairly homogeneous group, but they are, a5 said
before, quite distinct from the above-mentioned
sections of The Eight Famous Views of Hsiao and
Hsiang, which according to the old tradition are also
works by “Yiichien” # The stylistic differences scem
to us sufhciently marked to justify the opinion that
the pictures are the works of two different men, but
since some fapanese specialists hold the opinion that
they are all the works of one man, the monk jo-fén,
we must feave the guestion open. The essential pomt
to s is not the relative inequality of these pictures
but the fact that they mclude such supreme examples
of monochrome impressionism as The Mountain
Village in Clearing Mist and The Harvest Moon
over Tung-t'ing Lake, which technically, if not
practically, arc even further advanced than Mu-
ch'i’s renderings of corresponding motifs,
Wu<hun was another of the armistic Ch'an
maonks who, so to speak, prepared the way for
Mu—ch’i. By personal name Shih-fan, he was bomn
c1175, died rasg, lived for many years in the

! CF Takagi's free cranscriprion; op. eit., poi.

* Reproduced in Geien Shindio, 9. Cf, Kiimmmel, op. dit
'ﬁmh:fmlhpinmtwhirhhﬁylinh]tydn'dyrdnnim
these theee Yis-chien paintings in the Mocsyama collection in
Ouaka. Ir 15 3 hanging scroll of moderate size and represents @
agglunlmﬁunofhﬂlymmtmﬁuuglbowahﬂ:hwh#
buildings appear among dark trees. Not signed. Reproduced in
Ségen Meigashi, P14,
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Ching-shan temple on Mount Yu-wang and is said
to have been the teacher of Mu-ch'i. His fame for
leaming and purity also reached the court, and the
emperor Li-tsung (1225-1264) bestowed on him
the hao Fo-chien Ch'an=shih, i.e. Mirror of Buddha
as Master of Ch'an. Three small pictures by him
which formed part of the Higashiyama collection
(now Tokugawa) represent Daruma and two later
Ch'an reachers, Yu-shan<chu and Chén-huan-
ning, They are very lightly sketched, but highly
characteristic products of the sudden “flash™ method
that the Ch'an masters sought in meditation.
A Japanese authoriry praises them for ther “deep
suggestiveness in the mudst of grear simplicity™,!

Lo<h'uang was a younger Ch'an monk wha
belonged ro the circle of Mu=ch'i. He 1s mentioned
i T w-hui pac—chien besween Ying Yiichiem and
Jo-tén with the short remarks that his family name
was unknown, that he lived in Liv-t'ung i, and
that his paintings were quite like those of Mu—ch'i.
The two monk: painters seem to have been practi-
cally contemporary, and as they lived in the same
temple in Hangchou, they must have had much
common. Seme of the bird-paintings which pass
under the more famoss name may perhaps have
been pamted by Lo-ch'mang. The pictures with
signed inscriptions, including his name, reprosent
large birds, alighting geese or herons, in combination
with old lotus leaves, or, in oné instance, a white
cock under a bending bamboo. The manner of
painting is rather like that of Mu-ch'i, though
the brush-work is plainer, and more monotonoas
than in the Mu-ch'i pictires.

The poems which the painter in some instances
has added on the pictures allude to the symbolic
significance of the motifi.? For instance, he tells us
that the cock possesses five virtues of the superior
man (chiin r2), ie. “he is crowned with a crest,
which means wén, civil culture: his feet have spurs,
signifying wn, martial vigour; bie fighes his enemies,
which means courage, yung; if he finds food, he
tells the others, which means crustworthiness, fuin'.

Ir s interesting to note that the virtuess which

Lo-ch'uang has expressed symbolically m his picture
of the white cock are of a distinetly Confucian order,
a fact that may serve to throw some light on the
eclectic spirit prevailing in Buddhist circles at the
time and which also influenced to some extent the
trend of art.

Li Ch'iich was another painter of merit who
followed the same current of style. He is recorded in
T u-hui pao-thien (Val4) as a close follower of
Liang K'ai, who served as a chih how in the Academy
of Painting. His style has been tansmitted through
two excellent ink-paintings belonging to the Myo-
shinji (remple) in Kydto, which represenc two rustic
legendary monks known as Pu-rai and Féng-kan.
The former issigned by the artist, and they both
have poems by the monk Koang-wén (118¢-1216)
which confirm that Li Ch'iich also belonged to the
Ch'an circles in the Southern capital. The arristic
significance of these pictures depends mainly on the
masterly brush-work and the How of mnk in well-
contralled lines and touches which scem to swell and
shrink as they transmit the pulse-beat or life-breath
of the painter? (PL31).

The monk Tsu-wéng is mot recorded in the
Chinese chronicles but mentioned in Kundaikay,
where he is, however, wrongly placed among the
Yuan pamtcrs. The mscription on one of his pictures
by the Ch'an master Huang-wén, who died in 1260,
proves that he was acuve about the middle of the
thirteerith century. The picture represents the fimous
Sixth Patriarch Hui-néng, carrymg a long stick on
his shoulder with a harchet tied o it, and is paiuted
with the same nuasterly concentration as Li Ch'iich's

figurey, though with a lighter brush which has left
the imprmt of & more fugitive flash of thought.s

V Cf, Koklkx 243,

*Cf. Bijuine Kenkyit, X1, Wikimoto's note o the picturs by
Lo~ch'usng i the Asano collection,

3 These pictures bave boen commbined witly a third, feptesnnng
Drarmma, to form & teiptych, ot the conmal picce snot the wotk
of Li Ch'lich. CY. Kokl 269 and Hijutm Kenkyi No.xs.

¥ Tro-wing's piorure of the Sorh Pattarch was formetly in the
Eawanki collaction, movw it the Obars oillecton m Okayami.
Anathier picoure by the musees, repressntiing Prnd, isnow in the
MNatiooal Muoscum, Tokvo,
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Only a painter deeply steeped in Ch'an meditation
could do such a thing,

The number of artistically well-trained monks
who carried on the tradition of Ch'an paimring at the
end of the Sung and the beginning of the Yiian
dynasty was no doubt considerable, though rela-
uvely few of them have been recorded, and it also
included men from foreign lands, Yin-t'o-lo
(known i Japan as Indara} was one of them. He is
completely unknown in the Chinese literature but
mentioned in Kundaikan, and more than 3 dozen
of his works have been preserved i Japanese collec-
rions. Several of them are signed and provided wath
mscriptions (by himself or contemporary Ch'an
priests), from which it results that he was bom in
Magadha in India but lived in the T'en-chu temple
near Hangchou (in the second half of the thirteenth
century) and possibly also m the Shang-fang yu-
kuo temple in K'aiféng. He must have enjoyed 2
great reputation as 3 Ch'an teacher as well as an
artist, because most of his pictures bear poetic com-
ments by prominent menks of the pered. They
were apparently admired for therr symbolic or
illustrarive significance.

The pictures by Yin-t'o-lo seem all to have been
done with a didactic purpose in-mind, though ar the
same time they are characterstic products of the
kind of untrammelled ink-painting which cor-
responded o the sudden methods of Ch'an, They
represent some of those extraordmary characters
from the lustory of Ch'an Buddhism who by their
eccentric behaviour stirred the students and made
them realize that there is “a realm unreachable by
the senses and logic based on them'.! He has painted
the dancing Pu-tai, the Bodhidharma crosing the
river on a reed-leaf; the pair of lunatic poets with a
broom and a writing brush known as Han-shan and
Shili-té. and several of the Bamous Ch'an masters of
T'ang times such as Yaoshan, whose uproarious
laughter at the moon resounded over the whole
district, and Tan-hsia, who burned the Buddha
statue in order to demonstrate the uselessess of
idolatry, etc. Pictures of this kind were no doubt

meant to illustrate the difference beeween the Ch'an
masters and ordmary people, who are chained by
moral and intellectual conventionalism. By render-
ing these motifs in a manner just as free and spon-
tancous a5 the characters here represented, the
pictures may become “refreshing and stmulatng™,
even though the characterization sometimes borders
on caricature and the conunuous repetition of the
laughing types strikes us as monotonous when they
are seen in numbers (Pls.3 50, 352, 353 )

The majority of these pictures are relatively small
horizontal compositions, now mounted as hanging
scrolls, but formerly parts of a contimuous handscroll
which illustrated the stories about prominent Ch'an
teachers. Sections of this scroll are reproduced in
Kokka, 173 (ex Tsuruga collection), Tan-hsia burn-
g the Buddha statae; Kokka 201 {ex Kuroda col-
leetion), Yao-shan speakmg to Li Ao; Kokke 410
(Asano collection), Han-shan and Shih-t¢ i con-
versation: Sagen Megashl, Pls3 (Nezu collection),
Putai and devotee; Iwasaki collection, Kuei-sung
and Chang-chich; and a fifth picture i private pos-
session in Kyiishii. The single figures of Han-shan
and Shili-t¢ in the Mayeyama collection® and in the
National Museum, Tokyo, are more interesting as
works of art, though of 2 cruder kind than Liang
K'ai'sor Mu—ch't’s figures,

Another priest who, although not belonging o
the Ch'an school, made j.l:l]»:-d.rﬂ.\vings of Bodhid-
harma and other Buddhist patriarchs in somewhat
the same fashion as Yin-t'o-lo was P'u-kuang, whose
tzi was Yiian-hui, and hao, Hsiich<m. He is said to
have been the head of a religious secr culled the
Dhuta and to have served as a professor in the Chao-
win College in the reign of Kublai Khan, He was
active still in 13122 According to tradition, Pu-
kang painted landscapes in the style of Kuan T'ung,
and bamboos in the marmer of Wén T'ung, bur the

Loy Suziki;, The Zon Life in Picvuees, Evapr fn Zen Biaddhiin,
Thurd Series; Kyoto, 1934,

¥ Sagen Meigashit, Plu<r, 52 Further pictures by the aser in
Kolkn 110, 223, 310, 102, 483 aod 613,

¥ Q. Waley, Iidex, and Pellion, T oung Fas, 1oz, p35i.
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only pamtings by him nowadays known are a series
of nineteen album leaves representing Bodhidharma,
Pu-tai, and seventeen Lohans, in the lwasaki's
collection, Seikado.' The pictures are interesting as
examples of the last degree of simplification of the
pure ink-style, a highly abbreviated manner, as
it is called, and their artistic significance is mther
limited. The figures are indicated by almost bare
outlines, written down with the same swift and casy
brush as the grass characters which accompany each
one of these Lohans, They may be said to have
received by this a breath of momentary life, like
Heerng thoughts, bue they have not as yer matured
as works of art. The general shape s sometimes
brought our suggestively, when the figure is shown
m profile, or from the back, wrapped in a loose
mantle, but when the artist imcovers the body and
gives details, such as hands or feet, he misses the
essentials, Plu-kuang was evidently more of a
calligraphise, who translated forms into conven-
tional symbols (PL354).

[t may seem surprising thar the Ch'an painters also
treated such 2 rustic and untamed motif as water-
buffaloes, but it should be remembered that of all
the domestic snimals these cattle were the most
familiar to them. The herding of buffaloes was,
according to rradition. an sccupation which also had
its symbolic significance; the series known as Ten
Cow-herding Pictures, showing the upward steps
of spiritual traiming, was often wsed in instrucrion by
Ch'an masters.* Characteristic references to buffaloes
are found in the Ch'an literature, as for mstance:
""Tai-an atked Pai-chang, *T wish to know about the
Buddha, what is he?” Answered Pai-chang, ‘It is like
seeking for an ox while you yourself are on it
"What shall [ do after I know?" ‘It 1s like going home
rding on it.” ‘How do I look after it all the time in
order to be in accordmce with Dharma?” The

master then told him, *You should behave like 2
cowherd, who, cirrying a staff, sees to it that his:
cattle won't wander away into somebody else’s
ricefields'.”

Some of the pictures representing buffaloes with
herd-boys mentioned in a preceding chapter may
well have contuned an undercurrent of Ch'an ideas,
though not expressed in the untrammelled p's mo
manner which became so popular at the very end of
the Sung period. Here may be added a few words
aboot two such pictures which in their motifs as
well as in their pictorial qualities are charscteristic
exponents of Ch'an ideali® They are traditionally
attributed to-a pamter called Chang Fang-ju, who is
untecorded in China but mentioned ity Kunduikan
(40). They form a pair, one representing the buffalo
grazing at some distance from a boy who i sitting
on the river-bank, with his back turned rowards
the animal, and 15 busy with a fishing-rod ~ ap-
parently unconscious of his Buddha nature -
while the other picture represents the boy nding on
the buffalo and carrying a large bag on a rod over
his shoulder — perhaps somewhat more conscious of
thar treasure within him: The compositions are
unilateral and very effectively spaced by bits of tree
trunks and branches which: project from one side
mto the field, accentuating its height and airiness.
From a formal point of view akin to the landscapes
of the Ma-Hsia school, they are execured in a2
manner which 5 more impressionistic than the
methods of the academicians. In fact, the execution
15 just as characteristic of the "sudden™ method of
Ch'an as the spacing of the designs and the appeal of
the monfs (PL3s5).

*C}:.Knﬁkda]].tcprudiminmnf!um:ufﬂmwnum

*Cf. Suzuld, Evwys in Zen Buddhion (Fint Series, 1937), p.356.
* Formerdy in the Dan collection. Reproduced in Sagen Meiga-
shil, pp.49, §0.



Painters of Dragons and Fishes

Oxne very significant monf of Chinese painting,
to some extent also cultivated by the Ch'an-painters,
was the Dragon, a mystic, fantastic and awe-
inspiring being, swift a¢ lighting, strong as 4 storm-
wind, which appears among clouds and mist, visible
only to those whose enlightened minds are open to
the great spiritual forces of Nature. We have
mentioned some of Mu-ch'i's representations of this
supreme symbol of cosmic energy, and also some
caclier examples, but there were other artists ar the
end of the Sung petiod who specialized in dragon-
pamting and carried it o a high degree of perfection.
As the visionary motif demanded unflinching con-
centration and an immediate transmission of the
flashing image, their mode of creation correspanded
very closely mo thar of the Ch'an painters, even
though they may not have lived in temples or been
formal adherents of Ch'an practices.

The most prominent among the early dragon-
painters are shortly recorded by T ang Hou in some
introductory remarks to his appreciation of Ch'én
Jung, lus grear contemporary. He says that all
through life he had paid very close atention o
dragon-paimtings, and regrets that the works by such
famous masters of antiquity as the fabulous Yeh (of
the Han period) and Ts'ao Fu-hsmg (of the fourth
century) could no longer be seen. Nor did he know
any of the marvellous dragon-paintings by Chang
Séng-vn or Wu Tao-tzi except through traditional
records. Yet, in the home of a foend of his, Mr.
Ch'ien in Tung-ché, he had seen two sets of dragon-
paintings, each consisting of six very large hanging
scrolls, which could be dated to the T'ang period.’
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Each setrepresented a huge dragon executed ina bold
manner with the ntmost vigour — 1 do not know
what kind of brush had been used”, he writes, but
the manner remmded him of Wu Tao-tzi's, and the
scripion on  the picture read: “The Divine
Dragon which is Moved by Prayers for Rain™. In
other words, these were representanons of the Great
Messengers of Heaven to whom fervent prayers for
seasonable rain and good harvest were directed by
the common peasants as well as by the emperors on
behalf of the whole nation,

T'ang Hou then passés on to painters of the Five
Dynasties and the Sung period and says that he had
seen “‘fourteen or fifteen dragon-paintmgs by
Ch'uan-ku”, and that he himself possessed thirty
pictures by the artist. He praises Ch'uan-ko in
particular for his skill in representing “the coiling
and wriggling movement of the ascending and
descending dragons™, but qualifies his praise by the
staternent that Chuan-ku “could not avoid being
(tied by) the rules of painting”. The remark is
further explained by the words: "If the artist is
fettered by the rules, his work will lack the idea of
cosmic transformations (pien hua). Consequently
dragon-painting is the most difficult.”

A closer discussion of what was meant by the
so-valled pien hua in dragon-painting would carry us
too far mto Taoist cosmology and must here be left
out, but it seems that this demanded, from 2 pic-
torial point of view, that the dragons should not be

' Tang Hon makes some remarks on dragon<paintings in two
different comtexas m Hua Clien, Cf., Meisshu 1 ung-shy, edin,
ILB, vol.y, Chapt.5, pp.7 and 10,
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too formal but rather convey the impression of
fantastic celestial beings, swift and vehement as
lightning, suddenly appearing and disappearing
among clouds, waxing and waning like the moon,
their appearances suggesting, or reflecting, con-
tnuous transformations or metamorphoses. Such a
being could evidently not be grasped in final form;
it had to be a symbol of cosmic forces in action, a
messenger of potent spiritual influences,

Ch'uan-ku was a monk from Ssii-ming and active
still a the very beginning of the Sung dynasty. He
became well known for his dragon-paintings, which
he made so very life-like because he had had the rare
fortune of meeting a real dragon! Bur since no
pictare of his has been transmitted, nor any descrip-
non of this memorable event in the pamnter’s life, we
cantiot form any opinion as to the appearance of the
marvellous bemg that became lus inspiring guide.

Tung Yi, who belonged to the following
generation was, however, a still more important
dragon-painter, T'ang Hou places him above
Ch'uan Ku and says that “he was not fettered by too
much formal likeness™ — which perhaps also may
have been the reason for Mi Fei’s remark that “Tung
Yii's dragons looked like fishes' - whereas “Ch'uan
Ku's dragons Jooked like centipedes”, according to
the same critic.

The master, as a-matter of fact, enjoyed great fame
in the reign of the emperor T ai<tsung (976-097).
for whom he painted some of his most terrifying
dragons. Bur, alas, they have all disappeared from
the eves of mortals. Tung Yii's name has, however,
been armached to certain discussions of dragon-
painting which are mcluded in the reanse called
Hua-p'u, usually, though without good reason,
ascribed to the Ming painter T'ang Yin. The whole
booklet is nowadays considered as apocryphal. but it
scemis to contain exwracts from  various earlier
sources now lost, among which must have been an
essay on dragon-painting, possibly of the time or
following Tung Yii? A few extracts from this may
here be communicated as les of the rather
sbstruse speculations attached to the mouf before

we proceed to the study of some actual specimens of
dragon-painting from the end of the Sung period.
The miroduction gives the philosophical back-
ground:

“Dragon-painting should be in accordance with the
Way of the Spirir and the Life-breath. The Spirit is
like the mother, and the Life-breath is like the child.
When Spint summons the Life-breath as the mother
summions the child, how would it dare not to come?
Consequently, dragons should rise w0 heaven
through dense mist and layers of clouds, or immerse
themselves in the bottomless depths of turbulent
waters where no human eye can reach them.

" Ancient s well as modem painters have found it
difficult o investigate their forms and shapes. The
dragon's form may be divided into three sections
and nine similarities: the firse is from the head to the
neck, the second from the neck to the belly, the
third from the belly to the tail; these are the three
sections. The nine similarities are: the head like thae
of 2 bull, the muzzle like & donkey's, the eyes like
shrimps’, the homs like those of a deer, the cars like
an elephant’s, the scales like those of fishes, the beard
like a man’'s, the body like 1 serpent’s, the feet like
the Féng-bird's. These are the nine similanties,

“There is 4 difference between the male and the
female dragon: the male has horns and s body
always writhes violendy, He has deepset eyes,
wide-open nostrils, 2 pointed beard and compact
scales; the body is strong towards the head and
dimimshing towards the mil. He is red as fire, grand
and beautiful, The female dragon has no horns, and
her body forms quite flar waves, The eyes stand out,
the muzzle is cut straight, the mane is curly, the
scales sparse, and the mil is stronger than the body.

"“Dragons with open mouths are easy to represent,
but those with closed mouths are difficult to do.
You must paint them with a sweeping brush and
Howing ink so as to bring out the life of the muscles
and the bones, but in order 1o expres the esence
and the spirit of the dragon perfectly, you must give

Y The critical remmarks show Trang Yin's Hieep'u i Sh-hus shis-
Bu-chibefi-t'i.
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liim awe-inspiring, bloody eyes, an impetuously
moving red beard, mist-hoarding scales, a bristling
miane, hair on the knees, claws, and teeth. Make him
spit-and hide in rain and mist-dew, make him skip
and gambol 25 he soars through space — then, when
the eyes are put in, he will fly away like the dragons
of Chang Séng-yu and master Yeh'™

Returning to Tlang Hou's presentation of the
successive dragon-paititers, we are inroduced to
Ch'én Jung, an older contemporary of the author,
who partly owing to the account of his eccentric
personality and manner of working and partly
because of a still existing superb picture, nowadays
stands out as the foremost of all Chinese dragon-
painters. He 15 characterized by T'ang Hou as
ollows: “In our time there is Mr. Ch'én Jung, who
originally was an adherent of the Confucianise
school: Tn his deagon-paintings he has grasped the
idea of cosmic transformations. He makes clouds by
splashing the ink (p'o mo). He forms vapours by
spitting water. When he is very dnmk he shouts
loudly; tukes off his cap-and soaks it in the ink and
then smears and rubs with it. Afterwards he finishes
the picture with his brush, The dragons ascend and
descend, they bend down i order to exhale the
vapours, they look sround full of rage, they squat
down and clasp the rocks with their claws, they
approach each other in order to fight, they ride the
clouds and jump through vapours, fighting each
other as they rise out of the waters, they play with
pearls and quarrel for them. In some cases the whole
body is visible, in others only a shoulder or the
head is dimly visible and not clearly defined. He
makes them without any apparent carefulness and
yet they are all divine and wonderful. Could it be
that he holds a gift from Heaven in his bosom?"

In spite of the eccentricitics which, according to
the sbove account, characterized Ch'én Jung (best
known under his fizo, So-wéng), he scems o have
been capable of serving as a government official,
first in the position of a magistrate in Shansi, then in
Kiangsi and fnally as governor of P'u-t'ien in
Fukien, his native province. He had passed his chin

shil degree in 1235 and received also some recogni-
tion as a poet in the bold and heroic style, par-
acularly in the Pao-yu era (1253-1258), His fame
with  posterity  rests, however, entirely on his
paintings of dragons, some of which seem to have
been preserved, In addition to the dragon-paintings
he is said to have executed some “picrures of
bamboo and pine-trees in a manner as graceful as
willows and as strong as iron hooks and chains,
Towards the end of hw life his brosh-mannier
became more and more simple. His pictures exe-
cuted i colours were equal to those of Tung
yii's

At least 2 dozen dragon-paintings are rtoday
associated with the name of Ch'én Jung, and most of
these are provided with the painter’s signature, but
the difference in quality between the best and the
less good among them is so marked that they cannot
all be accepred as works by the same master, though
they are connected or tmited in.a group by their
style and motifs. They all represent dragons of the
same race: intensely wild and ferocious apparitions
from another plane of existence than the human
world, seething with the energy of a whirlwind as
they soar through the clouds, and whipping the
spring water mto foam as they issue from the
caverns and fssures of the mountains. They are not
made after the models of any terresmal being bur
rather as zoomorphic condensations of the clouds
and the mist on which they soar, or of the eruptive
forces which dwell in the hearts of the mountains.
They represent an element imknown to ts humans
and are thus more closely associated with the main
spring of Nature’s transformations,

The most convincing representations of these
visionary beings are the Nine Dragons Appearing
through Clouds and Waves depicted on a long
(11 m.) handscroll in the Boston Museum. Here
the dragons unfold themselves in the most varied
movements, and intricate interlacements with the

' A dragon-fminter active during the former Han dynasty.
(C. Giles, Eutroduction, p.1.)
2 From Min-hiis i, qooted in Shu-bya p'n, vol.s1.
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trails of mist and water. To describe this long scroll
in detail seems as impossible as to paint in words the
scething storm that lashes the waves into foam and
scatters the clouds into vapour. Nor can small picces
out of this long continuous composition give any
idea of its dramatic beauty, the thythmic movement
and grandeur of the whole design. From the in-
scription refernng to various legends about dragons
and dragon-painting, which the painter has added
to his works,! it becomes evident thar his mam ides
wis to express through the symbols of the Nine
Dragons the aperation of Tae, the supreme principle
of all manifested life. He has done this in a picrure
of cosmic sweep, with brush-strokes that have the
speed and smength of the storm-wind, unrelling
before our eyes symbolically the spiritual force
that penetrates or vitalizes the furious battle of the
clements (Pls.356-359).

The picture is also one of the grear historical
documents of Chinese paintmg, It 1s provided with
more than fifty inscriptions and seals (fifeen on the
picture itself, the rest as colophons) by emperors,
scholars, priests, and poets, among which the poems
by Ch'ien-lung are most in evidence, The artist
himself has added ewo inscriptions, a lengthy one in
verse referring o Taoist dragon-legends, as men-
toned above, and a short one contaming the date
1244 (when the picture was painted) with the
following remark abour its fate: "Agam this scroll
has come into the possession of my nephew. Surely
the divinely mspired thing has found its. allotred
place —a Taoist abode.”

The quality of the brush-work is here completely
in keeping with the mtensity of the conception, the
rhythm of the design and the faching speed of the
pictorial ideas. None of the other so~alled Ch'én
Jung picrires is on the same level of artistic sigmi-
ficance, The best among them is the small picture
(possibly a fragment?) in the Nelson Gallery m
Kansas City which represents five shm dragons
mterlaced into 3 kind of knot from which they can-
not derach themsclves; they are grappling, biting,
clawing and slashing each other furiously, bur

nevertheless remam tied together in a whirl of
incessant movement (PL.36o).

A minor handscroll in which the dragons are
represented in combinatdon with gushing streams in
the caverns is now divided among varous collec-
tons; two sections of it are in the Boston Muscum,
two others in the Merropolitan Museum, and two
more in the Suzuk: collection (Kokka 550). They are
evidently not painted by the same master as the
larger scroll m Boston, bur by an inferior though
rather faithful follower.

Two imporant sections of a different scroll,
representing three or four dragons in clouds, be-
longed formerly to Count Sakai and are reproduced
among Ch'én Jung's works in Toyd Bijutsu Taikan,
vol.IX, Pls.8o, 81, but 3s far as =n be seen in the
plates, the brush-work 1s in these pictures of inferior
quality,

The sccrion of a handscroll formerdy o the
collection of Baron Yokoyama ( Taya, vol.X, PL7g)
is remarkable for the combination of 2 landscape
with the dragons. There is a rocky shore bevond 2
torrent and some large trees in front of the dragons’
mist-enveloped mountam cave, elements which
contribute to make the composition more romantic,
The pictare is forthermore inscribed with 2 poem
signed by the pamter. If this is correct, which hardly
can be ascertained from the reproduction, the pic-
ture would be an imporeant addition to Ch'én Jung's
somewhat umiform compositions. However this
may be, it is evident that the large scroll in Boston
holds a place of its own not only i Ch'én Jung's
individual ewere but among all the Chinese dragon
pamtings still preserved. It ansmuts beautifully
some of the essental ideas and influences connected
with this central motif of Chinese art in all ages.

* - &

Beside the dragons some other aquatic entities
such as fishes and crabs may be recalled which also

Y Gf. John E- Lodge s article about this scroll in the Baston Mussoon
af Bine Arts Bulletin, Deceniber 1017.
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attracted the interest of a number of painters, In the
indexof paintings according to their motif in Fisitan-
ho lhua-p'u, fishes are classified together with
dragons. They had also a land of symbolic meaning
to the Chinese, particularly carp, which were
emblems of vinile strength, as they are able to swim
up stream, and sometimes were said to change into
dragons, and thus became symbols of a more
spiritual kind of vimlity, According to an old
legend alluded to in some of the fish-paintings,
there was once a carp which swam up the Yellow
River, leaped the rapids at Lung-mén, and on the
third day of the third month became a dragon.

There were famous artists already in the Five
Dynastics period who are said to have done
nothing but fish-painting, as for instance, Yiian |
and Hsii Po. But, to quote T'ang Hou, “if we look
at their works they appear to be nothing more than
things for table and knife. They only arouse in the
beholder an appetite for a nice meal of minced fish.”
“But", he continues, “there is the refined courtier
Lin Tsai, who painted fishes m water; they can
be seen meving among duck-weed and other
aquatic grasses. Their scales and characreristic
appearances as they swim and hide in the decp,
tuming around in the water, etc., are wonderfully
rendered. 1 have seen several pictures of lus in my
life, and lately T saw his picture representing 2 fish
swimming under falling blossoms. There s ome
branch of red peach-blossoms which are dropping
their petals, and a carp swimming under it, making
ripples on the water. The falling blossoms express
deeply the poetic sentiment of the painter’”.

This motif; i.e. fishes swimming under blossom-
ing trees strerching their branches over the water,
became a favourite one among poet-pamters of
later generations.

Liu Ts'ai, tzii Tao-yiian, hae Hung-tao was active
in the Shén-tsung reign (1068-1085) and though he
painted only fish, he became much appreciated and
recognized as the first leading master of this
speciality. His name was consequently used rather
freely for fish-paintngs(both formerly in Manchu

Household collection) but none of them is provided
with the painter’s own signature. The best examples
of this kind of pamnting known te me are the serolls
inr]ijr}r Museum in St. Lows, and the one
representing shoals of very slender and lithe fishes
playing among aquatic plants* (PL361).

It is a remarkably intimate study of the subtle
grace and mobility of these mute play-fellows
among the plints in a lake. We are reminded of
another mmor rendering of a similar motif on an
album leat in the Metropolitan Museum, which,
however, i1s traditionally ascribed to the very little-
known pamnter Chao K'o-hsiung, said to have been
a member of the imperial house. Both these painters
were active in the North Sung period.

The best-known fish-painters of the South Sung
period were Fan An~jén and Ch'én K'ochiu, who
both became faé chao in the Academy of Painting
m the Pac-yu era (1253-1258). The latter is said to
have painted not only fishes but also “trees and
flowers of the four secasons in the manner of Hisii
Hsi"'. His brush-work was light, and he used fresh
and bright colours. But no works of his seem o
have been transmitted.

Fan: An—jén, who came from Ch'ient'ang in
Chekiang,worked exclusively m monochrome ink.
His fzii was Lai-tzfi, but he was commonly nick-
named Fan-t'a (The Omer), probably because he
was 50 familiar with aquatic life in water, fishes,
crabs and sea-weed. The picture in the Murayama
collection in Osaka is an excellent example of his
work. It represents a number of fishes of various
kinds and sizes swimming among slender plants
growmg [rom the bottom of the water where a
broad crab is warching the swift movements of the
fishes. A somewhat larger picture in the Museum in
Boston, representing Two Carp Leaping among
Waves, has sometime also been ascribed to him. It is
executed in monochrome much like the preceding
picture, though on a larger scale (measuring 2 m,
square). The motif is typical, often repeated in
Chinese art, owing to its symbolism which is
L Reproduced o sh o ‘mmet'ung, vol V1,
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connected with the energetic movement of the fish
as it leaps the rapids.

In spite of their mutencss, fishes seem to have been
no less expressive or significant to the Chinese than
birds and Aowers. Chuang-tzii's conversation with
Hui-tzii on the Hao bridge is classical evidence of
this. A reference to this may be found on the long
scroll (from the Bahr collection) in the Metropolitan
Muscum called The Pleasure of Fishes, According
to the signature it is the work of Chou Tung~<h'ing
from Lin-chiang, a little-known painter active from
the South Sung into the Yiian period, The present
picture, which s dated 1201, may be a late work of
his. Tt shows a great variery of fishes swimming
between and above aquatic plants, the larger onesin
pairs, the soller ones m shoals. At the end of the

scroll is the following inscription by the painter:
“Not bemng a fish yourself, how can you know the
pleasure of fishes: That is the idea expressed in the
picture, If you want to grasp the secrer of this, you
must realize that there is no difference berween
being and non-being."

The words, freely transcribed after Chuang-rza,
may indeed scem more startling than the simple
picture. Being inspired by Taoist lore, the expres-
sion “being and non-being” may refer to the
relative degrees of conscious enjoyment of which
human beings, on the one hand, and fishes, on the
other, are capable. How could the happiness of
these silvent beings be depicted if not by diving in
thought into those vast sources of life by which they
thrive?



Paintings of Plum-blossoms, Orchids,

Grape-vine and Lotus-flowers

AMONG THE various branches of painting which
received new mmpetas from Ch'an philosophy and

its panthesstic amritude rowards all manifestations of

lite, may here be recorded m particular certam forms
of lower and frut-pamemg: not the kind of tradi-
tional illustrative representations of such motifs that
was so highly developed in the emperor Hui-tsung’s
Academy, but certam freer, more expressionistic
forms of Hower-painmmg in which the symbolic
significance of the motifs was more emphasized
than their formal likeness. The favourite morifs for
such paintings were the plum-blossoms, the early
harbingers of spring and bright evidences of Nature's
ever tecurring self-regeneration; they now received
a significance far beyond their mere pictorial beauty.
The same was also e, though in a more limted
sense, of the lan-lwa (2 kind of orchid, also called
epidendrum) whose subdued but indelible perfume
gave them a national as well as an individual signifi-
cance, and of the shiwi-hsio, water-fairies or ‘wild
narcissy, symbolizing a fresh and unsullied maiden
beauty that required the most sensitive brush o be
praperly mterprered.

Most of these pictares were done in ink only;
their artistic expression was pre-eminently a matrer
of the flow of the brush-stroke, the ductility of the
unbroken lmes, as may be seen for mstance in the
long curves of the epidendrum leaves. The same
applics to the pictures of grape-vines i which the
windmg stems and tendrils form rhythmic patterns
of the fascinating, though illegible kind thar we
know from the running grass-scripe,

These motifs were by no means exclusive, though
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perhaps the most characteristic of the painters who
took over the Ch'an attitude, or steeped themselves
in Taoist Jore. There were also Hower-paintings of a
more decorative kind, such as the often recurring
representations of lotus-flowers rising on high stems
out of muddy water, swaying to soft breezes from
the Western Paradise, or the rich and colourful
mu-tan, perfect symbols of material wealth and
grandeur without the spiritual atmosphere of the
lotus, Others could be added, but it may not be
necessary, because whatever ideas or names were
attached 1o the fowers, the artistic significance of
all these pictures depended on the revelation of the
secrets of Nature in the opening of a bud or the
transmission of the breath of life in a radiant calyx.

* * *

Plum-blossom painting existed as a speciality m
China from the early days of the Sung dynasty. It
formed a kind of paralle] to bamboo-painting and
was cultivared in particular by poets and amareurs
who were mspired by Taocist ideas, further de-
veloped and transmitted m the teachings and
practices of the Ch'an philosophers. It became thus
an important means or motif for expressmng the
silent poetry or throbbing life-breath of Nature in
pictorial symbols. The essentlals of these pictorial
renderings were not the actual shapes, colours or
formal features of the blossoms (even though these
were closely studied), but the supgestion of an inner
life, Hashes of something that was not to be copied
or described, To reach this the painters used to
observe the shadows of blossoming plum-trees on
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their transparent - paper windows on moon-lic
nights. They saw them transformed by the magic
light of the moon into living pictures tremulous
with a mysterious life-breath, and their endeavour
was to fix in a few strokes of the brush the witchery
in revelation of the indwelling spirit of branch and
blossom.

The grear popularity of plum-blossom painting
during the Sung and later perinds was, however, not
merely a matter of Taoist ideas and poetic mter-
pretations, it was also nourished by nationsl and
moral standards of a more general kind. Plum-
blossoms, just like the hamboo, became in current
conception symbols of noble punity and unflinching
courage or in different ways sigmifying
parallel virtues, the bamboos by remaining green
and fresh all through the cold scason and never
breaking under the storm, the plum-blossoms by
appearing on seemingly dead tees while the ground
was sall covered with snow. They became thus
harbingers of new life, sipns and evidence that the
vital sap had not been quenched in the old trees
during the séason of frost and dearth. As 2 con-
sequence of such jideas plum-blossom painting
fourished most abundamtly in periods of political
oppression and national disasters, offering to the
poets and patriots means of expressing their hearts
in silent and significant symbols comprehensible to
everybody.

The painters of plum-blogsoms thus became quite
numecrous in the South Sung period, but compara-
tively few of their orginal works have been
preserved. Their artistic ¢onceptions and mode of
painting are, however, well known, because they
were fithfully continued by prominent artists in the
Yiian and Ming periods and discussed in special
treatises on plum-blossom painting, so called Mei-
p'#, dealing with the symbolic significance of the
blossoms as well as with their pictorial representa-
ton.

The oldest of these plum-blossom specialists was
the monk Chung-jén, berter known under the
appellation Hua-kuang, which he received from the

Hua-kuang shan monastery at Héng<chou in
Huonan, where he probably spent most of his life.
Very little is known about his life and work except
that he was active in the Yiian-yu era (1087-1093)
and up to the very beginning of the rwelfth century,
as may be concluded from the colophon written.m
1104 by Huang T'ing-chien on a picture by Hua-
kuang, The writing is 2 beautiful testimony to the
friendship between the painter and the poet, both
deeplysteeped in the same kind of Ch'an philosophy.
It is mtroduced with the following words: “Hua-
kuang chung-jén showed me some scrolls with
poems by Ch'm Kuan and Su Shih. Asweopened the
scrolls and thoughe of those two great scholars who
have passed away and never will return, we sighed
deeply. Then Hua-kuang painted for me some
branches of plum-blossoms and a misty landscape
with far-away mountains mspired by the rhythm of
Ch'm Kuan's poems.”

No authentic paimtings by Hua-kuang have, to
my knowledge, sarvived, though the name of the
painter has been attached ro various pictures as well
as o the treatise known as the Hug-huang Mei-p'n,
which is considered the prototype of several later
treatises on the same subject. The text of it exists,
however, only m a Yian edition, and it is evident
that this redacrion cannot date from the beginning
of the rwelfth century, one of the reasons being that
it contams a concluding chapter by the painter Yang
Pu-chih, who was born only shortly before 1100,
It is, as a marter of fact; not a unified composition
but a compilation of fragments possibly borrowed
from various treatises or based on oral traditions
which evidently were arranged sometime after the
middle of the twelfth century by Yang Po-cluh,
who was a close follower of the Hua-kuang tradi-
tion. He was o young to have been the personal
pupil of the old master. but he seems to have
associated with a later man, also called Hua-kuang,
who lived in the Hui-li temple in Chinkiang. His
name is attached to two minor pantings in the Palace
Museum which will be mentioned in the following.

The text of the Mei-p'u, traditionally associated
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with Huakusng, and probably edited by Yang
Pu-chih, offers, as siid sbove, certain unsolved
historical problems, but it contains no doubt some
ideas originating from Hua-kuang, and some parts
of it may be quoted here 25 an introduction to the
study of plum-blossom pamtings by later men.!
The first section conmains cermin biographical
eraditions about Hua-kuang and his way of painting,
which are textially the same as in Hia-shik hui' yao
by Chu Mou-yin, They were evidently inroduced
rowards the end of the Yiian period. Then follow
the "Remarks about the Secret of the Blossoms”
(K'on dhiteh), which 1s the most important section
from the viewpoint of art. The following section,
the “Meaning of their Shapes” (Ch'a hsiang) is a
highly speculative dissertation based on Taoist
philosophy and has no connexion with the art of
pamting, The fourth section is the “Simming-up”
or “Concluding Remarks"”, a short addition by Yang
Wu-chin (Pu-chih), The fifth and sixth sections are
still later additions called "Hua-kuang’s Infatuanion”
and.the “Difficule Points of Pu-chih”, respectively.
The most interesting of these highly lieterogeneous
patts are the two first ones, here to be quoted:*
“The painting of plum-hlossome in ink started with
Hua-kuang. This virtuous old man was extremcly
fond of them and planted a great number of plum-
trees at his temple reeat, When they were m
blossom he moved his couch (or cushion) under the

! The vanom Me-p'n poblished i China m the South Sung and
Yilan, pesiicls have been diiomsed by Tanaks Toyomo m
ey in Toyd Bifutw Tan-si (1941) from which the following
peints may be guoted: The Hustuang Adei-p'n conttins the
oldest elements, bor was compiled in i presens fonm m the
second half of the swelfth contury. The Mebp's by Fan Ch'ng-ta,
ixii Shik-hy, was weinten some Hme afterwards in 2 manner
similsr ro thar of other exisung treatites on bamboo, chirvs-
mthemim, peoty, et T = intcoded to serve as 2 guide for
painters and studenty of plusi—hlossoms, i contains no referenee
to M-y Mef-p'u, but Yang Pu-chib iy mentioned with te
following remark: “In sl the pictures by him rhat T have scen,
only the branches are well tendered. The brosh-work 15 bold and
exrraprdinary, yet there are no real plom-blosoms."

Mei-tow hsi-chifvi p's ‘was: compored by Sung Po<jfn, t=d
Chibi~chih, who served as sn offical in the Chis-hst etz (12379~
E240), Frowas st published in 2613 2 modem reproduction of the
baak was broughe oot by the Commnersisl Prew in Shanghai

trees and hummed and chanted all day long; no one
understood his intentions. Once on a moonlit night
when he could not sleep he locked at the play of the
quict and lovely shadows on his window, and
sought co muitate their shapes with the brush, When
morming dawned he found that the pictures were
filled with the ideas of moonlight. Consequently, he
liked to paint (plum-trees in this way) and grasped
their secret, and his pamtings became appreciated
everywhere,

“When Shan-ku (Huang T'ing—chien) saw them,
he found them very beautiful and said: *They are
immaculate (like the flowers one sees) when walking
on a cool and clear moming along the hedges of a
country village; only the fragrance s missing’”.
Every year many scholars and officials asked in vain
for his pictures, whereas those who did nor ask,
obtained them quite casily.

“Whenever Hua-kuang was going to paint he
would bum incense and steep himself in meditation.
Bur when the mspiring thought arose, he completed
the whole thing with one sweep of the brush.
Someone said o him jokingly: “Wang Tzi-yu of
old liked bamboos; why de you have such 3 weak-
ness for plum-trees?’ To which Hua-kuang an-
swered gravely: “The two can never be compared’ -
an answer which pleased those who heard it very
much. The older he grew, the further he penetrated
into his art, the more wonderful it became.,

1930. The book comsias of (oo woodmnt reprodictions of draw-
mngs representmy plum-blossoms in various stages of develop-
mient and i accommpanicd by short poctic mscriptions, bu there
is no descriptive tem_ In the preface the anthor expresses his
enjoyment of the plume-blossaus in spring, bur savs also that he
did noc compose 3 treatie sbour the way of painting the
Hmn‘hnm:ﬂnthih:mmﬂducn'h:d:ndpuﬂiwdbr
Hun-busing gind Yang Wichin, end Tom oot able to do what
thiey did™.

Stmg—chai mei-p'n by Wu Ta=su was published in 1351 The
nateriale frans the extlier books Hikrang Mes-g'w and Shile-dw
Mei-p'u are here incorpemated, In adiition o this it comtaing
biographics of a sumber of phnm-bloganm paineers and a bise of
317 puintings. The book 1 now very rare.

* Reprinns of the text in Wangshik huaepiinn, volo and in
Mes-shu tsung-2hus, TL A.5: Critical remarks shont the compos—
tion of the text wm She-hua shu-fu chigh-£'F,
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“At the tme there were six men who followed
his school, and one among them was Yang Po—chih,
Famous officials and scholars composed thousands of
poems in adimiration of his works. Durmg his whole
life he did more than twelve lundred pictures; when
he passed away, he left behind o Shan-ku only his
cap, his girdle, his table and stool, and some un-

surpassed picrures.”

Remarks about the Secrets ;3,‘" the Blossoms

"The secret and characteristic features of plum-
blossoms can be expressed only with s firm brush-
stroke withont the least change or hesitation. The
Aowing ink should be used both thick and thin but
must not form waves. Start the brush and then lee e
go with case, Some strokes should come forward,
drooping and bending, others should nse as if
lboking up towards the autumn moon, some should
be curved like a druwn bow, some bent like an
elbow, others straight like an arrow,

“The old (branches) are like dragon’s homns, the
young anes like fishing-rods; make them with force
as you break a mail. The twigs are straight as bow-
strings. Avoid making the young twigs like wallow
branches; the older twigs resemble whips, the
curving twigs are like deer’s homs,

“Do not use too many strokes; the branches must
uot cross each other, the blossams should be made
out like large coins. They may be clustering in some
places; yet without confusion; in other places, they
should be ammanged in order; yer without too much
regularity. The old ones and the young ones miust be
according to their fashion; the new ones and the
former ones divided by a year.

"The dry branches have no flowers; on the strong
branches the flowers point towards the sky. The
decaymg blossoms are like old eyes. One thom may
form-a connexion between two (blossoms), The
decaying twigs have many thorns and the black ones
likewise. The twigs which are like iron spears have
no perfect blossoms. Some blossoms are doubled by
growing together. The branches stretch to the rear

and to the front; the blossoms are divided like the
holes in comns (which are cast in sheets).

“The stamens are like the whiskers of tgers; the
blossoms weep dew or hold mist m their cups as if
they were wailing and lamenting. They can stand
the snow and the freczing cold. Some open big,
some small; some stand upright, others lean more or
less towards the side. They announce the very
beginning of spring. Blushingly they tum away
their shapes and smiling faces from the sun, They
spread wide open, and then begin to fade — they are
the very first harbingers of early spring.

“When the calyx tarns away, 1t shows five pomts;
when standing upright, it forms a circle, In the
spring it smiles to the sun. The buds make strings of
peatls; they are protected on all sides against the
cold and the binng mist, well preserved unil spring
makes them open. Then come the butterflies and
bees, and after them the spreading wind which

shakes the stalks. Thus the life-cycle of the blossoms

it completed. But from the time they open unal
they fade away, they express their love most
brilfiantly.

“The blossoms have usually seven staniens, one of
which is longer than the rest, three are fully visible
and four stand behind. There should not be too
many circular blossoms (i.e. seen right from the
front), but one should try to represent them in their
endless variety and grasp their real esence. These
rules must not be carelessly disregarded.”

The following section, called the “Meuning of
their Shapes™, is devoted to a speculative disoussion
of the correspondences between various parts of the
plum-tree and certain fundamental principles of
Nature. The flowers are said to pertain to the Yang
principle and to be symbols of Heaven, while the
wooden parts of the tree pertain to the Yin prineiple
and are symbols of the Earth. Consequently, dif-
ferent parts of the blossoms sach as the petls,
stamens, seed-cases, and pisnls, follow odd numbers,

~whereas the roots and the branches and twigs spread

in the four directions and divide into even numbers,
To enumerate further symbolic correspondence
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seems of little interest ar this place, since they
have no connexion whatsoever with the art of

Yang Puchih’s concluding remarks are less
abstract and refer to the acrual appearance of the
blossoms, but they are of a rather simple kind and of
litle importance for the study of plum-blossom
painting. He transmics what he has observed in
nature; for instance: “If the twee is growing at a cliff,
the branches are strange and the blossoms sparse,
only half opened. If represented in wind and rain,
the branches form a fence, the lowers are glorous,
they seem wide open and liuxurious. If enveloped by
vapours and mist, the branches are tender, the
blossoms abundant and smiling, covering the
branches, If in wind and snow, the trunk should be
old, the branches few and scattered, and the ink is to
be stirred up as if flymg ... There are various
kinds of plom-blossoms: 1. scattered and delicate,
2. luxuriant and strong, 3. old and pleasant. Some
grow on the mountains, some in the valleys, some
grow as a garden lence, some by the rivers and
lakes."

Even if these notes are of slight interest from the
painter’s point of view they bear wimess to Yang
Pu-chihi’s keen observations on the plum-trees under
various conditions. As a painter of plum-blossoms,
bamboo, narcissi and stones, he attained a great
reputation. He is mentioned by Téng Ch‘un i Hisa-
chi (e.1166) as being seventy years old, from which
we may draw the conclusion that he was born at the
end of the eleventh century and active mainly in the
reign of the emperor Kao-tsung. He came from
Nan-ch'ang in Kiangsi; his ¢z was Wu-chiu, bur
he called himself Ch'ing-i Chang-ché, the Pure and
and Quiet old Fellow, or T'ao—ch'an lao-jén, the
Retired old Ch'an Buddhist, names which charac-
terize his natural inclinations and mode of life. His
fame as a painter, however, reached far, and he was
more than once summoned by the all-powerful,
nefarious minister Ch'in Kuei to appear at court, but
he never acceded to the call, a refusal which probably
increased lus fame with posterity (since Ch'in Kuei
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was despised for his intrigues with the Tartars)! and
also harmonizes with his concentration on painting
plum-blossoms, These were written down spon-
tancously in a light, easy and mnrestrained manner,
the same kind of pure and clear brush-work as
was characteristic of his calligraphy. In this he
followed the old master Hua-kuang, whereas he did
his human figures with light ink in the manner of
Li Po-shih ®

Neither of the two pictures ascribed to Yang Pus-
chih in the Ku-kung collection? reveals a- distince
artistic persomality, though both may be said 1o
convey, in different ways, a breath of poetry. One is
a misty mountain landscape said to contain a ch'in
player who, however, is invisible in the hazy
reproduction, but the picture is provided with four
poetic eulogies by amateurs of the Ming period, The
other represents the top section of an old plum-tree
rising sprightly and sending out some jerky twigs
with a few scattered blossoms, The picture is not
executed by a great master of the brush, bue is a
typical specimen of plum-blossom painting, pro-
vided with several seals and a short poem signed
Tao-ch'an lac-ién, i.e. another hao of Yang Pu-
chih,
Better known a¢ a painter through a few sill
existing works 15 the later specialist in plum-
blossoms and narcissi called Chao Méng-chien,
whose £z was Tziku and hao I-chni (b. 1199,
d.1295). He was related to the imperial family and
the eacly part of his life was divided between
official duties and romantic enjoyments of a rather
original kind, but towards the end of his life he
sought his refuge in solitary meditation among
Howers, following the example of Yang Pu-chih.
Tzii-ku passed his chin shik degree in 1226, and was
considered one of the most cultured men of his time,
comparable to Mi Fei, and prominent in calligraphy
and poetry as well as in painting. In 1260 he became
a member of the Han-lin Acadenty and served then
1 Cf. Giles, Biogr. Dit.,, 392
2 Cf. T'w-hui pag-chiien, vol.y.
¥ Kook, Shu-hua chi, vols JOCIX and XXXV,
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as a governor of Yen-chou, bur when the Sung
dynasty finally succumbed to the Mongols (1279),
his role in official life was ended. He retired to Hsii-
chon in Chekiang and lived there to the age of
ninety-seven.

Chao Méng-chien's greatest pleasure in life was to
travel about in 5 house-boat in the company of some
artist friends. The time was passed in discussing fine
specimens of writing and painting, which they
brought with them, or Tzi-kn chanted poems to
his heart’s desire, completely forgetful of both food
and sleep. “Sometimes he took off his cap, filling it
like a tumbler with wine, and sat down n a squatrting
position, singing the Li-se0,! quite unmindful of
everybody around him. When night was approach-
ing and the sun was setting behind a solitary
mountain, the boat was rowed to the shore and
moored among the luxuriant trees. Pontng to the
darkest spot of the forest at the foot of the mountain,
he exclaimed loudly: “This 1s what Hung-ko-zii
(Ching Hao) and Tung Pei-yiian liked to paint’
and the people in the neighbouring boats were all
startled by the truth of these remarks from the
banished Sage. He specialized in painting with hight
ink m the pai migo style narcisi, plum-blossoms,
orchids, shan-fan trees, bamboo and stones, and he
also left o the world a Mei p'u (Treause on Plum-
blossoms)."

The treatise, which is written in a thythmic style,
does not conmin any fresh ideas of parncular
interest. It opens with references to the Ch'an
master Hua-kuang, “who artained the clear beaury
and harmonious proportions” of the Aowers, and fo
his successor Chien-an “who attumed to the light
and easy manner of composition”, and it winds up
with some observations about different aspects
under which the blosoming branches may be
represented, as for insaance, surroumded by swarms
of bees, covered with melting snow, hovering above
waves, or in the dim light of the rising moon; but
the general hines for the wse of ink and brush in
painting plum-trees are less systematic and exhaus-
tive than those in the treatise quoted above. Chao
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Méng-chien does not bring any references to Taoist
philosophy, but his artitude towards the subject is
characterized by the same poetic feeling as that of
his predecessors, as may be realized from the follow-
ing remark at the end of his treatise: “The flowers
should make one feel the approach of spring or as if
walking in heavy rain™ (Pls.362, 363).

Chao Méng-chien is still considered by his
countrymen as one of the greatest masters of the
past, an appreciation which no doubt in this, as in
s0 many other cases, is based on the mraditon about
his accomplishments as a3 scholar and a5 a calli-
graphist more than on his painted works. Most of
the pictures by him which have been preserved
represent wild narcissus, or what the Chinese call
water-fuiry flowers (shui-hsien lina), exccuted m a
very neat and pure style with 2 fine brush and light
ink on smeoth paper. They reveal close study and
intimate fecling for the character of the flowersand a
wonderful purity of line, but they are more like
drawings than paintings. As such they may be
compared to folk-songs or lyrical poems in which
the same symbols and metaphors return almost ad
infinitunt. The very long scrolls (measuring 5 to
6 m.), of which ar least two nsed to be in the Manchu
Houschold collection, thus become rather monoto-
nous through thar continuous repetition of the
same motif, It is easier to appreciate the painter's
mustery of the motif in the minoar pictures, which
represent a single fowering plant or tuft of narcissi.
The effect of refinement and purity is here not
weakened by repetition, and one may feel with An
Lu-tsun “the pure breath of the flowers™, and
observe the brush-work, which seens to be “flying
and dancing”. Chao Meng-chien’s own poems
on some of the pictures give the best idea of the
inspiring thoughe in all its simplicity: “The summer
month of Hsiang-héng is steaming hot; the lonely
L The famous pocm of Ch'll Yilan, the banished mimister of the
Ch'n sate. who, when he did not succeed in-winning the ear of
his soversign, drowmed himself m the Midlo river m 298 8.0 —a
sang cvidently mose fitnng for the warery excursions of Trii-ku.

* From Hhg-rhik hui-ygo, guoted in She-hua pi, vol.42: Fhis
treatise o reproduced in vol 15 of the mme boak.
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fowers spread their perfume, refreshing men with
their pure breath. I brought along some plants 1o
Chekisng, One year has passed — and now two
stalks are blooming, "

In this connexion a somewhat younger painter
should also be mentioned who im his artistic
activity and personal character was an idesl re-
presentative of the special kind of flower-painting —
plum-blossoms, orchids and narcissus — here under
discussion. He followed the same general trend
as Chao Méngchien and also illustrated them
by his mode of life and the names that he assumed.
His original name was Chéng Mou, but when the
Sung dynasty fell 'he changed this to Chéng Ssi-
hsiao, which might be read “Chéng whe Thinks of
Chao" (Chao meaning the Sung dynasty)? and
took the tzf I-wéng, “The Old One who does
not Forget”, and the hao So-nan, *“Whose Place is in
the South™. He settled in 3 small villige m Kiangsu
and became known as 4 lonely and strange fellow
who always sar with his face rurned towards the
South, f.e, in the direction in which the Sung had
disappeared.? His soul was filled with sorrow. He
belonged to the old generation of proud scholars
to whom the loss of national freedom was a
stunning blow and who sought relief m art and
poetry.

Chéng Ssii-hstao pamnted nothing but tufts of lan
hita, the simple and delicate spring orchids with a

lingering frageance, but these he represented in a
way which served to accentuate their symbolic

significance. He painted them pulled out of the sail.
When someone asked him why he did o (not
depicting the plants growing in the earth), he
answered: “Don’t you know that the soil has been
taken away by the barbarians?™ And he guarded his
paintings most carefully so that they would noe fall
into strange hands, We are told that 2 magistrate
who had tried in vain to get hold of some of his
pictures, had him arrested on the ground of some
pretended offence, which simply drew the following
exclamation from the painter: “You may have my
head, but you shall not have my orchids™.¢
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The best-known example of Chéng Ssii-hsiao’s
exquisite brush-work is the little picture representing
two lan hua and accompanied by poetic inscriptions,
which exists in two slightly different versions (in the
Abe collection in the Osaka Museum and in the
Freer Gallery), dated 1306.

There were several plum-blossom painters who
continued the traditions from Hua-koang and Yang
Pu-chih afrer the close of the Sung period, but most
of them must remaiis simply names to us as long as
their works have not been identified. Two interest-
ing specimens of this class, however, have also
become known to western students, in late years,
sce their works have found a home in the Freer
Gallery, The earlier bur less important of these two
pictures represents 1 horizontal section of an old
plum-tree with far-spreading brunches dotred with
fresh blossoms. It 13 executed in monochrome on
silk in a very refined, though somewhat dry manner,
not unlike that of Chao Méng-chien’s narcissus
paintings, The picture is signed Yen-sou, a name
recorded o Shu-lva Jui k'ao (Vol.rg) and Shik-
ci'ii pan-chi (Vol.IT), but withous any biographical
information. Three plum-blossom paintings by him
are mentioned and hie is placed at the very end of the
South Sung period (directly after Chéng Ssii-hsiao),
a datmg which also seems to correspond to the
stylistic character of the sbove-mentioned seroll®
One of these picrures is said to have represented
plum-blossoms “streeching out, looking up, dream-
mg, broken and falling”, and it had also a poem
signed by the artist. Even though no further histori-
cal data regarding the arist are available, the picture
may be remembered as a typical example of the kind

1 Mo—yiian hui-kuan, section Nan-Siung, p.6,

® This name was formed by writms fulag with the half of the
ehao chescter: B as & subsrinute for 3,

b Cf. Clunp—two jin-ming tz iz*3-tien, P,

! CJ. Giles, Tntroduction, second edition, p.14fi,

¥ The name of the paimter has 3lso been given 38 Wang Yen-sou,
which fas Ted to the supposition that he mright be identified with:
& certam Wang Yen-son, i Yen-tin, who served 25 & censor in
the emperor Chétsung’s reign {tofé-1750), but this date docs
not correspond o the srylistic character of the picture,
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of plum-blossom painting thar was done from the
shadows on half transparent windows (Pls.366, 167).

The other picture of this kind in the Freer Gallery
is more remarkible not only as 2 work of art but
also as an historical document, becanse it conveys
some information about a pamter called Tsou Fu-
lei, who otherwise is little known. Yet he must have
been a true genius; nounshed by Taoist mysticism,
highly <killed as a painter and sensitive as a poet,

“The picture bears the name Chlun hsiao hsi, The
Breath, or Inspiration of Spring, and tepresents an
over six-foot long branch of 4 plum-tree sparkling
with fresh, blossoming twigs and ending in a thin
wiry sprig that shoots out like the trail of a3 sky-
rocket over a third part of the whole scroll. In Mo-
yidan lwi-kuan, where the picture is recorded, it is
said that the branch of the ald plumi-tree is “adomed
with blossoms like pearls”, and the projecting twig,
which is done with a single stroke, is gleamingly
fresh, wigorous and strong, 2 most wonderful,
unsurpassed thing.

The interest of this scroll is considerably increased
by the seals and inseriptions {on the picture itself and
in the form of attached colophons), which have all
been transcnbed and reanslared by Mr. AL G.
Waenley and incorporated with the Museum files in
manuscript. Some quotations from these may here
serve to throw more light on the personality of
Tsou Fu-lei and his work.

The earlicst of the colophons is dated 1350 and
signied by 1 man called Ku Yen. It is stwongly
coloured by Taoist philosophy, particularly in the
mtroductory statements referring to the “pure” and
“impure” inflience of Yin and Yang, which find
expression in the natural inclinations of 3 man’s
character. The following is more biographical
“Yiin Tung Tsou Fu-lei lives i reticement at
P'éng-pi. He likes to play the ' and to write, but
finds his (greatest) joy in painting plum-blossoms.
Thusafteralong tinie (of pracrice) he has thoroughly
acquired the skill of old Hus-kuang,

“Famous, mdeed, are these strange forms, wind-
tossed branches and snowy buds, all revealing a

marvellous skill. Moreover, his plum-blossoms are
things of the utmost purity. They are immacalate
and free from all earthly dust. .. They have the
heart of (j.e. to brave) the cold season. As to Fis-lei,
his character can truly be compared to the purity of
plum-blossoms without making hum bashful. That
is why I write this account™ (Pls.364, 365).

Through another colophon, written by the poet
Yangy Weichéng ® we leam that Teou Fu-lei lived
together with his elder brother Tsou Fu-yiian m a
hermitage m the mountams, When the poet visited
them there in 1361 he composed 2 poem in which
the brothers are compared to the most famous
artists of bygone days: “The younger Fu paints
plom-blossoms like Hus-kuang, the older Fu
paints bamboo like Wén T ung”,

The poem from which these lines are quoted is

accompanied by some notes wntten in an extras
ordinarily large script with @ fowing impetuous
thythm conmmnmg the following record of the
occasion:
“My host was the Taoist {doctor) Fuelei. After
offering ceremonial tea he brought out Ch'mg-
chiang mulberry paper, and thrice begged Tung (the
elder brother) to bring ink and brushes. Both the
master and the elder brother, Fu-yiian, could write
poerry and pame; and after | had looked ar Yiian's
bamboos, I again looked at Lei's plum-blossoms,
Among the scrolls was one with the otle The
Breath of Spring, written by Shan-chii Lao-hsien ®
and followed by a poem at the other end of the
scroll.”

This poem, which was written by the artist in
1360, contains so to speak the text to the silent
nuic of the picture:

I The quotations are based on Mr. Wenlev's exeellent tramsli=
o, from which 1 have deviared omly i 3 few mnor poino.
Reprints of these wiitings sre sl incuded in the deserpion-in
Me—yitatn hnil-lenan.

2 The poct Yang Weichéng, famoos for playing hit iron Hute
dnd fioe his "hanging gardens™. Cff Giles, Bioge. D, 2415

¥ This b the sppellation of Yang Yii, &4 Yiln-<héng (1385~
1361), = high officiil under the ¥ilan govermment known for his
honescy and benevolence,
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“Wherever my straw-roofed hut may be, long

for the retarn of spring.

I call the autumn moon to match the old
i_!h:m—trl:e.

The threads of smoke are fading — the empty
room gets cold.

My trailing ink is tracing the shadows on the
w‘i;ﬂdgw_"

The words need no comment; they convey the
atmosphere of plum-blossom pamting and its
inherent meaning just a8 well as the picture, It may
scem like an artificial exhibition of brillisnt brush-
manship. without any deeper sense, yet it conveys
better than more elaborate or descriptive pictures
the inspiration of spring, and is as such a perfect
example of a type of painting which had developed
during the South Sung period and which expressed
some of the most essential qualities of Chinese
ink-painting.

* & %*

The greatest specialist of grape-vinewas the monk
Tzi-weén, better known under his fao, Jih-kuoan.

The records about him are very scanty;! we are
simply informed that he came from Huat'ing in
Kiangs and lived m the Ma-nao monastery at
Hangchou (presumably about the middle of the
thirteenth century). He revelled in wine and led a
life free from all conventional restraints, as did most
of these monk painters, and “appeared usually in
short garments even in the market places™. His
mastery in painting the winding stems of grape-
vines was supplemented by his skill in writing
grass-characters; i fact, the compositions of his
paintings would be incomplete without the running
calligraphy among or above the tendrils of the vine.
And, as he painted the grapes and leaves in the same
fluent manner as the grass characters, it was later on
said with some reason that his grape-vines re-
sembled tatrered priestly garments. He became
known as “Wen-pu-t'ao” (Wen of the Grapes),
which may refer to his fondness for their jnice as
well as to his specialiry in painting.

Ever since the fiftcenth century this painter has
been the object of very high esteem, particularly in
Japan, where his pictures are adnured for their
marvellous brush-work, in which pictorial beauty
and rhythmic flow are combined mto s singularly
expressive manner of painting. They have exercised
a noticeable influence on some Japanese painters and
been skilfully imitated at various periods. The
picturcs which pass under the name of Jih-kuan in
Japan are consequently quite numerous, and as they
usually also are provided with seals and signatures of
the artist, it 1s difficult to draw the line berween his
authentic works and the imirations. The problems
referring to the authenticity of some of the individual
picturcs cannot be discussed at this place; we can
only draw attention to one or two outstanding
examples of his are (PL168),

The best known among these are the two hang-
ing scrolls i the Inouye and the Nezu collecton
besides the handscroll in Tenryiii, Kyato. They all
represent stems or branches of climbimg vine with
tattered leaves and clusters of grapes. Bur these
elements are not outlined or combined in: serried
patterns, they are so to say dotted in with a soft
brush that sometimes makes patches of decp mk and
sometimes hardly rouches the paper or the silk. The:
long bate branches are drawn or painted in a kind
of fei po techmique, fie. with serokes that are nor
solid but broken by streaks of untouched ground, or
almost disappearing to nothingness. It is as if a
sudden wind had been sweeping over the paper,
touching it here and there, leaving Huttering records
which are still quivering with the pervading life-
breath of the artist’s brush. The stems are jerky and
tenacious, full of climbing energy. the leaves rufiled
and tattered, and the grapes shining in clusters. And
the charm of it all is in the complete freedom from
any visible effort, the ease and self-evidence of natural
growth. The pictures are often complered by poetic
mscriptions. in a very free running style, perfectly
harmonizing with the thythm of the designs. They

L Sung-yian i-dai huwsien hsipeshif T and Chimg—tn fife-
ming b2 tx'f-tiem,
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are also in this respect superior forerunners of the

% dinveoviations Tk Wit i peptig
comhbined which become so frequent in the Yiian
and Ming periods.

* * *

The most decorative and pictorially effective
flower-pamtings of the period under discussion are
no doubt certain large compositions of lotus and
tree—peonies (mu-tan ) executed in colour, Examples
of this kind have been scen from time to time on the
Chinese market, but they are as a rule not ascribed
to definite masters and not accorded very prominent
places in the old picture collections m China. Most
of them were originally made a3 decorations for
temples and palace halls, which also is proved by the
fact that the best are still in the possession of certain
‘Buddhist temples in Japan, where art-objects of this
kind have enjoyed more protection than in China.
I refer in parmcular to the three pairs of lotus-
paintings belonging to the Chion-in and Hompoji
in Kyoto, and to the National Museum in Tokyo
(formerly in the Inouye collecnon), and also o the
magnificent large pair of mu-tan-fowers belonging
to the Koto-in of Daitokuji, Kyoto.

Most famous of all these are no doubt the two
pictures in Chion-in representing  Lotus-Howers
with Ducks and Lotus-Howers with Herons, re-
spectively, Their maditional attnbution to the great
flower-painter of the early tenth century, Hsii Hsi,
is, as pointed out in an earlier chapter, rather mis-
leading and may be the result of a somewhat dubious
reading of a seal on one of the pictures. If the
fAower-paintings which in the Ku-kung collection
are attributed to Hsil Hsi, or ta his contempararies,
are accepted as marerials for study and stvlistic com-
parison, it must be admitted that the Chion-in
pictures are far removed from the style and com-
positional manner of the Hsii Hsi epoch. The earlier
examples may in a general way be characterized as
objective or representational flower-paintings,
excellent as faithful illustrations of beautiful fowers
brought together in rich and manifold combina-

tions, as also may be observed in the so-clled Chao
Ch'ang picture, representing Flowers of New Year's
Day (which was included in the London Exhibition
of 1935-1936), Pictures of this type have sometimes
the decorative quality of fine tapestries, but they
have not the fugitive charm, nor the “life-breath” of
Howers swaying to the wmd, or the pictorial
atmosphere which keeps us spell-bound in front of
the lotus-paintings in Chion-in. These may be
called subjective in so far as they represent momen-
tary moods reflected in the mind of the painter.
The big flowers and leaves rising at the one side of
the picture are lifted on slender stalks high above the
dark water — now no longer to be distnguished
from the background — but bend gracefully inward
over the picture-field as if touched by a breath of
wind, The design is unilateral, somewhat in the
same fashion as in the landscapes of the Ma-Huiz
school, but the one~sidedness is mingated by the soft
curves of the slender stalks and the folding leaves.
The linear patrerns are not as strongly accentuated as
in the monochrome landscapes, yet they serve as a
structural foundation to which the colours have
been added so as o increase the reliefand the decora-
tve effect of flowers and leaves. The stalks and the
nerves of the leaves are outlined inink, but the perals
of the rosy flowers are drawn with a reddish colour
which blends with the tones of the calyxes. These
range from almost white in the heart of the calyx to
bright pink on the outer petals, a skilfully graded
colouring which brings out the full and soft volume
of the flowers. The method corresponds more or
less to the traditional habit of Chinese bamboo and
flower-painters who wsed to accentuate the nrarest
portions with strong and deep tones, while the
receding portions were rendered in highter and more
transparent shades. The increase of the rosiness of
the petals towards their tips gives them a rich and
yoluminous appearance, whereas the large and
somewhat tattered leaves are held m the shape of
bells or bowls by their strongly marked nerves,
The pictares have no doubt grown darker with age,
which has practically effaced the distinguishing line
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between the sky and the water and makes it
difficult to appreciate the origmal space effect. But
they stll retain the kind of airiness which makes us
feel the light wind to which the flowers are moving.
Pictures like these must have been done by a highly
accomplished painter who had reached a stage in the
stylistic evolution corresponding to that of the great
landscapist in Hangchou ar the heginning of the
thirteenth century.

Who was this artist? The guery has not as yet been
answered in 4 definite way, though two Japanese
experts have recently expresed the opinion that he
should be identified with a recorded pamter of lorus-
Howers active at the beginning of the thirteenth
century. They base their opmion on the reading of a
small seal on one of the two pictures siid w con-
tain the charactees Pi-ling Yi-shib,' which may
indicate one of the pamters-of the ¥ii fouly from
Pli-ling near Ch'ang-<chon in Kiangsu. Accarding
to the Pli-ling chronicle, quoted i later bio-
graphical records of painters, there were at least
three prominent members of this family who
speciahizedin lotus-flowers (though they also painted
other Howers and inscets), The oldest and best

known was Yii Ch'ing-yen. (or, nien) who was’

active in the Chia-ting eru (r208-1223). His skill as
a lotus-painter became so widely known and
appreciated that he was commonly called Ho Yii,
Lotus Yii, and as he also did some pictures for the
imperial palace he was rewarded by the emperor
Ning-tsung, Other members of the family who
achieved fame as pamiers of lotus were Yii Tzii-
mng (possibly ason of the former} and Yii Wi-tao
(or, vén), who is said 1o have been acnive at the
begmnning of the Yiian period. They were all known
at the tme as specialiss of lotus-painting, but no
signed or documented works by any of them are
known.

The theory according to which the great lotus-
pamntings in Chion-in may have been painted by
Yii Ch'ing<yen or Yii Tzi-ming, s thus as yet
hardly more than a hiypothesis, but it seems never-
theless to point in the right direction. The members
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of the Yii family were apparently prominent
representatives of a long-standing tradition of
flower-painting, which may have been nourished by
roots reaching as far back a5 to the epoch of the Five
Dynasties, when the art of painting fowers from
life (hsich shing) first became a fashion. But during
the intervening centuries the tradition had passed
through varous stages of scviistic transformation;
and when it reached the end of the Sung period it
burgeoned into a freer, more lifelike and yvibrane are
than ever before (Pls. 360, 370),

The two lotas-paintings in Chion-in have often
been described as the most perfect examples of their
kind, but, as said above, there are two other pairs of
somewhat similar pictures which may be classfied
as works of the same school, though partly larer.
This is true mn parncular of the very beautiful pair
representing Lotus-flowers with Mandarin Ducks
and Lotus-flowers with White Herons, formerly in
the Tnouye collection and now in the National
Miszum in Tokyo. Their traditional atrbution to
Eu Té<ch'ien is said to be based on some seals, and it
i interesting in so far as it accords them the same age
as accorded to the so-called Hsil Hai paintings. The
relation between them and the pictures in Chion-in
will be obvious to anyone who rakes the trouble of
comparing the reproductions; it may be observed in
the generl characteristics of the designs as well asin
the technical execution of the flowers and leaves,
though the compositions are miore elabarate and
filled with a greater quantity of rosy Howers, stained
or tattered leaves and duck-weed and reeds. The

! & the note by 5. Shumads to PLG6 in Sekai Bijuss Zenshis
(Tokyo, 1951). A somewhat condensed Englih version of the
same information in the bookler called Painting of Surg and Yiian
Dynasties by 5. Shimada and Y. Yoneziwa, publidhed by
Mzyuyama Co., Tokyn, 1953- The name of the place 2t Ch'ang-
chou from where the Yi-family originared was mafled Pli-lmg.
The painters are recorded iir Tu-lid paclicn, valg, His-
shih hit-chuam, and i Sun To-Kimg's Chuna-kig hiva-chia
JEowing e thition, The vahuble article n Amibur Asae,
XV, 1, "The Peoblem of Hsi Ha" by Benumin Rowlmnd
Jjun, becamne known to me only afrer my texr was concluded,
aud T was glad ro find my general views confirmed by the aurhar,
even though the theory of the Japsnes cxpers s discarded by
b,
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relation berween the large plants and the open space
is thus not quite the same as in the former pair of
lotus-paintings. The abundance of details counter-
acts to some extent the impression of mavement; we
miss the zephyr-laden fugitive charm of the com-
positions: described above. Yet the correspondence
is close enough to make us suppose that the two
pairs were produced within the same artistic circle.

The pair in Hompaji (sometimes deposited in the
Kydto museum) is stylistically related to the two
pairs mentioned above, though ot quite of the same
quality and furthermore less well preserved. The
pictures represent bunches of lotus-Howers and
leaves rising on tall stems straipht up from dark
water. There 8 no mdication of movement in these
plants; they stand crowded together in nafrow
spaces and have a rather stiff appearance, They are
no longer masterpieces of the kind described above,
but tepresent a stage in the evolution when the
graceful charm had evaporated and the life-breath
had cooled off into skilful workmanship (PL371).

These two pictures have often been ascobed o
Ch'ien Hstian, the name which in Japan is most
commonly attached to fower-paintings which
rerain certain clements of Sung tradition in some-
what conventionulized form. We shall have
occasion 0 return to this master in a later chapter
devoted to some of the leading painters ar the
beginning of the Yiian dynasty, and it will then also
become clear that he could not huve been responsihle
for the above-mentioned lotus-paintings, nor for the
very large pictures of mutan-Howers in Koto-in of
the Daitokujfi compound (PL372).

To describe these gorgeous examples of fower-

painting in a few words seems futile; nor do
any reproductions render their pictorial beaury,
because it depends to such a large extent on the
wealth of colour and the exuberance of these
Hlowering plants, which reach a height of more than
two metres, Their brilliant decorative qualities may,
at first sight, convey the impression of two astound-
ing performances in the academic style without
much intrinsic significance, but a closer study will
reveal grear semsitiveness and inmmacy in  the
presentation of the motif,

This became evident to me on a late spring day
some years ago, when the pictures were exhibited in
one of the temple rooms opening on the garden
where a row of mutan-shrubs were at the height of
their bloom, unrolling & series of colourful living
pictures of irresistible charm: Locking from these to
the paintngs m which the same flowers were
represented in full size, 1 realized the enchantment
that the pawiter must have felt when contemplating
the flowering mutans, his patient penetration of the
intricate patterns of the Howers and leaves, his effort
to paint the life (hsich shéng) and 1o grasp the
character of these noble plants. To him perhaps they
seemned in their dazeling attire just as important as
princes or courtiers in ceremonial dress. Hisapproach
to the motif was certainly not that of an outsider, or
a superior stranger, but of an intimate friend and
nterpreter, who felt the pulse of the sap in these
growing plants and the radiant joy of the full-
blown colourful flowers. The picrures scemed so
close to life that they bared my soul to a flash of
unfading beauty, and 1 felt grateful to one of the
many uknown masters of Chinese fower-painting,
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Chang-tsung (Chin Emperor) 8 55, I, 144, 177

Chai Yen 3¢ 8, L 118 Chang Te'ung-yii & & &, 1, 143

Chan T'ung-wén & & 2,11, 72 Chang T'u 3 B, 1, 16¢

Chan Trii-ch'ien B F B 1, 3, 40, 42, 44 fF, 51, 104 Chang Tun-li 38 9 @), 11, 52

Ch'an (sect) B, L 39, 81, tsr 2 11, 24 8, 133 fF Chang Tri-fang 3 B .11 13

Ch'an-tmg ssi #l £ 7.1, 124 Chang Weén-ch'ien 38 22 , 1L 23

Ch'an-yiich (hao of Kuan-hsiv) §§ B, T, 154 Chang Yen-yiian 2 2% 3. 1, 1 £, 06 i, 106 .

Chang, Family 38, 1, 86 Chang Yii 5% i, IL 127

Chang Aiérh iR 8 8.1, 117 Ch'ang-an £ 3, L 41, 78 £, 196

Chang Chien 5% &, 1L, 92 Ch'ang-chiang wan-li Cu-B T 5 B |8, 10, 123

Chang Chil-ho 58 35 %0, 1, 161 Ch'ang—chou B M, 11, 165

Chang Chiv-ch'éng 38 JL &, I, 48 Chang Chung-yin 7 3 51,1, 154

Chang Ch'ou 3% JE, (seealss Ch'ing-ho), 1, 47, 76, 103 Ch'amp-k'ang {1z of Ku K'ai-chih) $2 8§, |, 27

Chang Fang-ju it % i, 1L 148 Ch'angsha & #,1, 16

C]nngﬁngs-lﬂl B Lt Ch'ang-sha Cho-chia, Yikan—che; 11, 64

Chang Hsdl #& M, I, 109, 110 Ch'ang-shan % (11,1, 24

Chang Hsilan 2 3, 1, 72, 143, 160 Ch'ang-shou ssit & 3§ 5,1 1y

Chang Hsin-li 8 §Il ®, 11, s2 Ch'ang Shu-hung % % 2. L 63

Chang Hua R ¥, [, 30 Chang Ts'an 58 £8. L 154

Chang Huai-kuan 5 {8 7, L 46, 11 Chao #, 1, 57

Chang Lch'so 38 26 8, 1, o0 Chao Ch'ang 8 B, L 174 1, 179; I1, 62, 63, 80, 164

Chang Jo-ai 8 35 75, 11, 48 Chao-ch'éng st B8 B 5, L 124

Chang Ju-lin 3 ¥ & IL 130 Chao Chung-i #f £ 86 1 104

Chang Kung-tso 38 2 #, 11, 130 Chao Fo S8, 11, 45

167
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Chao Fu 3 57, 11, g2 ff. Ch'én Jung BE 35, 1L, 140 ff.
Chao Kan # 88,1, 104 Ch'én R'o-chin BE 8] AL, 143
Chao K'o-hsiumg $ & $.11, 143 Ch'sn Pa-hsien BUS% 26, L 4o
Chao Knang 18 & 10, 50 Ch'én Shih-tao BE fili 3, 11, 49, 71
Chao Kong-yo 88 28 B, 1, 1545 1L 22 Ch'en Yt [ JC 32,11, 52
Chao-lich-ri (Shi-Han Emiperoc) I 21 3. Lo Ch'tn Yung-cluh B Bl 3.1, 2.
Chao Umg-jang # 4~ 8, I, 128; 1L 71, 74 Chéng Ch'ien 88 EE. 1, 135
Chan Méng-chien # & 5, 11, 159 Chéng Fa-shah 85 35—, 1, 3,42, 44, 51, 76, 131
Chao Méng-fu 3 3 8. 1, 47,08, 193 Chéng-ho (era) B #0, 11, 75, 76, 78
Chao-pao ssi I 8 35,1, 157 Chén-kuan (era) 5 8,1, 00
Chao Ping-win 8 5§ 3L, 11 120 Chén-baan bung—ssii hua-shih KRB 2 HE 8.1 30,
Chao Po—chii 31 8 B3, 1, 1o4: 10, 104 /F, 124 Chén-yian (era) H JT. 1, 146
Chao Po-su 8 1) $8. 7, 104: 11, 106 Chéng Ssti-hsino 85 8 8, 10, 145, 161
Chao Shib-an 8 4 %, I, 74 Chéng~ting i 5. 11, 50
Chao Shih-le #f = 75, 11, 74 Ch'tng, Emperor i 7,1, 30
Chao Shib-tsun 38 ﬂ. I 74 Chkéng—gchung-lung W fE, I, 87
Chao Shib-tung 3 - 1, 1, 51 Ch'tng Chin T2 8.1, 117
Chao Ta-men # KX £ (scc Chao Ling-iang), 1, 128; 10, Ch'éng-hsin-lang 2 & 8, 11, 105
1,74 Ch'eng-hsin t'ang #& {0 2, 10, 53
Chap Tai # 18,1, 114 Ch'eng T'an 72 #1,11, 33
Chao Te-ch i8R 8 8,1, 154 Ch'éng T'ang F2 2. 10, 25
Chao Tien-ch'éng 81 B8R, 1133 Cly'éng-tu 8% 85K, 1, 174 £
Chao Tsung 3 1, 15 Cli'tng Yii 2 #, 1, 153
Chao Tsumg-han #f 5= ¥, IT, 7 Chi (moumm) JE. 1, 221
Chao Toich'éng 8f -F 7, 11 74 Chi-lsia 8 T, L 200
Chao-win i 2L 11, 147 Chijang t'o % I B, 10 43
Chan Wen-ch'i 8 /8 9. 1 154 Chi-kuo ssii 42 B 3,1 123
Chao-yeh-po I8 3 8,1, 138 Chi-shéng (=4 of Ming Chén) 2 4 11 143
Chao Yiin-tzi1 § 58 -F, 1 165; L1y Chi-shou 3 #, L 36
Ch'ap-feng-lang (afficial rank) ) 2 85, 11, 41 Chi-si-chi 35 I (1, 1 69
Ch'ao Pu<hih & # =, 11, 24, 40 Chi-ying tien (hall) 88 3 BY 1, 153; 1L 106
Ché-uai ts'mm $7 8 B2, L 128 Ch'i#, 1, 135, 187
Chén-chiang 8t iL, I, 101 Ch'i (clever) FF, L 188
Chén-ching 5 7%, 1, 57 Ch'i (old man) £, 1, 221
Chén-hiing (Saturn) 88 B, 1, 49 Ch'i (place) %, 1, 225
Chin-sumg 8 5= (Sung Emperor), L, 207: 11, 69 Ch'i (place) B, L 193
Chinyen R T, 1, 81 Ch'i, Northern (Dynasty) € %, 1, 35, 42
Ch'eén (Dynasty) B L 42 Ch'ichou 3 M, 1. 19
Ch'en, Odes of B BB I, 110 Ch'i-lin BL B8, I, 150
Ch'én Chiju B & 8, L 30, 47; 11, 109 Ch'i-lin ko §€ 58 /8,1, =
Ch'én Chiichung [l J& &, 11, 128 ch'i-yiin shing-tung 330 25 8, 1,7, 12: 10, 38
Ch'én HsiaKoeihus | 3 EE W 1 122 Chia-fo-t'o i # FE, L 60
Cii'éu*hsing =82 lLw Ci:liaa-hsi;mg 3 W 118
Ch'en Hung [0 2%, 1, 121, 1354 Chia-hsing 8 54, 1, 123
ﬂh‘ﬁn.ﬂ;mg—s}mu.m EB Ly Cli.i:.-f.i.ng =R, L r1o, 234

Ch'én Jo-yo BEH B, 1, 190 Chia Shih-ku 8 6 &, 11, 134
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Chia-t'si (era) 5 .10 134

Chia-ting 8 5.1, 21

Chia-yu yi-pao 5§ # H, L, 148
Chiang Hsiu (original name of Kusn-hein) & 5,1, 134
Chiang K'o & .1 97

Chimg-ling {L B, L 35 £

Chiang-nan (Kiangsu and Anhui) L #, 1, 200
Chiang-nan Chiang Ts'an iT % iL £, 11, 08
Chiang Séng-pao iL ff . 1, 35

Chiang-shan hsiich-chit'a L (11 55 % W, L 1320
Chiang-shan wan-li "o 31 (10 3 12 B, 10, 101
Chiang Ts'an iT 28, 11, 02 i

Chiao-fang fu-shih & 5 Wi 1. 1, 168
Chiao-sho-fang #2 3 8, 1 26

Chiag (istand) $11, you

Chiao-wei (a lute) 4 &, 1, 226

Ch'iap {skilful) 75, 1. 188

Ch'iao Chimg-ch'ang &7 48 &, 11, 40
Chich-hua 5+ 3, 11, 50

Chicliso s'un B 28 8, L 128
Chien—fu s 1§ W 35, L 110

Choenko t'u gl B W, 1, =8
Chirn-lung (era) 3t BE | 1, 103
Chien-long kuan &8 B $ 11, 65
Chien-nam 1l 8, 1, 181

Chaen-pi B €, 11, 135

Cluen-tzia 8 -F, 11, 140

Chien-wén-ti (Liang Emperor) #f 203, 1L 40
Ch'ien-choun % M, 1, 103

Ch'ien-fo tung - i T4, 1, 61 i, 85 i
Chien-Fussii F W& 55, 1, 122

Ch'ien Hsan 8% 38, 1, 47; 1L, 166

Ch'ien-hi (=3 of Chao Po-chit) F B, 1, 104; IL, 106
Ch'ien-li chiang—shan 7 8 i (1. I1, 09
Ch'ieti-ning (em) §% .1, 156
Chiien-t'ang £% 3, 11, 69, 104, 118, 143, 153
Ch'ien-t¢ {era) ¥ #8. 1, 157

Chih (iris) £, 1, £27

Chih-hai 48 #.1. 51

Chib-hom (official rank) §€ 4, 11, 76, 117
Chib-kung t'o 8 57 B, L ox

Chib-ma o'un 25 3 38,1, 128

Chih-p'ing (era) 3§ 2, 11, 65

Chih-yen 4§ . 1, 71

Chilli (Hopei) ifi 28,1, 44

Chih Pi Pavilion FL M 8, 1, 43

Chih-<hih 3§ . 1.9
Ch'ih-t'ang ch'tu-wan o'u 31 3§ Bk 1§ W, 1L 83
Chin, Eastern (Dynasty) ¥ %, 1, 35
Chin (Dynasty) . 1, 72
Chin (Dukeof) 5, 1, 140
Chin {island) &, 11 ro1
Chin-chiang Tao-jén (hee of Wen T'ung) 8 1T 3 A,

Il 14
Chin Chih 7 B ®. L 70
Chm-ch'ing (1=0 of Wang Shén) 8 8, I, 70
Chin-hsiang heien G 5 B8, I, 18
Chin-hus 4 35, 1, 154: 11, 23
Chm-kang san-tsang & Bl = #.1, 60
Chun-shih 3§ . IT, 76
Chin-shu 8 ¥, 1, 27, 28
Chiin £, 1, 36, o2
Chiin (place) 2, I, 167
Chin; Prince of 3. L 141
Ch'in Kuan 38 §, 10, 19, 24, 49, 156
Ch'ire-shan (hao of Ma Yitun) 8 113, 11, 113
Ch'in Shih-huang-n 38 & 8L 97, L 41, 126: 11, 108
Ch'in-shuw 3> 2 T, 185
Ch'in-tsung (Sung Emperor) §% 32,11, 5
Ch'in Yian %8 B2, 11, 76
Ching (scenery) #it. I, 187
Chung-uissil G0 2 55, 1, 124
Ching-chao 3 4. 1, 156
Ching-fa st #F & 5. L 123
Ching Hao 7Y #%, L 104, 185, 203 £, 10, 33, 130
Ching-kung 7] 2%, IL, 23
Ching-kimg st & 2 55, 1, 111, 121
Ching-ling Shrne £ 2/ &, 1. 65
Ching-shan 37 [, L 34
Ching-shan si £ 1 5§, I, 139
Ching-t'u (sect) 7§ -k, I f1-ra0; 11, 47
Ching-yw (era) 8 B, 1, 107
Ching-viissii 5 1% F, 1 121
Ching-yiian (£ of Chou Fang) § JC, 1, 145
Chingvinsu 5t & 3.1 111
Ch'mg (carpenter) &, 11, 22

ing-ch'an s 7% @ 3F. 1, 124
Ch'ing-chiang {i§ iI, 11, 162
Chiing-chih (t24f of 1 Viian-chi) i 2, II, 64
Ch'ing-i Changche 7§ % £ .11, 150
Ch'mg-lao 1 E. TL 23
Ch'ing-liang Temple 7% 0% 3%, I, 50
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Ch'mg-lii-p'ai T #& R, 11, 107, 125

Ch'mg-lung 75 8. 1, 150

Ch'img-limg 3 ¥ §& 35, L 121
‘ng-po Gate 1§ # [, IL 125

Ching-tz'u Temple 25 26 %10 145

Ching-yiian ting-ssa B8 7¢. T &, II, 88

Chau-ch'éng f 4. 1, 108

Ch'in Ching-yit i B 8,1, 182

Ch'iu Wen-po It 20§, 1, ro2

Ch'in Ying fit. 2. 1, 51, 144: 11, 50

Chon, Northern (Dymasey) 46 M, 1, 42 f£

Chou, Posterior (Dynasty) $ ¥, 1, 103

Chou Chi~ch'ang J§ 2 &, 11, 55

Chou Fang & U5, 1, 143 .10, 25

Chou-i po-shth i} B 8 4,1, 193

Choo i 8] #, 1, 1

Chou Mi W] 3,174

Chou Pi-ta M 25 90,1, 100

Chou Tung-ch'ung J& 3 3§, 1L 154

Chou T ung ] B, L 112

Chou Wen-chil & 2L X8, 1, 147, 166 .

Chou Yich & #, IL 33

Chu Ch'ia ¢ I, 11, 33

Chu Chul £ 4E. 1, 159

Chu Hsi 2K #%, I1, 10, 39, 67

Chu Ha 7% 8. 1L o7

Chu Hsien 7 %, L 167

Chu I 7 56 11, 97

Chu Jui 7% 88, IL, g2 ff.

Chu-ko Liang 35 8§ 58, L 52

Chu Wei 2k #, L 19, 20

Chu Ying £ 55 11, o7

Chii-chi (227 of Lin Ching) E ¥, 11, 25

Chijan B #5.1, 106

C]lf"ulﬂgE *! 1, 64

Chii Tz'u £ 3,1, 36

Ch'n (Hopeh) £, 11, 48

Ch'a Liang #%§ 58,1, 07

Ch'uz'a 38 #, 11, 16

Ch'd (river) Hi, 1, 107

Chio-fao illr 8L, 1, 113

Ch'g-hsiang B %, 11, 156

Cht Tiing M 1. T, 190

Ch'ii-yang hsien I B B, 1, 113, 114

Ch'a Yﬂiﬂm Iﬁ-ﬂ- 48 51

Chuanshu 3 3.1, 48

Ch'uan-ku i &, 11, 140
Chifian-yiin ts'un # 22 8%, [, 128
Chuang Liso-t'ang #E 2 3, 11, 100
Chuang-tsung (later Tang Emperor) #E 52,1, 174
Chuang-tz BE -F, L 13, 14, 28, 230; 1, 138, 154
Chuang—ven st 3E & 5.1, 123
Ch'w-kimg Hall  #t §8 |&. 11, 62

Chiin-hsi 3 48, 11, 64

Chiin-kung # 24 1 51

Chiin-mo (tzif of Jén Hstn) 35 &8, 10, 130
Chim-p'ing # 2B, I, 41

Chitn-tzu 38 J-, 11, 146

Cli'un hstao-fisi F5 18 B, 10, 162

Chumg-chon 5, #, 11, 74

Chung-hsing shu v 3 %, 1, 27

Chung-hua t'u-shu kuan ¥ 3 B 3 %, 1L 20
Chung-1 ff* 8, 1L 33

Chung-jen 4# 1=, 1L 156

Chung K'uci 8 18, 1, 163, 174: 1L 131, 138
Chung-lang (tzif of Chon Fang) 48 8, 1, 145
Chung-ling $§ B2, [ 212

Chung-nan [mountams) # 7, I, 202
Chung—shan #8 (W, 11, 132

Chungshih (=i of Jo-fim) 4% 5,11, 143
Chung Yu 4§ 1. 1L 20

Chung Yu 8l &5, 1, 221

Ch'ung-fu ssii &% W8 3F,1, 122

Ch'ung Pan £ 8¢, [0, 24

Ch'ung-shéng ss & 8 3§, 1, 123

Erhya fil 98,12

Fa-cli'ang §% 9, 1L, 139, 140
Fa-huiang {sect) £ #1,T, 81

Fa-liang j 1,1, 62

Fa-yen i 8,11, 37

Fan An-jén ¥ 3 510, 153

Fan Ch'angshou 72 B 35, 1. 82, 103
Fan Chéng-fu 8 IE &, 1 25

Fan Ch'éng-ta, Shih-hu 78 & A 7 #, L 101 10, 157

Fan Chung-chéng (Fan K'van) #§ & i, 1, 201
Fan K'van & B, 1. 196, 301 f; 11, 33,92
Ean-lung & BE, 11, 50

Fan Ming=t's) 3 W] &, 1, 27

Fan-shuo &% ¥, IL 62

Fan Ta-kuei 38 K 3, 11, 28
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Fan T'a {huae of Fan An-jen) i B 1L 13
Fan-t'ou os'un 5 VA 8. |, 128

Fan-wang l=fo ¢'u ¥ E 8@ W W, 1L 53
Fan-yang & . L 173

Fei Pai 7€ [, IT, 70, 03, 163

Fei-ti (Ch'en Emperor) 8§ #7.1, 0o
Fen-ho B 88, L 3

Féng (bied) Bl 1 120; 11, 150

Féng, Lady %, 1, 10

Féng and Ya (odes) B 5, 1T, 109

Feng Chi-yiin % Hi 2. 1L 13
Feng-cr s % B 55, 1, 71, 122
Feng-hsiang ML #. ), 112 127, 120
FEngvlm'ngl ®B.1L40

Feng-kan 8 T, 11, 140

Féng Kung-shu ¥ & B, 1, 130
Féng-tedt (i of Yang Ning-shih) Bl F, 11, 21
Fo-clien Ch'an-shih % 8 # &, 10, 146
Fo-t'o #ili FE, 1. 69

Fu Chéng-kung 5 85 2, 11, 28
Fu-chon g M, L 134

Fu Hsi fK .11

Fu-hsien sso i@ 96 9, L 124

Fu-jung 3% 8,11, 143

Fu-ku {r=d of Sung Ti) {EL. 1216
Fu-lin § $%,1.00

Fu-shan & 1,1, 17

Fu Shéng tK &£, 1, 126

Fu-t'ien t'o B B &L 10, 127

Hu<chichsa g 8 .1, 123
Hai-yi wai-shih {8 & M 010 20
Han Cho §E #), 1, 106

Han Hsi-sai 88 BE #1167

Haw Hstesaf peh-per £n B & & 20 % M. 1167
Han Huang 8 {8, L 135 ;1L 33
Han Kan 8 8.1, 136 ;. 11, 25, 53
Han-kuan (pass) &5 W8, 1L, 125
Han-lm 8 #%, L 70,176 11, 76
Han-<han %€ (11, 11, 117, 147

Han Ts'un-diang 8 F L L 130
Han Y0 & &, 1, 70 £, 116
Hang-chou 8L ¥, 1, go ., 12< 11
HaoHui #8 X, [ 21y
Hao-liang 38 8,11, 62

Héng-shan {7 (I, 1. 36, 203, 224

Ho Cl'ang-shou ] & 5, 1. 103
Ho Chén 8 5,11, 92

Ho-chien 7 i}, L 207

Ho Clih-chang & %0 3.1, 100
Ho-churig 7] #, 11, 67

Ho Ch'ung 7] 7. 1L, 51

Ho Fashéng ] (2 8,1, 27

Holo T8 35. L 101

Hopet 7] 4L, T, 207

Ho-rung ¥ 3, 10, 129

Ho-yang ¥ [, 1, 215

Ho-=yeh rs'um #f FE R 1, 128

Ho Yiifef 7, 1L, 1654

Hou Ching, #e 5 L 4o

Hou-chu (Ch'én Emperor) §8 £, Lo
Hou Féng ¥ 3, 10, 33

Hou-kuai lu 5 &0 & 1, 167
Hou-shan £ (U, 1L 40, 71

Honts'vm chi $8 5 4. 10, 42

Hou Yi £ 22, 1L 24

Hsi-ch'an 6 7§ 8 55, L, 24

Flsi Ch'ien-fo rung 78 F # #4,1, 62
Hsi-chin chii-shih 1§ & & &, 1, 48
Hsi-chou B M, 1, 161

Hsi Haia T B I1L 2

Hi-hu chili-ya 1 1 & 810, 110
Hsi K'ang &F %, 1, 27

Hsikn (tzdi of Li T'ang) 8§ &, o2
Hi-lewo chih 78 [ &1, 82
Hsi-ming 556 18 B 55,1, 123
Hsi-ning (era) B8 WL L 215

Hsipi B 9, L 164

Hsi-shik % B, 1, 175
Hsi-ta yian % 3§ P2, 1, 137

Hsi-pil 1 T 1 B, 1, 08

Hi-yiian (t=i of Chao Po-su) 7 3, 11, 108
Hsi-yich T .1, 156

Hsia (kingdom) B, 1. 43

Hsiach'io B [, L, too

Hiia-haieh chi ¥ 5 48, 11, 139

Flsia Kuei B EE, 1, 104, 204511 86, 112 ff
Hsiang %, 1 50

Hsiang-héng il &, 11, 160

Hsiang hsing ¥, 1,0

Hitang Jung 5§ 5. 1, 190
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Hslang-kuo =i 48 B %, 11, 28 Hisii Chin yang-<h'iu 8§ 8 B #, 1, 2>
Hsiang Mo-lm B & 5 (see Hsiang Yiian-pien) Hsil Ch'ung-ssu 8¢ & &R, L 181; 11, 61
Hsiang-shan F |11, I, 125 Hsii Hsi $i¢ BR. L 172, 174 1,11, 33, 61, 153
Haiang Ta 7] 3£, 1, 63 Hisii-i JiE —. 11, 30

Hsiang Tzii-yen I5] F §8, 1, 130
Hsiang-vang Man-shih 38 & & -+, I, 26
Hsiang Yian-pien 3 JC £, 1, 76, 128
Hsiao and Hsiang (divers) 3 #, 11, 144
Hsiao Chao ¥ 58, 11, 02 i
Hsao-fu-p'is'm /b ¥ B2 8F 1, 128
Hsiao Hitang tu 58 #8 [, 1, 211
Hsiao-t'ang shan 3 2 1|1, 18

Hsiao-tsomg (Sung Emperor) 3 52, 10, 87, 108

Hsaio T'ung 3§ #%, L, 18

Hezoya /b 38 1L 110
Hsiao-yao-kimg 3§ i 2 L 100
Hsiao-yen Hall 2 B B, IT, 65
Haieh An B 5.1, 27: 10, 62

Hasieh Chi % 8, 1, 62
Hsich Chu % 4%, 1. 12
Hiieh-i 3§ B, 1, 181: 11, 17 /., 61
Hsich Hyi-lien B 3 58 11, 728
Hsich K'un B 88,1, 27
Hsich-shéng % 2, 11, 62
Hsien—ch'in (Shens) MC 2, 1, 225
Hiien ch'ou teéng ch'ing () 5 8% B, 11, 127
Hsien-hsi (t2f of Li Chéng) 1 B, 1, 200
Hsien-1 koan 5 H 8L 1 121
Hsien-jén il A, L 105
Hsier-shéng st 8 2 5%, 1, 216
Hsien-yii Po-chi B8 F 8.1 142
Hsien-ying kuan [ € {5 11, ro5
Hsin {8, I, 146

Hsin-—chin F §it, 1, 21

Hsin-chou {8 M, L. 156
Hsin-t'ing 87 %, 1, 135

Hsng (form) 7, 10, 18

Hsing-kuo 50 34 Bl <5, 1,46
Hsmg-shin wii 5§ 3 55, L 111, 110
Haingshu 47 %, 1, 0; 11, 39
Haing-t'ang i 3¢ B¥ 3§, 1, 120
Hsiu-chou £ M. I, 160
Hyints'ai 8 ¥, 1, 51
Hsinng-nu ) §1, 1, 75, 1L, 12§

Hsii ¥, 1, 44

Hsit Chi-hai §f 5= 8, 11, 21

Hiti Kao-séng chuan 8 5 & 18, 1, 60

Hsil Pei-hung # 75 14§, 1, 160

Hsi Po f® 8,10, 153

Hsii Shén-wéng I W &, 1L 51

Hiii Shihch'ang $& f# B, L 217: 10, 118

Hsil Tac-ning $% 38 . L 196, 207; 11, 25, 84

Hsidi Yo 5F #1.1, 36

Hsiiat~chén koan 27 0§11, r20

Hstian-chuang 7 &% |, 58

Hstian-ho (ers, Emperor) 5 #, I, 30, 120; IL, 48, 78

Hsilan-ho lwa-p'u 5 0 3F B8, I, 30, 46, 74, 08, 132 ff,
r46; 11, 4, 61

Hisian-ho jiri-lan 1s°¢ H F0 5 B i, 1L 70

Haiian-ho shili-p'v & 0 7 8, 1L 5

Hisiian-ho shu-p'u 5 305 56,10, 4

Hsitani-jan fu {8 U ¥, 1, 120

Hsiian-a (Ch'éu Emperor) B %, L 9o

Hsfian-tsung (Ming Huang, T'ang Emperor) %5, 1,
7o ff.

Histian-tsung (Southern T ang Emperor) B 52, 1, 167

Hstian-tu koan 2 8 801, 123

Hsfian Wo & #. L 150

Hs@ian-yiian (Huang-d) BF 8 (R %) L 16

Hisiian-yilan miao 2 7T, L 110

Hstich-an (fao of P'ukuang) 2 g, 10, 147

Hisiigh-chiarny w25 T W, 1, 28

Huiieh-ch'i 'u, & 3 W, 1, 132

Hiiiel-sléng 3 B 11, 76

Hsiin Hsoi %7 85, 1. 35

Hsiin Hung 8% 810, 33

HuCh'ien | B, I 172

Hu Chib-fu 3 & 210, 85

Hu-ch'in % =&, 1. 168

Hu Ching & i, IL. 52

Hu-chou 3 M, 11, 14

Hi—chwang o' tng-hsia v 8 ZEBS 5 W, 1 128

Hheerh BB 5,11 34

Hul#] 3 1, o1

Hu Kuei (Hsiang) % 38, L 173

Hu Shun—ch'én & 8 B, 1, 219

Hu-t'ou (hao of Ku K'ai-chih) IR U, |, 27

Hua (1o paint) ¥, 1.2
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Hua (mountain) &, I 224

Hua Chgan 8 {8, 11, 100

Hua chiieh 3 8, L 220

Hua-hsiich pi-chiich 3¢ & W 58,1, 133

Hua-i | &, 1, 220

Hua-ko shil-i T #% # &, 1, 220

Hug-kuang mei-p'u 38 3 15 58, 1L, 156, 157

Hua-kuang shan #F % (11, I, 156, 160

Hua~shih hui-yao 3 32 9 F, 11, 08

Hua'i 8 8, L 220

Huz—'ing 38 2,11, 163

Hua-tussa L M 3, L 122

Huz-yen (sect) 3% B, 1 81; 11, 4o

Huoz-yitan 3§ B, L 166, 201

Hua-yiian 3§ P&, L 165 8, L 6o ., 77

Huai-hai # . 10, 49

Huzi-nan #E 8, 10, 23

Huai shu Bt 81, 1 100

Huai-su §8 K. L 22411, 10

Huai-yang # 5, IL 27

Huan Hsfian #8 2, 127

Huan Wen g M, L 27

Huang (old muan) 38, 1, 221

Huang Ch'ao 38 8,1, 150

Huang Chiz-hui F{ 5 XK. 11, 16

Huang—<chou 3/ M, 1, 13

Huang Chil-pao M & W, L 175

Huang Chitss'a 3 JE 2, L 175: 11, 61, 78

Huang Ch'tan 3 2, 1, 174 ff; 1L 61, 62, 80

Huang-ho 5 {1, |, 89

Huung-hua shan-jén (heo of Wang T'ing-yin) 3 &
i AL I 120

Huang Lu-chil 3§ 8 iff, T, 44

Huang-tao kuan 35 38 WL T 125

Huang-6 |, L E

Huang T mg—<chien 3§ £ & 1 to1; I 18 i

Huang Wei-liong 3 1€ 28, 1, 175

Hui (prinee) 2, L 115

Hui-ch'ung 3 & 11, 143

Huorkoo B 8.1, 149

Hui-néng 3 68,1 151: 11, 137, 146

Hiti-shih pei-k'ac 88 3§ &, 10, 100

Hul-ssung (Sung Emperor), §& 5=, L s3: 1, 4 ff, 6o i

Higi-tzi B -F. I, 154

Hui-yiun JE 35 1, 47

Hum (spicit) 8 1, 17

Hung-ku-tzii (hao of Ching Hao) 8k & F. L 185 f;
IL, 150

Hung-shing ssii 8L 3 3§, 1, 124

Hung-tao 51, 3, 11, 153

I-chai (hao of Chao Méng-chien) 8K 3§, I1, 159
I-chiao coure 3] #z B2, 11, 65

I-chou & M, 1L, 15

T<ch'oan 25 M, 10, 2=

I-hsiich # %, I, 215 1L 62

T-mén kuang—a 7 9 B, IL 137

Ienan it ¥, L 17

Lp'm i€ o, L 165 10 134

1 Ping-shou §¥ 5§ 8.1, 76

et 8 5.1 122

I-wiéng (t=i of Chéng Ssi-hsizo) 1l £5, 10 161
I Yitlan—<chi B JC 9, I, 25, 64

Jong-t kstan bne-yen W FERL K B R 8.1 1
Jeén Hsiin 4£ 39, 1L 130

Jen-shou 4= W, T, 112

Jen-ssung = 55 (Sung Emperor), §, 150; 11, 6o .
Jib-kuan B W11 163

Jo-fen 3 35,10, 143

Ju-chou il M, 1, 112

Juan Yilan (see Yitan Yian)

Jui-ssit Hall 55 12 . 11, 77

Jun-chou T8 M. 1 135: T 13

K‘u—&gﬂ #Ir I, 4, 6, 00
K'ai-hsien Hall F & B, 11, 65
K'ai-hnang (cra) B £, 1, 67
K'ai-pao (era) B . 1 157
Kai-shu i ¥, Lo 11, 30
K'ai-ych ssii B 58 3%, L 124
K'ai-yiian (era) B JC. 1, 110 f,
K'ai-yitan kuan B 3T 8.1, 70, 121
Kaiuyfian ssii fl 72 5%, L, 70; 1L 20
Ean-lo=d f %8 5%, 1, 125

Klan-ahu ' 3 % B, 1, 172

Kang (Prince) 8, L 41

K'mng (posthumous name of Yen Li-t2) HE 1L 5
Kao Chiung & &8, L 43

Koo Hiai-chich 35 1 8,1, 134
Kao Huai-pao 75 19 W, 1. 154
Kao I & %%, 1, 207

Kaag-i 'u 18 38 W, 1, 162

Eao R'o-kmg 8 85, 1, 2115 1L 30
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Kao K'o-ming # 3 M, L 196
Kao-kou-li i =) 8.1, 53
Kuo-séng chan 3% 18 18, 1, 60; 11, 136
KaoShan-pao G E® Ly
Eao Tao-huing 7 3 5 1,154
Kac-tsu (Swi Emperor) 3 .1, 42
Kao-tsung (T ang Emperor) & 5.1, 78 iF
Kac-tsung (Sung Emperor) & 55, 11, 10
Kao Ts'ung-yii 75 2£ 38, 1, 134
Kao Wen-chin § 2038, L 154
Kéng=chih t'u ¥ #& W, 11, 125
Kianysi htwsgg-hsien shil-tieh TT 75 8 5 25 B¢ (7), L 1o
Kiangsu (L %5, 1, 27
Ko Shou~ch'ang §§ 5F B, 1, 182: 11, 62, 64
K'o (engrave) 3,1, 2
K'o Chiv-ssa #f JL B, 1, 18511, 99, 123
Koz 18 82,10, 107
Kou-lung Shuang %] §E #8. 1, 150
Klotu-chiieh O Gk, 10, 157
Eu<chu 3 47,1, 36
KuHuang B8 8,1, 135
Ku Hung-chumg ¥l [ 2. 1, 160 £
Ku K'aichih KB 2.1 3 f, 26 ;1L 17, 4o fF
Eu-than lang-t'ang 5 |1 3% 2,11, jo0
Ku Te-ch'ien M 8 &, L, 172:11, 120, 105
Ku Chiin-chi ¥ BE 2,1, 15
Ku Yen &, 1L 142

“wai-chi 8 F6. L 161
Kuan {place; mountamn) (i, T, 222, 225
Kuan—chung (Sheosi) [ &1, 1, 133
Euan-hsiv B 46 L 14 51, 55
Kuan Mien—chim |l £ 8.0, 71
Kuan-ta0 (r2i of Cluang Ts'an) B 3. 11, o8
Kuan T'ung [l 221 104, 185 11, 33,92, 130
Kuan-win oen 8 30 B L 43
Kuan wo sheng BLR 2 L
Kuan-yin ¥ %, L 87, 113, 158, I1, 53, igo ff.
Kuan-yin (paper) 82 5 (§5), 11, 13
Kuang-chai ssii % 3%, 1, 120
Kuang Ch'éung BE i, L 30
Kuiang-ch'uan hus-ps JE )| 8 B, L 47
Euang-fu st B § 3%, 1, 69, 146
Kuang-ling B B, 11, 33
Kuang-ming (cra) B B, 1, 156
Kuang-ramg (Sung Emperor) %€ 57, 11, 52, 87
Kuang-wen JE B, IT, 145, 146

Euang-wuo-ti (Han Emperor) % & 8, Loo

Kiranp Ya i

Kuoang-yen ssii 36 Bk 5. 1, 125

K'vang-lu (mountain) E B, I, 185

K'nangséng [ 18,11, 20

Kuei B, 10, 41

Kuei-ch't-la §if 2 2, 10, 30. 44, 73

Kuei-p'io'om $ B 95,1, 128

Kuei-tou tsa-chih 55 23 i 310 151

Kuei-sung & 52, 11, 147

K'un-lon .[mnnnl'.':.ﬁ:s} B #1356

Kung—chao (e of Li Wei) 2 48, 11, 69

Kung—chén (123 of Chaa Shibelei) 2% 58,11, 74

Kung—ch't (=il of Wu Yian-yi) 2 82, IL 63

Kung K'ai 38 B, 11, 130

Kung-pi I %, |, 20; I1. 50, 52

Kung-pu T 3.1 06, 07

Kung—sun & B, [ 224

K'ung-Jeuan ssfi 25 Bl 3% 1, 123

Kuo, Prince §i, 1 o7

Kuo-ch'i (=i of Wang Kuan) Bl 22,1, 157

Kuo Ch'ien-hoi 55 9% [, 11, 62 ff.

Koo Cha 8 B.1, 59

Kuo Chung-shu 5 2 8. 1, 104, 120, 185 F: 11, 23, 84,
oz

Ko fEwe B B0, 110

Koo Hsi 75 BE, 1, 106, 215 8 11, 02

Kuo Jo-hst 58 35 8. L 7. 102, 154 fF; 11, 62 i,

Kuo-kuo fujést yu-ch'um n G B 32 N SE55 BT, 145

KuoPi g JE 1L 35

Ko Soii 58 B [ 200

Kuo T'a B #&. 11, 72

Kuo Ts'ung-i 5 4£ 3& 1, 194

Koo Tz ¥ F .1 80

Lai-rzii (k2 of Fan An-jén) §8 F. 101, 153
Lan-hua [ FE. 10 145, 155
Lan-t'ien § B, L 128, 120
Lan-t'ing B 35,10, ar
Lang-féng [H] B 11, 70

Lao-tzii ZE F, 1, 157: 10, 25

Lei, Master 35 K, I, 226

Li (principle} 38, 11, 18

Li Anchung 2F % 38 Il 74, 87
LidoZ B 11 113

Li Chang 3= 3%, IL 64
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Li Chao-tao 2= g 3H. L, ro3 i, 12811

LiChénZE M1 143

I_{Ch't-ng$ W, 1, 196 H.: 11, 25,33, 60, 84, 02

LiChiZ= BR.II, 32

LcChiZEH,1, 352,64

Lichi w8 8.1, 226

Li Chig-ming 3= 3% W, 1, 167

Li Ch'tich 2= ¥, 1L, 146

Li Chung-laeh 2 A% B%. 11, 130

Li Chung-shé 35 # 4 (see Li Chao-mao). 1, 128

Li Hou-chu = % E (sec Li Yi), L 139, 16t

LiJib-huma 3= H 3£, 1 48, 164; 10 67

Li Kuan-ch'ing % 7 i), L ro7

Li Kuang 3 BE. 11, 21 _

Li Kung-lin 2= 24 B8, 1, o0 I 10, 29, 30 ., 159

Li Lin-fu 2= #F 8, L 103

Li Ling-shing #2878, 1, 161

Li Lung-mien 3= T IR (see Li Kung-lm), | 9o i, 1,
soff

Li P'éng 2= 8,11 45

LiPoZE |, 1, 109; 1L 50

Lt Po-shih # {1 B¥ {sec Li Kimg-lin)

Li~pu 38 78,11, 20

Li Sao M B, 11, 160

L1 Shan 2 (L, I, 530

Lishéng == 3, L 174 195

Li Shib-min 2= #£ B 1 78

ﬁﬂhll'ﬁa’. Ly

Li Ssii-hsiin 2= B F, 1, 26, 52, 79, 103 .

LiSsahuZE B H. 1 103 £

LiSung 4 3, 11, 127

LiTakuan 2 A BL I, 32

Li-tat ming-hua chi € fC & 5, L1 fL

Li-tai ming-jén sho-funa E{EAEERT 14

Li Tai-yiian 3 2K {8, 1L, 22

Li T'ang 25 &, L 204 ;1L g2 iE

LiTé-yi 2= 8 5,1, 125

Li Ti =k #1. I1, 87, 0z 4L

LiTs'ou £, 1, 103

Li Tsun-shih 3= 55 8, 1, 100

Li-rsung (Sung Emperor) 3 5%, 11, 125, 146

I.iTllmg—dl‘éﬂ.g¥ = L 1o

Li Tsung-o 2= 57 33, L, 176

Li Ts mig-hsiin FR I, 127

i Tuan 2= 83, 11, 87

i Tuan-shu 2= 88 5010 44

Li Trung-yang 25 JE [, 1, 108

Li Wei = 311, 60

Li Yi (Hou-chu), 2= 48, 1, 130, 166 fL
Li Yung 2 & 1L, 21

Liang, Posterior (dyrasty) 4% 8, L 101
Liang Ch'ing-piac 8 {if £, I1, 84, 00
Liang Hsiang-hs 52 48 &, 11, 134
Liang K'ai 8 #§, 11, 134, 140

Liang Ling-tan i - M

Liang Shib-ein 8 Gl B, 1T, 74

Liao (dynasty) .1, 150; 11, 2
Liao-ch'Grg 0 5 1. 44
Liao-yang 3 [ 1, 23

Lieh-nii &Y 4, |, 28

Lieh-za 7 =F, 11; 50

Lien 5. 1 14

Lien—chin JE @, 11, 79

Linan (Hangchou) B8 &, 10, o4
Lin-chiang B €L, 11, 154

Liveldion kan-chih ¥k 8 8 2.1, 2201
Lin Ch'vn ¥ 1§, 11, 48

Lin Ho-ching #k #1 3§, 1L, 113
Lin #k &=, 1 103

Lin-lii #% 1, 1. 224, 225

Lin T'ing-kuei # B EE, 11, 6
Ling—chao & M, 1L 117
Ling-fBng ssit 88 4 39,1, 113
Ling-wu 2 5. 1193

Ling-yang, 5% & 11, 16

Ling-yen ko £ @4 .1, 07
Ling-yinssi 88 B 5§, 11, 138

Liu Au-mén 5 0F 4, 11, 125
LiuClung 84 8,1 25

Liv-hso ten 75 88 .1, 174

Lin Ich'ing il 8% B.L 27

Liu Kung-ch'itan $#) 2+ $8, L 107, 2211 1L 21
Litli ch'ang 5% 7% M, 1, 153

Lin Pei £ {5, 1, 52

Lin Po-yi FI {8 &, IL 28

Liu Sha-kuci §1 8 8L, 1 42

LinSuf 1 o2

Lin-Sung (dynasty) # .1, 72

Liv Sung-nien $| # 48 1L 125
LiuTaoshih 8 3 -, 11, 53

Lin Ts'aa 8 25,00, 153

Lin Tsung-yiian i 5 7T, 1, 150, 222

175
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Lin-r'ung ssii 75 38 3§, 10, 143

Liu Tzi-hou# F & 1 222

Lin-yao (dance) 75 &, I, 166

LivYen 3| 2, L 134

Lo chén-yil #E 38 &, 1, 131
Lo-ch'uang B K2, I, 146
LoMo ¥ £, 1, 180

Lo-shén-nil 3 Wk 2, 1, 28, 20
Lo-sun 3 {B, L6z

Lo-yang 3% B, 1, 41; 10, 6, 65

Lou Kuan 8 8L 11, 118

Lu#$&,1,18, 221

Lu Chi (Shik-héng) B2 8 (4 §),1.3
Lu Hsin-chung BB {8 &, 11, 57, 58

Lu Hsineytisn B8 o> 8, L, 101

Lokuo wen-kumg 8 Bl 30 2%, 1, 206
Lu Léng-chua J& #5 {0, L 73, 118
Lu-mén chii-shih §& [ B 1, IL, 26
Lyishun 5§ (11, 1, 36, 224

LuTan-we B G 1, 3, s F, 26, 08; 10 57, 4o ff.
Lii, Empress B K, 1, 162

La Chi-fu | ¥ Wi, 1L 54
Li-tsmg ft 55, L 81,

Luan-~ch'si ts'vm il 2% 8, 1, 128
Luan-ma t'un JL 58 8E, 1 128
Lonhua e 8,1, 12

Lung {mmmrain] Fil: 1, 225
Lung-hsiang Pool #8 B i, I1, 70
Lung-hsing (era) B 8, 11, 102
Lung-hsing o6 i 38 <5, L 1o, 123, g 00
Lung-hsiich chu § 2 48, 1, 167
Lung-mén §E 1.1, 42

Lung-su chivo-min ¢'u {ll 15 25 & B, 1, z10
Luﬂ-g*mﬂ .ﬂ- L 2%

M Fén (or Pén) J§ B, 1L 33, 67
Ma Ho-chib [§ #0 2,1, 104 .

Ma Hsing-tsu 5% 3% il 10, 112
MaK'vel J5 2=, 1L 13

Ma Kung-hsicn §§ 2+ 1, 1L, 112
MaLin 5 8511, 113
Ma-nao 3§ T, 11, 163

Ma Shib-jung & # 58, 11, 89, 112
h‘h-'}'?lh"ﬂﬂﬁ' H: m: ll‘ 128

Ma Yiian 5§ 35 1, o4 £ 10, 86, 11z

Mai-chi shan 28 B I, L 42, 62

Mao Odes £ &, 11, 100

MaoI3E &5, 11, 89

Mao Sung ZE £, 1L 89

Mei-hua H—shfnp'u wmeitE W B0 157
Mei-p'u ¥ig B8, 10, 156, 160

Mei Tzii-p'ing $6 -F &, II, 28

Mei Yao-ch'tn e 2 B, L 173

Méng Ch'ang & 7, 1, 175
Meéng Chén 3 B, I, 143

Ménpch'i pi-t'an 35 3 SE B8 1, 175

Meéng Hao-jan 3 % 48, I, 137

Meéng Yii-chien 3 T M, 1, 143

MifE, I, 16

Mi-chiao & £ 1, 81

Mi Fei (Fu) % 77, 1, 40, 112 £, 11, 12.4F, 36 T
Mi hsiang—yang chih-lin % & B 35 3%, 1L 27
Mi-hsing ch'ing-wan 7 ¥ 1% B, 10, 27
Mi-hsing pi-wan % 3% B It 1L 27
Mi-lo i 8101, 48

Mi-tien ts'un 4 55 8%, 1, 128

Mi Yu-jén K 2 4=, 1 205; 11, 30, 33

Mi Yiun-hini, X 70 &, IL 26

Miao (wonderful) 28,1, 161

Misoku $ 1, 1 10

Miac-li #5381, 14

M (nver) IE, 1, 21

Min-hua i B} 8 32, 10, 151

Min-shan 8 {11, I, 224

Ming-f5 (24 of Chao Shib—ung) B 8, 11, 71
Mmg-huang hsing Shu ] 5 4 8, 11, 108
Ming-ti (Han Emperor) W] 77, L, 2

Mo—<h' (=i of Wiing Wei) B8 55,1, 104, 125 F

Mo-kavt'u ta=shiti mien-piao E M A B EF 162

Moku#d B. L 175; 11 78, 82
Mo-lo—pu-t'1 JE J& 3 42,1, 60

MouT % &, 1, 128

Mu-~chi ( hao of Fa-ch'ang) 4% &, 1L, 50, 134
Miusfaang ' 5 0 W 0, 43

Mu-tan (peany) 3 7, I, 180; 11, 155
Mu-wang & F, I, 143

Nan-ch'ang 1§ &, 11, 150
Nan-Chao # #, 11, 60

Nen-chuany ©u 78 25 B L 160
Nan-kung (hao of Mi Fel) i B, 1L 26



INDEEX TO CHINESE NAMES AND TEAMS 177

néng BE (capable), L, 161

Ni-lew lu %2 & 8%, 1, 30

Ni-li-pa-ting ts'vn {8 2 3 57 %L L, 128, 1L 08
NiTsan [ 8, L o6

Nien-hao 2¢ §. L 63

Ning, Prince %, L, 110

Ning-hsia ® &, 1, 103

Ning-po ¥ I, IL 56

Ning-su g€ EE, 1, 168

Ning-rsung (Sung Emperor) ¥ 5%, 1, 113, 125
MNig-mao s'un 4F B §, 1, 128

Nii-shih chin 22 B &, 1. 28
Ni-ying % 3,1, 59

O-huang 5% 8.1, 50
O-miei shan B 8 11, 1, 195, 224, 1, 25
Qu-yang Hsiu Bt |5 €, 1, 40

Pa (place) . L 133

Pa Bridge 10 15, L 133

Pa-kuacen /A £ B, L 174
Pai-chang B 2L, 1, 148
Pai-fuchih | W 8%, 10, 27
pai-miao B 18, 11, 42, 50. 55, 135
Pai-po & &. 1, 159

Pan, Lady, #E.1, jo

Pao-ch'ast B # ¥, L 120
Pacchin chai T & 5§, 11, 28
Pac-hui c'ang T MY 2. 10, 70
Pao-isst 8 3& 55, 1,123
Pao-lukong ¥ & &, 1L, 77
Pac-ting &1 i1, 11, 25
on-?'i:ugssﬁﬂ-ﬁ 2.1
Pao-yu (era) T8 BG. L, 151, 153
Pao-yiich W A, L 197
Pei-ching-1¢ ssii AL 7t 8 5, 1 154
Pei-ai (hao of Li Yung) At 38, 10, 21
Pei-ku Mounrain 46 B8 (1, 1L, 101
Peilin T #%, L 113

Pei-mang (mountain) & €8, 1, 57, 157
Pei-yian AL B, [, 22

Pei-yiian (tzf of Tung Yitan) 4t 2, 1, 200
P'ef, Odes of 3, 11, 770

P'ei Chi 28 38, 1,43

PeiK'si 3 #8127

PeaMm$P 2.157:110

P'éng-ch'éng 3 3R, 1, 103

P'eng Ch'ung-itn ¥ & £, 11,24
Pling-lai % 3, 10 21

P'éng-pi ZE 8. 10, 162

Pi Chung-y(l 8 4f &, 1, 203

Pi-fa chi §€ 3£ 5. 1, 187

Pi Hung & %, 1, 120

P'i-ling Yii-shih 18 8% F JK 1, 164
P'i-ma ts'un 3% & 8, L 128
Piph EE. L6705

Pliao-i 58 i, 1L, 109

Plich-na 3 #5101 137

Pien (bridg) B8 88, 1L, 125

Pien HI;-"F ¥i.1, 34
Pien-hoa 38 {6, 0, 140

Pien-liang 7F 8. I, 150, 181; 11
Pien Luan 38§, [ 183:1L 13

Pin, Odes of M8 B, 11, 110
Pin-chis-lo 3 v §&, 1, 76

in (oiver) #i, 1, 221

Ping-ling sst 4% 88 =7, [ 42,62
Pling-changshih 2% % 3, 1, 167
Pling-yang 7 BB, L s3: 10, 130

Po Chi- A & 8.1 100
Po-hsing 8§ 3.1, 114

Po-ho 8 &1, 159

Po-i {8 3L, 11, 95

Poluvo-ln il & B 6. 10,4
Powyang # BB, I, 1137

Plo-climg (broken toinb) @ %, 1, 27
Plo-mo (*Broken ink”) B 8,11, 25
Po-me ("Spilled ink™) B 8, L 165 ., 207 II. 70
Plo—wang ts un BE @ B 1, 128
Po-haen & 5. L o4

P'uJuiS @, 1L 08

Po-k'ung Chin-kang A8 25 & Wi, 1, 148: 70, 58
Pui-tai A5 5. 11, 146

Pu-wing il #5. 1135

P'o-ch'ih Temple 88 3@ 3.1, 24
Plo-kueng 7§ 36, 1L 147
Pu-minsa ¥ M %, L oz
Puowsod & F.1L 120

Ply-t'ien 3 H, 1L 151

Sa Tula B 80 W1, 52
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SanChi=2 1,3 Shih K'o 5 #, 1, 154, 1601 11, 134
San-busao-lo = BB L 52 Shib-ku yen-tza F 8 45 F. L 101
Sati~t"zi hsien = 8 8%, 1, 113 Shih-kuan B #ill, L 143
Shan B, 1, 222 Shife-lin pi-shn i A7 ¥ 7 B 8% 11,27
Shan-chii lac-hsien 13 BB & {ilf, 11, 162 Shik ming PR 5.1, 2
Shan-chuang ¢w |1 35 B, 1, 45 Shibemi 3, 1 136
Shan-fan (1| 2 10, 165 Shili-shuo hsn-yi 8 3 3 38, 1, 27
Shan-ku tao-jén (hae of Humg Tng-chien) JU 2%  Shihet 35 % 11 117, 147

A AL 40 Shih Wei Wang Hao ¥ $8 F %, 1, 160
Shan-sli ¢hia-fa [_Ll 7K = B, 1L, 120 S!Jih-‘y’th {rﬂ'nu:nnl P}:u-m} 1& _.E“ L&
Shan-zhii el wn-hsian i (U 7k # 25, 1, 206 Shou-kuosa R F, 1, 121
Shan-shw hyun 11 7K 3, 1, 220 s (sparse) B, 1, 116
Shan Wo-wei 38 9 8.1 149 Shu 8, 1, 107;: 11, 140
Shang (mountams) #& (I, L 162 Shuch'éng §F 8. 11, 30
Shang-ch'ing kung £ % &, L 150 Shuch'i & %, 11, 05
Shang-chn Temple & #3511 143 Shui-haea chi T 3] 52,11, 03, 09
Shang-1 8 %, |, ¢6 She-lnia mine-hsin b 9 8 88 > 8.1 45
Shang-fang yokuo {tl:mplr.':l EHFEE N 147 Shu=hia shin-lu chieh-'i 35 B 3% 8% 5 B, L 220
Shang-jzo _k #, 1T, 13 Shusiih hui-poo T 3 B E 1, 19
Shao Heng-chén 8l 2 51, 10, 122 Shuea (e of Tumg Yiam) 2 32, 1, 200
Shao-li (era) #8 B2, 10, 125 Shu—tang (rzd of Sn Kuo) 30 8. 1, 25
Shac-hsing (era) &l 8, I, 100, 154 Sho—viian #F FE. 11, 77
Shao-hstin & B, 1, 160 Shui-heien 2K {11, 155, 160
Shao-lin ssa 2 #£ 3. 1, 69 Shun (Emperor) %%, L spill, 52
Shao Po-ving Bl {3 3,1, 158 Shuo wén 38 20,1, 12
Shac-shing (era) #8 2,11, 44 So-nan {hae oF Ching Ssii-hsian), B /6 I, 16
Shao-ung (era) & . 1, 144 Se-wing (kao of Ch'tn Jung) iy &, 1L 151
Shén (divine) #, [, 161 s (thoughe) S8, 1, 187
Shin-chéng ¥l 8, 1, 185 Ssii-hao M 6%, IL 11<
Shén Kua 3 48, I, 175, 200 Ssiil-chén 31 B8 I, 10, 134
Shén-p'in #f fa, L 72 Ssi-ling K, B, 11, 100
Shenst BE 8,1 44 Ssii-ma Kuzng 5 5 X 1L 8
Shén-tsung (Sung Emperot) ¥ 52, 1, 2 ), 63, 64 Ssit-ma T'ong-po ] % 18,1, 163

60 f, 153 Ss-ming 9 B, I, 141;10, 150
Shén-yu Hall 9p #F BY, 11, 65 SuCh'e 8§ 88,1, 216; 10, 40
shing-i &£ B, 1, 180 Su~chih 3 8, [, 168
Shéng-kuang wi 8§ JE 5§, 1, 122 Su Han—ch'en 8 8 B, 11, wog /£
Shing-tz'vsi 3 &5 55,1, 124 Su Haia-chi 8% B 8 0, 28
Shing Wen-so @ 2 8. 1, 107 Su Hsiin ¢ #), 11, 40
Shing-yin st 2 [H <5, |, 154 Sulchien 88 8 #.1 170
Shéng-vi (fzif of Kung K'a1) Z 5,11, 130 So Kuo #8 i#, 11, 25
Shéng-yiian [era) §F FL L 160 SnPott H, L 62
Shih chi 3 32, 1, 120 Su Shih #8 82, (see Su Tung-p'a)
Shih ching 5% #2. 1, 32: 10, 108 Su Shun-ch'n 88 & §k. 11, 10
Shib Ch'dan-shu 3 2= 8,1, 116 SuTung-p'o 8§ B 3%, I, 112, 216; 1L § ., 11, 49

Shuhi-fan (W i~chiuy ) i Wi, T, 146 Su-tsung {Tlang Emperor) 3 52, L Bo; 143



INDEX TO CHINESE NAMES AND THERMS 1570

Sui-cli'ao v B @ M, 1, 170
Sui-hsing 8% & I, 48
Sui~yang ME 5, 11, 51

Sun Chih-wer 4 40 81, 165
Sun Ch'iian £ 2, 11, 20

Sun Chitn-ts2 37 3 7, 11, 119
Sun Shanp-z0 8 0 - L 42 121

Sun Trai-ku B & & (124 of Sun Chih-wei), L 162

Swy Wi (Vi) % fif (i), 1, rs4
Sung (mountains) &, L 36

Suntg—chai mei-p u 45 T ¥ T8 1L 157
Sung Fa-chib 42 & W, 1. 82

Suny haiieh-shih chi 7% & 4 1L 136
Stmg kao-séng chnom 7 (8 8L 154
Sung-men [tz of Watig Tsan) - T
Sung Po-jén 3R 18 £, 11, 157
Suing=shan & 11, 1, 224

Sung Ts (i=i, Fo-ku) 35 8, 1, 316; 1T, 25
Sung Tsur—kue 4 38 ¥ L 44

Sung Teil-fang R -F B, L 1, 25

Sung Yung<h'®n 32 H B, L 107
Szechum I )1, 1, 21 f

Ta-chung haang-fil (era) ¢ o # 4F, L 181
Ta-fuplis'un K 55 WHE L 12810, 03
Ta-hsimg ch'éng & 3 3 1, 43

Tok'nai KR, 1 36

Ta-koan (era) & fiE, 1, 220

Takusn ting-haiyi-pi- KL T X 8 .1, 42
Ta-li fuk 38 K, 1, 113

Ta-liss 078 5,10, 30

Ta-méng K 5,1, 36

Ta-mmng & W, IT, 34

Ta-mo (Bodludharma) 3 BT, 10
Ta-shih-chih & 3 F 1,04

Tashih ko 8.1 113

Ta-t'ung K FLL o

Ta-yim sl 4 88 75, L 123, 124
Ta-an A 4, I, 148

Tai-chao (official rank) 7 &8, L, 166; I, 108, 112, 113

Tai K'uen 3% 22, 1, 35; 11, 62

Tai Sung # 8, I r25 A2 1L 33,06
Tai-zung (T'ang Emperor) f 5.1, 37
Tai Wan 8§ 54, 1L 64, &8

T'ai-ch'ing kong & 8 E.1, 110
Tachouts M. L 135

Tai-hang & 47, L 18, 187, 225, 11, 100
T'ai-ho tien =& F1 B, 1, 118

T ai hsiieh & 8, 11, 76

Tai-hua K 2§, 1, 202

Tar-pui luing A B B, 1,40

Trai-p'ing oh'ing-hus 22 25 3 3511, 138
T'ai-p'ing hsing-kuo (eta) 2 78 36 ||, L 155
T aishan £ (1, 1. 203,224

Tai-tsu (Sung Emperor) A ML T, 1, 6o ff
T'ai-mung (Tang Emperor) K 55, L 80,07 £: 112
T'mi-cung (Simg Emperor) 2K 5. L 103; 1, oo .
T a-yitan 2 J&. 11, 26

Tan-hsia 75 18, 11, 147

Tan-c'u FF &, 1 203

Tan-yang #+ B, 1, 55

Tan Tao-luan #f 385 8.1, 27

Tan-wo w'on T 8 551 128

Tang, Southem (Mdynasty™) ¥ B, 1, 152

T ang-an i B & F.)iw

Tang Chih-oung B & 3. 1L 28

T ang-hou hing-ts"une 'u B )5 4745 WL L 144
T'ang Hsi-ya §§ & 2. 1L 33

Tang-hsmg ssii 1§ 58 <, 1 131

Tao i, Lot 15t

Tao-fén 38 5.1, 190

Tacfu i 52, IL 23

To-i 'w (18) 422 42 B, 1, 128

Tao-yiian (=d of Lin Te'ai) 38 I, 10, 153

T ao-ch'an lao-jén 2 8 E N, 159

T'a0 Ch'ien 18 T8 (sec T'ao Yiian-ming)
Tact'ich B ¥ 1,2

T'ao Yitan-ming 0§ @i W, L 101, [T, 23, 73,137
Te-hsin (e of Mou 1) 88 87,11, 128

Téts'ai (e of Mou 1) 88 F2. 10, 128

Té-wung (T ang Emperor) 8 55,1 14s

Té-yin, Té-yitan (2 of Kuan-hsiu) 8 i FRF ARTYI
Teng—chou M. 1 193

Téng Ch'ang-yu i B {f. L 161, 182; 11 33
Tiso Kuang-yin =) MLy

Tlich-hsien ='on 7 F8 8, 1, 128

Tien Ch'ang-shih i £ ¥, 11 20

Tien—chu Temple & 4 1L 147

Tien-chia (era) % 3,1

Tien-huang s T 8 35, L 44

Tien-kang i K & 57,1, 110, 124

Tien-mén {streer) 7 M. 1L 214
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Trien-n{ i % 3¢ 35, 1, 125
Tien-paoc (era) & T, 1, 110
Tlien-p'éng K #.1, 112

T'ien Séng-liang | f§ 58, L 42
Tlienshing (era) 7 .1, 202
Tlien-sh K 7K, L 62; 1L, 78
Tien-t'ai (sect) K H, 1L, 81
Tien-t3i K ¥ (mountain), I, 224
Then-t'an 3K 3,1, 224
T'ien-wang X E. 1,76
Tlien-wang amp-i=it & E ZE T, 1, 114
Ting (the cook) T, 1 115

Ting Chu-ya T A & 1L 15
Ting-kuang T 3. 1, 46, 182; 1L, 62
Ting-shui st 2 7K 55,1, 122
Tlo-pa (Tartars) 3 §E. 1, 41

Tou Clien-té §i 5t 48,1, 44
Tou-hsing 2 B, 1, 40

Tou-pai s'un 7 WE BT 28
Ts‘n.—piﬁ %, 1, 205, L, 53, 116
Ts'a-ts'un B2 8, 1, 204

Ts'ai Ching £5 7511 4, 87, 84
Ts'ai Kuei 25 FE, 11, 120

Ts'ai Shon B i 1, 58, 60

Ts'ai Then—ch'i 22 58 B, 10, 44
Te'ni Yung 5 & 1,226

Ts'an Chuang~yian $EAK JC L 167
Te'ang-ku & &, I, 106, 1L, 130
Te'ang-lao 2 &, 1, 106: 11, 119
Ts'ao, Family .1, 6o; IL, 143
Ts'so Chih & Hi, 1. 5

Ts'ao Chung—tx T 4 2.1, 42,44, 60, 70

Ts'aoPa & 8, L 137: 1L 33

Ts'ao Pu-hsing & A B, 1, 3, 169, 11, 149
Tsaosha B #. Lo

Tsou Fu-ley 85 AR 55, 10, 102

Tsou Fo-yiian fi T 3T, 10, 162
Tsou kel 81 — #.1,73
Tsowshou ﬁ m, L 136

Tsu-wing 3 &1L 146

T W Bl 5, 1 167

Ts'ui Chiio 38 B, 1L 64
Ts'uiPoE A, 1 182: 11,25, 33,62
Te'un-fa B .1, 128: L 70
Tsung-ch'ih ssi P Lus
Tsung-i #t &, 1,161

Tsung-pi Ht %, 1, 123

Tsung Ping 5% M, L 35; 1L 70

Tsung Ts2 5 19,10, 5

TuFu#t B, L 70, 100

Tu Hsiao £k 8§, 1, 169

Tu Hstin &t %, 11, 33

TuRK'a# #. 1 195

To-kung t'an-tsiian A% BB L

Tu-pei v 58 54 WL 1, 1o

Tuan Chien B¥ 8%, 1. 203

Tuan Fang 3 247, 1, 76

Tuian T B #&. TL 41

T'ui-t'mg Hall B & 2,101, 24

Tun-bmang B A0, L 61 fF, 82 fF

Tun-hotang I-shu k'ai-lin 8¢ 48 3 W %% 5. L 62

Tuinhuang i-shu o yian-lin yil wei-pang 52 8 8B % 89
i 3% 98 M 3, 1,62

Tun-luang pi-hua ching piao-hsien 8 chung-kn hu-fua
R EANPERE L

Tun-tnang pi-hua chi 8¢ 81 58 8] . 1, 62

Tun-tuang shili-shihchi B 4 35 = 58, 1. 62

Tung B, 11, 562

Tung-che M #F, [0, 140

Tung chien-fo g 3 F # I, 1, 62

Tung-lu B &, [ 114

Tung-p'ing B 2B, 11, 134

Tung Pa-jén (tz of Tung Chan) 8 15, 1 42, 44, 51

Tung-p'o shan-ku f'i~pa B 3 |11 F B BE. 11, 20

Tumg-p'o piich-shui t'u 3R 4 oK M, I, o8

Tung=t'len ch'mp-lu W X 77 8%, 1L 32

Tung-t'mg F B 10, 140

Tung Y 3k ML 150

Tung Yian 3 07, [, 106, 208; IL 33, 119

Tung-yiich mizo B {3k B, L 113

Tung Yung 3 7%, 1, 58§, 6o

Tung Hsitan 7 #F, IL 43

T‘urjg—knu i m, L 31

T ung-kuang (era) 7] 36, 1, 174

T'ung-tza & F, L 103

Tzi (place) £§.1, 181

Tri-chuan (tzl of Shih K'o) -F §, L, 161

Tirii-hsi (=i of Ts'ni Po) F M, 11, 62

Tzii-fan BH£ 1y _

Tzii-ku (rzil of Chao Méng-chien) F [, 1L, 150

Tazii-li (24 of Fan Ching-fin) F 3L 1 25

Tziv-lin 38 8k, 11, 23
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ToiluF 85,10, 20

Tei-shéng s 7 8 3%, 1, 120
Tzi-reai B 4E,11, 54

Tzi-tuan (=i of Wang T'ing-yiin) F 88, IL 129

Tzi-wen ~F i, 11, 163

Trit-yu (t2ii of Wang Hui-chib) F &%, 11, 62
Tzii Yii-maid iy -F. 10, 76
Tri-yiin F 2,10, 16

Tz'o-enssi B B 5. Lo

Te'G-li es'un 0 52 88, 1 128

T zii-shéng kuang-hsien (Empress) 3 2 36 W, 1, 197

Te'o-thang fd 2,1, 56

Wa-kuan (tenmple) % &, 128

Wan-an kuan 5 2 B0, 1, 121

Wan-fo tung & # ¥, 1, 6=

Wan-ho sung-fime ¢'u 3§ 82 B B Bl o6
W an-shou mowttains 38 57 |1, 10, 65

Wan Trii-ho 3 -F B 1L 45

Wang An-shih £ X f. 1,2 &, 23 fE

Wang Ch'i-han 3¢ # M. 1, 166

Wang Chihi-ceng 3 88 2, 1, 106

Woang Chin-ch'ing 3 8 ¥ (scc Wang Shén)
Wing Ching E 8,11, 129

Wang-ch'uan (place and picrure) 8 JIl, L 123, 120

Wang—<h'iian chih 8 N| 2% 1 129
Wang Fang 3 B5, 1, 112

Wang Hst-chih £ 88 2, 1L 221 11, 136
Wang Hsa £ 3, L, 165: L 119, 134
Wang Fuao =F I, I, 100

Wang Hsienchih = & 2, 1150 11
Wang Hstan-v'é £ % 3. 1 82
Wang Hsiin £ L6z

Wang Hui-chih ¥ Z 0, 62
Wang Ku-hsiang °F §% #6, 1L 122
Wang Kuan F HE. L 157
Wang Li - i, I 124

Wang Lin £ 3. 1, 48

Wang Lo-yii i 8 &, IL £23
Wang Man—h'ing 7E 8 8.0
Wang Méng F B 1, 128, IL 111
Wang Mo = Bl or 88 I, 165 (see Wang Hua)
Wang Shén = Bt 1, 206; 11 44,70
Wang Shih-chén £ 4 5, 1L 34
Wang Shih-ch'ung 7 # %, L st
Woang Shih-min 7 §§ 8,1, 212

‘Wang Shib-yitan 2 7 JC, 1, 194

Wang Shu-ming 3= 8 B, I, 128 (see Wang Méng)
Wang T'ing-koei F E 2.1, 10

Wang Ting-kuo £ ZEL. 1L 7

Wang T'ing-yiin £ J& 8,11, 129

Wang To E #, 1,210

Wang Tsao 7 3, 10, o8

Wang-tu 4 #8.1, 23

Wang Wa E 6,1, 35

Wang Wei E #, L 70 .. 104, 125
Wang-wu E JE, L 224

Wang-wu shan £ B (11, I, 168

Wang Yen T 7,1, 130

Wang Yen-sou =& ji 8,11, 161

Wang Yo 7 2,11 33

Wei, Eastern (Dynasty) 38, L 41

Wei, Northern (Dynasty) 46 8, L 41 .
Wel, Western (Dynasty) 6 $8, 1 41
Wei-ch'iao 'u TH & M. 1 47

Wei-ch'ih Chis-séng B 2 B &,L 71
Wei-ch'ih lséng B 8 Z &.1, 1
Weich'th Lo f 2 8¢ L 7r

Wei-ch'th Pachihpa S @ B H B. L7
Wei Hsich §fF 18,1, 3, 5, 35

Wei Hsien 55, 17, 25

Wei-mo-ch't 8 I &5, 1. 46

Wei Ssii-li 3 84 3L 1, 100

Wei Yen % B8, 1, 142 0L 53

Wen (omaments) 25,11, 40

W 3 IL ryh

Wen Chén 20 K, 1, 97

Wen Chimg-ming 2C % B, 1, 75: 11, 110, 119
Wen Chi 3C #5, 1, 75: IL 128

Wen Chia 22 3%, L 1o, 140

Winch'len (tzi of Chang Lei) 2 85, 1L 19
Wen-ching (posthumous name of Han Hri-tsai) 3C 8§, L,

167
Wer-chung kung 22 & 2, 11, 40
Wenhsien 38 88,1215
Wen Hsin—ch'éng % 4% 4K, 1L, 101
Win-hsiian (Northern Ch'i Emperor) 2 H., 1, o1
Wen haiian 3C %, L, 18
Wen-hsfian-ti (Northern Ch'i Emperor) HHF Lo
Win-ho tien 30 35 B, L 30,46
Wen-jen 30 A, 1,49
Wen-jénbua 22 A 8.1, 37, 128
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Wen-kung (Northern Ch't Emperor) it 2.1, 43
Wen-kuoo s T8 B 35,1, 12
‘Wen Plu-tao (hao of Jil-kuan) 18 % 8, 1L, 163
‘Wen-t (Han Emperor) 2C i, 1, 90

“Wien-#i (Ch'én Emperor) 3C , L oy
Wen-di (Wei Emperor) 20 7.1, 00
Wen-ti (Sui Emperor) 20, L oo

Wen Tung 3C L1, 7610, 17 H.=5, 148
e ts an-k a0 pri-lino 3L ¥ 22 8 T #1162
Wen Yen-po 3 Z 1.1, 206

Wn-yian t'n 2 £ Wl 1, 141

Weng Fang-kang & 2 88, 1L 43

Weng T'ung-ho & [l 8. L 138

W (districes in Kiangsu) 5, 1, 225
W K 1L 140

W Chin S 8, 1 237; 11, 108
Wi—ch'éng %2 3L 10, 14

Wi Chiichén 8 JC 5, 1L o5

Wii-chise (g1 of Yang Pu-chib) % 4%, 11, 159
Wuchun 4% 8, 10 1304

Wit Ch‘ung-ch'ing 8 8 L, L 197
Wu-hou 2 5. 1 79

Wu-hsi i 38, 1. 26

W-hsia BE W, T, 224

W-hsing 5 8, L 214; 11, 50
Wi 5% %, 1224

W Jung-kuang REXLo

Wi [i=pui chi S 4B 1L 87
Wu-liang e2'n 3 5 1, 1, 18

Wo-lin 5 #, 1, 128

Wu-ling (Hunan) 2 5 (1 #), 143
Wu-ling (river) 3 B, 1. 195
Wu-matudi B W, 1L 42

Wu-nint'n & 4 K, I, 140
Wu-shéng mizo 31 22 8, 11, 100

W shuo 3 3. 1, 130 (see Wu Fu-péng)

Wi Ta-su 2 2K 36,11 157

Wtai shih pu T2 £ 32 ¥, 1, 167
Wu-tang T 8,1 224

W Tao-tzii 3138 F, L, 8, 45 £, 76, 70 I, 109 ff.; 1,

i7f., 149

Wt (era) 3 8, 1. 00

Wu-ti (Han Emperor) i L4

Wis-ti (Western Chin Emperor) 5 4, 1, 38
W-ti (Northern Chon Bmperar) B 8, 1, 42
Wi-ti (Liang Emperor) & 7.1, 34

Wo-mmng (Tang Emperor) B 5, L 81
Wo Tsung-yitan i 5 JC. L 158
Wo-t'ung #5 ¥, [ 226; [T, 61

W Yian-chibh & 7T iff, 11, 110

W Yian-po 52 1 1,11, 100

Wu Yian-yi £ JC 5 1L 62

Yang-chai (d) §5 38, L 100

Yang Ch'i-tan i 32 74 L 42, 44

Yang~chou 3 M. L 4

Yang Hsiung % o REYS

Yang Huichih #8 3 22 |, 117, 216

Yang Kao-yu # # 3, 1,120

Yang K'ow [Clu—hm]l W — (& E Lz

Yang-kuan (pass) B [, IL, 4o, 45

Yang kuei-foi 8§ 5 42, 1, 7o 2, 1406

Yang Ning #% W, L 143

Yang Ni_ug-shihﬁ e T, 11 23

Yang Pu<hih B 2= 0, 056 150

Yang Shin # . 1, 46

Yang Sheng #§ 3. 1, 50, 108, 143

Yang-ti (Sul Emperor) 55 &%, 1, 00

Yang T'ing-koang #8 B J6. 1, 111, 121

Yang Tzo-hua #8 -F- %, 1, 42, 44, 57, 98, 102

Yang Wei-chén 8§ HE B 162

Yang Wu-chiv # £ 8,11, 157

Yaing Yit-pei % I 4L, 1, 102

Yang Yotk iE, I, 162

Yuo (Emperor) 3. 1 s0; 1L, 52

Yao K'ung 38 91, L 16

Yao-shan 88 Iy, 11, 13, 147

Yao-shu (r=ii of Huang Ch'fan) B 42,1, 174 £

Yeh3E, IL 151

Yen Chén<h'ing BB 0 B, L 116 11, 21

Yen Ch B 8, 10, 135

Yen Chib-s'ui B 2Z §E.L o

Yen-ching 3 B 11, 6, 125

Yen-chou K #l, 1. 100

Yen Chung {8 4%, 11, 10z

Yen-hsing st 3E 38§ 55. 1, 124

Yen Li-pén ] 3L &, 1, 47 fF, 51, 00, 06 i

Yen Li-t2 ] 3C 68, 1. 06

Yenlin & &, IL 161

Yen-lo-wang ] # £, 1, 11

Yen Lukung (fzii of Yeu Chénch'ing) B8 2, L
116, ryz, 1071,
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Yen Lung~t'u (hao of Yen Su) # #E Bl 1, 201
Yen i ff) B, L oo

Yershil shu-fea chi 8 5C 3 8 56, 1L 1on
Yen-sou i @& 10, 161

Yen Su 3% M, 1, 200

Yen-tang M. 20

Yen-tzi J-F, L 113

Yen Te'tian B &K 2,10, 102

Yen Te'ii-pling B 2X &5, 1L, o2 £

Yen Wen-koei #8 2C AR 1, 128, 196, 208 £
Yienan T W. L 17

Yin Chung-k'an BF {4 8.1 27

Yin-jén F 4= (Mi Yu-jén), 1L, 34
Yin-t'o-to [ PE . 1L 147

Yin, Yang = &, 10, 162

Ying (carpenter from) 2, 1, 715
Ying-ch'iu £ B, |, 223

Ying-chon 84 P4, 10, 21

Ying-hsiich ts'ung-shoo 8 5 3 311 76
Ying-huo hsing 3% B 4.1, 49
'ﬁtlg—iiHﬂ.!.l DfFH[iﬂg B R I os
Ying Yo-chien £ 3£ T8, 10, 143, 143
YoFei ffi &, 10, 5

Yo Shih-hedan 38+ 5,1, 64

Yo-yang (rower) iy B, 145

Yu-ch'éng (Wang Wei) 35 25, L 128
Yii-chang 3L L, 154

Yiichien & ), 11, 143

Yiichih §8 84, 11, 82

Yiich'ih Fséng B 8 7 & (see Weich'ih I-séng)
Yii Chin F #,1L 41

Yii-ch'ing chao-yin kung E {# 88 & =, 1 159
¥ii Ch'ing-lao i i 32,10, 23

Yii Ch'ing-yen (nien) T {# & (48), 10, 165
YuChiis R, 11, 50

Yu-chiin (Wang Hsi-chih) 45 3,1, 128
Yi-hang # B, 10, 65

Yi-hua yoan §§ SEBR, L 215

Yiimen K 4,1, 62

Yii Shih-nan B # 746, I, 221

Yitssiichi & 5 88 10, 138
Yotangfukua E ER B’ L1
Yii-tien os'un 8 B 8L 128

Yi-rs'e kung % fiif Z.11, 16

Yii Tei-chung iy F &, 10, 23

Yii Tzii-ming T W, 11, 165

Yia-wén Hua-chi F 3 {6, 1, 44

Yii Wu-rao 5% 3 3. 1L 165

Yiiyil (tzi of Hsia Kuei) & 1L rig
Yitan-chang (i of Mi Fei) 30 5%, 10, 26
Yaan—ch'éng JC W&, 11, 162

Yaan Ch'ien 3% K. L 35

Yian-feng JC B, 1, 216

Yian-fit (erz) 704, 1L 7

Yiian-hui (£ of Chu Hsi) JC W, 1L, 67
Y an-hui {tzi of P u-kuang) I I, 1L, 67, 147
Yitn-hui (1= of Mi Yu-jén) JC IE, 1L 34
Yian 15 3&, 11, 153

Yian Ku 8. L 59

Yian-koe: T 31 112

Yitan Ming B 4,1 117

Yian-ti (Han Emperor) 5T 7, L 30
Yiian-o (Liang Emperor) JC 7, L 40
¥aan-wu [H 48, 11, 46, 133

Yiar-yit (era) 3C B, 11, 20, 156

Yiian Yiian (Juun Yian) BT 3G, L 140, 171
Yiich (Chekiang) #2. 1, 225

Yiieh-kéng yi-lu [ $ B &, T
Yiich-shan 88 (14, 11

Yiech-shu t'ich ] 3% &%

Yieh-yen H 1L 40

Yin 7. 1, 187

Yiin, Prince §; -E, [1, 86

Yiin-hua sso 28 JE 3. L rax

Yin-kang L #, 1, 42

Yiin-t'ai (Cloud Terrace) S5 8,1, 2
Yin-t'aishan 38 3k 11,1, 34
Yin-t'ang st 5 F %.7, 154

Yiin-t'on t'uth 25 08 85, L 128

Yiin Tung 2 3, 1T, 162

Yung 8, 11, 146

Yung (place) %, 1, 103

Yung-lo (era) 7k 88, 1L 67
Yung-shou sii AL 85 3§, L 122
Yung-t'aissa Jic 3 3, | 123
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Abe Collection (and catalogue), Osaka, 1, 114, 126, 194,
199, 219; I, 31, 85, 1351, 136

Akaboshi (later Sugahara) Collection, 1, 182; TL 71, 131

Akimoro Callection, IL, 103, 119, 123

Alayama, T, I, 156

Asano Collection (Odawara), 1, 156: I, 82, 120, 146, 147

Ashikaga (period). T0, 136, 143-

Ashikaga Yoshimasa (Collecrion — Higashiyama), II,
T44

Ashikaga Yoshimitsu (Collection), 1L, 85, 140

Baisann, I, 5§

Benen (monk), I, 139

Bijutsu Kenkyd, L 164, 1713 1L 57, 68, 94, 130, 146
Bijutsu Tansd, 11, 140

Bujin Gwasen, 1, 144

Bukky Bijutsu, I, 151

Bukkyd Geijutsy, 1, 83

Chion-in (Ky5to), I, 170; I, 164, 165
Chisen Kdseki Ziifu, 1, 53
Chiikoku Kaigashi Ronk3, 1, 156

Daishi, KGb; 1, 148

Daitokuyi (Kydeo), I, 133; 11, 56, 140, 141, 164, 166
Dan Collecticm, T, 48

Daji (monk-srost), L 85

Ehojt (Gifu), IT, 50

Fujii Collection (Kybto), I, 108, 102, 207, 208; II, 73, 83,
110, 120

Fujita Collection (Osalea), 1 156; 11, 121

Fukuoka Collection, I1, 8%

Geien Shinsha, 11, 143

Hakubunds Collection, I, 8

Hara Collection (Sannotani), IT, 73

Harada, | 22

Hayasaki Collection, I, 119

Higashiyama Callection, T1, 140, 144, 146
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Horyiifi, 1, 82 ., 143

Hosho, L, 83

Hosso (Japancse name for the Fa-hsiang Schoal of
Buddhism), |, 4z

Hoyu-in {Aichi-ken), IL. 57
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Acker, William R. B., 1, 5, 71, 83, 130 i

AlexeicHf, Professor, L 113

Analects (of Confucim), I, 180; 11, 21, 37

Aquarius, 1, 48 f£
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Fenollosa, 1, 153, 230,
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Heffer, Johnny, 1, 133

Heeder, Ao von, L, 133
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On l-pin, the Extraordinary Style of Chinese Painting,
(by Shimada Shujirs), 1, 164

Ostasiatsche Zeischrift, 1, 106, 113, 120 IL 58

Othonian, 1, 6%

Palace Museum Collection, former (Peking), I, 185, 108,
204, 208, 307, &8, 310, 317.218: 1L, 15, 97, 10z, IT4,
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OF PAINTINGS AND REPRODUCTIONS
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HAVE BEEN PRINTED WITH CONTRIBUTIONS FROM
KUNGAFONDEN AND HUMANISTISEA FONDEN




Introduction to the Lists

Tus WEstery art-historian who tries to attam a
reasotied, ordetly view of the very large material of
Chinese painting still existing fmds himself inevir-
ahly confronted with problems of a more mtricate
kind than those which are most familiar to him from
the history of pest-medieval European painting,
They are inherent in the material and accentuated
by the traditional attitude and methods of the are-
historians and painters of the Far East. For them the
safest way to mastery of the art of painting was
always to mansmit the style of their favounite
predecessors as faithfully as possible, to asimilate
their spirit and to learn their manner of cxpression,
50 to speak, by heart. The old masters, and particu-
larly the most famous among them, thus served as
models niot only to their contemporaries but also to
hosts of later pamters. who somerimes indicated the
names of their models above their signatures, bura
other times left their rendenings without any written
testimony or simply with their own seals on them.
Such methods may not commend themselves to
Western ideas of artistic creation and honesty, but
they have contributed to keep alive certain currents
of style, patterns and ideas accepted as essentials not
only by the men of the brush but also by critics and
historians,

It must, however, be remembered thar this trans-
mission of the old masters” art was by no means
based on s‘u:nplc copymg or reproduction of the
early pictures; it took the form of interpretations
rather than of direct copies and the results became
thus quite unequal, depending on the remperament
and skill of the executing painters. These conditions
may contribute to the artistic meerest of the imita-
tions, but it i also apt to reduce thar valuc as

substituzes for the onginals and complicates the
efforts to reconstruct lost anvres. In other words, we
are faced with the stylistic and technical intricacies
of u secondary marerial n our attempts to reach

some imderstanding of the early masters (from

T'ang to Sung), whose original works are no longer
preserved. Their artistic activity may be described
in literary sources, which buttress up their fame, but
the pictorial examples honoured wath their names
are mostly of an inferior or doubtful kind.

In working out the Amotated Lists of Paintmgs
and Reproductions of Pantings by Chinese Pamters
for the early periods, the compiler has thus been
faced with the necessity of selecting and classifying
paintings traditionally ascribed to cermin masters.
Some of them could be left out withoat much
hesitation — when their connesions with the master
seemed too vague or distant - others had o be
introduced because of their histoneal or stylistic
relations with the presumptive artists.

The pictures of the earliest periods — T'ang and
pre-T*ang — are with very few exceptions generally
recognized as copies; or imitations of various dates
and merits; their characteristics could m most cases
easily be indicated by short remarks or notes after
the descriptions. But when the relative proportion
between obvious copies and presumptive originals
changes somewhat — as in the Sung period — the
task of disentangling them becomes more intricate
and tends to entail lengthy commentaries. In order to
avoid these, the commentaries have been replaced
by a serics of letters intended to serve as pointers or
hints regarding the relative authennciry of the
respective pictures, Bue it must be understood that
these are not intended as acsthetic estimates or final
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opmions: about the importance or authenticity of
the pictures. They are merely pointers which, at the
time of study, seemed most nseful for sorting out the
material and classifying it according to mdividual
and periodic characteristics. These classifying letters
may be shortly explained as follows:
A. A genuine work by the master.
A In the manner of the master but not quite
convincing as his work.
8. Possibly of the period.
B2 Alater copy or free imiration.
C. A doubtful picture with an arbitrary
atrribution.
C.2 Aninsufficient reproduction.

Such graphic indicators are very useful addenda to
the Annotated Lists in the case of painters whose
names have frequently been used on imitations, but
their usefulness varies with the nature of the material
under consideration. In listing the works of less
famous painters of later dates, they have mostly been
dropped, or they have been replaced by short
remarks. And everywhere where they are used they
should be interpreted and applied with citcumspee-
tion rather than with rigid formality. They are here
introduced a¢ preliminary for'a general survey of
Chinese painting, not as a hard and fast classification.

The Lists comprise such pamtings as have been
seen by the compilers either in original or in re-
production. Many of them are not easily accessible
for Western students, but, whenever possible,
reference has been made to reproductions in books
which may be found in Buropean and Amcrican
museum fibraries. These may serve as useful —
though not always reliable - substitutes for works of
art which are out of reach, and as helps o the
memory, but it must not be forgoten that one
authentic painting by a prominent master is far more
mmportant for a a proper undmmndmg of his are I:h:m
shadows of the living touches of the master’s
brush.

The work on these Lists was started more than
fwenty years ago, at a time when Yang Chou-han,
now professor of Enghsh literature ar the Peking
Umiversity, was active as my assistnt in Sweden.
The general plan of the work was then lid out, all
obtainable Chinese and Japanese publications of
reproductions were acquired from Far Eastern book-
sellers. or indexed in libraries in Berlin and Paris, and
the first comprehensive lists of certain masters were
drawn up. The most nowble results of this inidal
period of activity were the Lists of the Ming and
Ch'ing painter’s works which formed parts of my
History of Later Chinese Painting (1938). In the pre-
face to this publication, my indebtedness to Yang
Chou-han for his intelligent co-operation is fully
recorded.

Durmg the years immediately following the
outbreak of the world war the work on the Lists
slowed down gradually owing to the lack of a
capablé Chinese assistant and the difficulty in keep-
ing up the necessary supply of books and the cor-
respondence with distant countries. The material
ran dry and there was no more inducement to go
on with the work. It was not dll 1947, when, in
comnexion with the Princeton Bicentenmial, the
compiler had an opportunity of visiing the U.S.A.
and familiarizing himself with the increased number
of Chinese paintings in American collections, that
the work on the Lists received new impetus. New
materiil was then taken up, the work was resumed,
and a year or two later the old project took on mere
defiite form in discussions with an American
publisher regarding a new general history of Chinese
painting, in which the Lists should also find a place.
The project which thus came to life after 2 long
period of pestation, became more and more a
dominating ides, a driving force in the compiler’s
studies and travels. During the latter he visited the
U.S.A. repeatedly (between 1949 and 1956), Japan
{1951, 1954, 1956), Pekimg (1054) and Formosa
(r936), gathering ar these and other places an ever
growing harvest of new notes and reproductions for
the Lists. Through this continuous accumulation of
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material and the systematizing work invelved, the
relative importance of the Lists has grown rapidly to
such a degree, indeed, that they haye become not
merely a supplement to the History but its very
backbone.

It was a work which absorbed much mare of the
authar's fime and attention than was expected from
the beginning; and it necessitated frequent rearrange-
ments and recopying of various sections of the
growing catalogues. It would really have required
the continuous co-operation of a tramed assistant,
but owing to the lack of such help and to other
circumistances, it advanced slowly and with long
intermissions. It was only during the years 1950-
1955 that L had the advantage of Mr. Huang Tso-yii's
assistance in the recasting and recopymg of the
growing Lists, which were written over several
vimes. The skill and accuracy he devored to this
arduous work are here recorded with sincere
gratitude.

An important new stage in the establishment of
the Lists was initiated at the end of 1955, when
Mr. James Cahill came to Sweden on his way back
from Japan and remained here for three months,
during which time he revised certain portions of the
Lists and incorparated in them a large amount of
new material, manly from Japanese publications
and private collections, With the aid of his ex-
perience and efficient work,; devoted not enly to the
Lists but also to the Bibliography, the index and the
proofs, the publication, which in the meantime had
been entrusted to the prmters, was guided through
the stage of the first gnll!:}' Prmjﬁ.

The i of the work rendered by the
above-named assistants could hardly be exaggerated,
but besides these should be remembered other
helpers whom [ have met more casually in different
parss of the world but who nevertheless have
contributed somé new materials or suggestions of
i for the Lists. Most of them have already
been mentioned in the general Prefice with sincere
recognition of their contributions to my endeavours,
but some of the names mentioned there may here be

repeated and others added with particular emphasis
on their co-operative attitude towards the creation
of the Lists. Those who in this connexion come to
my mind in pardeulas are Mr. Chang Ts'ung-yii
and Professor Wang Hsiin in Peking; Mr. Chuang
Yen and the authoritics of the Museum board in
Formosa mentioned in my Preface; Dr, Shimada
and Mz, Kavai m Kydto, Mr. T. Akiyama and Mr.
Mayuyama in Tokyo, and among the art-experts .
New York particularly Mr. C. €, Wang who in
1954 callated with me the lists of the Sung and
Yiian periods; and Mr. H. C. Wing who time and
again extended to me hospitality and opportunities
for study in his beautiful home in Scarsedale, and
Joseph M. Seo. who with: the years has become
almost 3 New Yorker, yet never losing his fine
sense for Chinese calligraphy, and furthermore
Frank Caro, who now has made C. T. Loo's large
reserves of Chinese paintings accessible to students,
and ‘Walter Hochstadter, who accorded me the rare
opportuniry of secing a few of his treasures brought
from China in recent vears. They are all here
recorded with gratefulness for ther occasional
contributions to the Lists and willingness to enlarge
my experiences in the field of Chinese pantmg,

The Bibliography here inserted contains only such
publications as huve been used — completely oz in
part — for the composition of the Lists, and it has nio
more claims to completeness than the catalogues of
the painters’ works. lts principles of arrangement
will no doubt appear cvident to serious students
without further explanation, but alas! they may fimd
canse 1o regret that some of the editions that 1 have
used do not correspond exactly in paging or other
details to the editions [of the same books) which are
known to them. The arbitrariness of Chinese
reprints is sometimes disconcerting.

The order of the pictures on the Lists is as far as
possible chronological. Whenever there are dated
pictures by 2 cermin master, they are placed in a
special group at the head of the Lists; after them
follows a section consistmg of undated pictures m
Chinese collections {and mostly reproduced in
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Chinese books); the third section is made up of
pictures reproduced in Japancse publications and
examples seen in Japanese collections, whereas the
fourth section containg pictures in public and privare
collections m America and Europe. But occasional
deviations from this order have been caused by the
mixed character of certain publications.
Beside the pictures known to the compiler in
original or reproduction, some short extraces from
the Chinese catalogues of the former National
Museum in Peking — ie. Wen-hua tien and the
adjoining storage—and from the former P'ang Yiian-
chi collection in Shanghai, have been added to the

Lists of the T ang, Sung and Yijan masters’ works.
These addenda fall, strictly speaking, outside the
frame and scope of the present publication, but some
of them offer information of histarical interest,
They have, therefore, been incorporated in the Lists
of the early periods, but not in those of the Ming
and Ch'ing dynasties, which even without such
additions threaten to burst the frame of the present
publication, This is also the main reason why the
additional Lists of Anonymons paintings have been
left in a highly incomplete stare. Their practical
importance is strictly limited, though they melude
pictures of considerable interest.
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Painters of the T"ang Period and Earlier
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Cuan Tzi-cn'my B F E.

From Po Hai (Ts'ang~chou) in Hopeh. Active in the Sui dynasty (581-609). Painted Buddhist figures a5 well as
realistic scenes with men and horses, beside landscapes. Sometimes characterized as “‘originaror of T'ang painung”.
A5G 1. H 2 M, p3oo.

Husi-hua kuan. A River-view in Spring. Scattered over  Ku-kung collect. Study of Classics. Two men seated on

the hilly shores are blossoming teees; men in white
paths and in a boat acrass the river. A short handscroll
in blue and white; now much repaired, Artist’s name
and title of picture wiitten by the emperor Hui
Taung; also an inscription by Ch'ien-lung. Possibly
a T'ang painting. Cf. [-shil cli'dan-"ung, volIV.

the ground reading; a third ooe is advancing with a
scrall, followed by a small boy. Light colours on a
dark background; dight traces of a landscape. The
first leaf of a large album comtaining foarteen paint-
ings atrributed to masters of T'ang and Sung periods,
No signature but seals of Liang Ch'mg-piao. Possibly
a pre-Sung picture.

Cuaxg HsUan 3B K.

A native of Ch'ang-an. One of the most famous of the fashionable painters in the K'ai-yfian era (714-742), praised
in particular for his pictures of elegant ladies and noble youths in palace gardens or travelling on horseback. As a
painter of such subjects, he was equal to Chou Fang. A, 9. B, G, 5. H, 2, 1 46. L, 24. M, p.45s.

14
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Chung-kuvo, 1, 7 (Ti Pling-tzl). Lady Kuokuo's
Spring Garden Party, A nomber of young women
are playing music or amusing themselves among the
blossoming trees or in the galleries around a mountain
garden, Lady Kuo-kuo was the second sister of Yang
Kueifei and likewise famous for her beaury and
romantic adventures which inspired Chang Hslan ©
some of hi¢ pictures. The present one may be a free
imitation after 4 picture with the same ride in the
Hitan=ho Jua-p'u, C7

Chiigoku, 1. Two Ladies Sitting on a Couch Writing; a
Maid standing and grinding the Ink. Album leaf.
Seals of Ch'ien-long and Chia<h'ing. B?

C, T. Loo Successars, New York. An Empress of Tang
and her Retinue Returning from a Journey. The wind

Cuane SExc-vu e [ 8.

is moving their garments and bending the wrees. The
composition is 3 portion of a larger ensemble con-
sisting of five pictures representing the Travels of 2
Tang Empress, as mentioned in the Hsllan-ho fna-
p'it. The execution is not of the T'ang period but the
picture may be a fithful copy. Colours on silk. Cf.
Kwen Cat, 3; Omura, I, s (Chisng Méng-p'in
colleet.); Chiigoku I; Chang Ts'ung-yi Car. B?

Boston Museum, Portfolio, PLy6, s2-a2. Ladies Pre-

paring Silk. Accarding to the inscription, a picture by
Chang Hsilan copied by the emperor Hui-tsung,
Also inscription by the emperor Chang-tsung of
Chin {d 1209). Handscroll. Colours on silk. Cf.
Bifutsu Kenkeyii, 41.

From Wau (Kiangsu). Act. s00-550. Most fimous as'a landscape-painter, particularly of snow scenes. Used the mio-Jeu
manner. Paineed also Buddhise and Taoist figures. A, 7. G, 1. H, 2. L 4s. T, 24 M, pasq

K-k Shuhua chii XXIV. Aummn Landscape.
Colouthil Trees along 2 Mountsin Stream. Possibly
a Sung painting after 3 design by Chang Séng-yu.
Cf. Chinese Car. London Exhibitan, p.rto. There
are several landscapes of the Yitan and Ming periods
by painters such as Lan Ying, which according to
inscriptions are copied after Chang Séng—yu.

Ku-kung collec. Mountn Landscape in Snow.
Decorative colouring, Thscribed with the painter's
name. Possibly of the Ming period.

Sraikan II, 1-17 (Abe collect., Osaka Musegm). The
Five Planets and Twenty-eight Constclladons. The
present picture containg only twelve Constellations;
the other sixteert were probably represented in an
accompanying scroll. The picture, which i executed
with eolours on silk, may be a close copy made in

Cuao Kowe-vu H#H B 3.

the Stng period. The inscriptions in seal characters
reproduce, according to the adjoining note, texny by
Liang Ling-tsan of the &th century, but they may
date from the dme of the exccution of the picrure.
Colophons signed Tung Ch'ich'ang and Ch'gn
Chi-ju. Cf. Bijutsut Kenkyii, No.8g; article by Yashirs
with reproductions of an old Japanese copy of both
scrolls,

Freer Gallery {16.520), The Brushing of the Elephant

The composition is probably based on a design by
Chang Séng-vi The picture retains an early character
in spite of its rclatively lae execition and poor
preservation, Other versions of the same compaosition
are preserved in Chinese and Japancse private collec-
gons. Cft Chung-kno, I, 36; T&sd, p.137, etc. B?

From Ch'ang-an, lived in Cl‘éngtu where he decorated several temples with wall-paintings. Active ¢.825-850,
Buddhist and Taoist figures. Moved later to Chekiang. C, 1. F, 2. H, 2. L 47. L, 46. M, p.sas.

British Miseum (Ams Asisica IX, p.as). Demom
Amacking the Bowl, in which Buddha had imi-
prisoned Mara's son Pingala. Porrion of a handscroll

in very bad repair. Possibly reproducing a composi-
tion by the master, but executed only at the end
of the Sung or in the Yilan period.
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Cr'Ein Howe B [B.

A native of K'tai-chi in Chekiang. He was introduced at court in the K'ai-yiian period (714-742). Painted portraits
of the emperars Hsian-tsung and Su-tsing (756-763) and illustrations of imperial hunting parties and the like.
A9 B. G, 5 Hoz L g7 M, paas.

Nelson Gallery, Kansas Ciry. Meritorions Military and
Civil Officials; origmally eight figures of which only
six are preserved. They are represented as isolated

with coloars on silk. The colophons attached o the
scroll are by Weén Chia (1579), Chung Féng- (1576)
and Yiian Yian (beginning of the roth century).

figures m their offical costumes. Handscroll paintad

Cuine Cr'ien 8 B, ¢ Joch'i 5.

Native of Chéng-chou, Honan. Active in the middle of the 8th century, attached to the Kuang-wén knan. Famous
as a calligraphist; landscape-puinter and musician. A friend of Tu Fuand Li Po and much appreciated by the emperor
Hsfan-mung. A, 0. B. H.z. [, 37. M, p:640.

P'ang Yian-chi Wust Cat, 1940, voll. The Long two men admiring it below. A later picture, C.
Cataract, The water falls from an overhanging rock;

Caovu Fawc J& i, . Chung-lang ¥ B and Ching-yian & JT.

A native of Ch'ang-an and a highly accomplished artist who found his clientéle in high socieey. Active 2780810,
Exccuted wall-paintings in some of the Buddhist temples in the capital, but became most famous for his portraits
and pictures of the court ladies, for which he created a standard type. A, 10.B.F, 5. G, 6. H, 2. L 47. L, 36. M, p. 242.

Restmg from their work and adjosting therr garments
and coiffures. A large handscroll traditionally artri-
buted to the master. The picrure is badly worn in
spots bur may be of the period. Cf. I-shu cli'tian-
tung, vol.V. A relatvely recent complete copy of
this composition, likewise aseribed to Chou Fang,
forms part of the Moore collect. of Yale Universiry.
Cf. The A. S. Moare Cat, PLXXI and London
Chmese Exhibioon Cat 974.

Palice Mwseum, Collorype. A Barbanian Envoy Bring-
ing & White Antelope in Tribute. Title and artst’s
mame written by emperor Hui-tsung, Seals of the
emperors Chang-tsung of Chin and Ch'ien-lmg.
Large album leaf. B?

Ku-kung collect. Two Ladies seated on the Ground in
the Act of writing a Poem. Large album leaf. Probably
a Sung painting after an cadlicr original. Seals of Liang
Ch'ing-piace

K-k Shu-hua chi, XXIV. Five Scholas Enjoying
Music under 3 Pine-tree. Probably a Ming painting,
B?

Clang Taclien collect,, Hongkong (formerly). Six

Ladies playing various instruments; two servants and
4 man with a bow. Shore handscroll. In the manner
of the master. B?

Nelswon Gallery, Eansas Ciry. Listening to Music.
Two Ladies are listening while a third ie playing the
Ch'in in 3 garden, A servant at cach end. A short
handscroll; possibly pre-Sung. Later versions of this
composition in the Ueno (formerly Lo Chén-ya)
collect., the Freer Gallery and other eollections. Cf.
Erh-shili chia and T6s5, paz.

Freer Gallery (16,50). Banana Plant, Rocks and Three
Women. Possibly 2 design by the master, but the
picture is much destroyed and mended, only frag-
ments of the original remain.

Ibid. (16,75). A Woman Secated on the Floor; in front of
her an Embroidery Frame. A somewhat repaired
Sung painting.

Ihid. (16,524). Heavenly Maidens Scattering Flowers
over an Assembly of Buddhist Saints and Worship-
pers, such as Vimalakirti and Mafijuiri, and also the
‘White Elephant with Sacred Objects. The picture,
which may have been executed in the Yaan period,
has no stylistic connexion with Chou Fang,
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Ku-kung collect. Two Ladies playing Double-sixes. The
muain part of the picture is identical with the painting
i the Freer Gallery, but the composition includes
furthermore a young man who carries a plate.
Inscription by Ch'ien Hsfian who possibly may have
executed this copy after Chou Fang, Two more in-
scriptions by Liu Hsiao-chi and Lu Shil-tao, Cf. Freer
Gallery (39:37)-

Metropolitan Museum. Five Women Seated on the
Ground Washing and Playing with some Babues.

Fan ce'ionc 210

Possibly a section of 2 langer scroll depicting the care
of childten. In the manner of the master but not
executed before the late Sung or Yian period.

P'ang Yilan—chi Cat, 7, A Country Woman Playing the
Pi-p'a; an Old Woman with a Saff Sanding by,
Anributed.

Ihid. 11, Lao-tzii Playing the Cl'in. Album leaf Arer-
buted.

thid. 11. Women with Children. Fan painting. Arrri-
buted.

Active it the middle of the gth century in Ch'éng-tu, Szechuan. He was a prominent painter of religious images and
exccuted 4 large number of wall-paintings after the restoration of Buddhism in 850. He is mentioned together with
the painters Ch'én Hao Bt # and P'2ag Chicn ¥ BE, whom he surpassed by the strength of his brush-stokes which

were said to be like iron wires. C, 1. F, 2. G, 2. H, 2. M, p.278.

Ku-kung collect. A Thonsand-armed Kuan-yin seared
on the Lotus Throne. Executed with colours on silk in
the refined kang—pi manner. Acconding to the inscrip-

Han Hoave 8 i, ¢ Ta<ch'ung k1.

ton by the painter(?) exccuted in the firse month
of the year 850 in the Shéng-hsing ssii temple
Ch'éng-fi. Colophon by Chang Ch'ou (of Ming), A7

From Chiang-an. B. 723, d, 787. Governor of Cheldang, prime-minister in the reign of the emperor Té-tsung.
Figures and buffiloes. A, 10. B. G, 6. H, 2. L47. L, 17- M, piig6.

Hin-hua koan. Four Scholars in a Garden (Wén-pian
). The title and the painter’s name were wrtten by

the emperor Hui-sung in 1107, Allo sald of the

emperor, who apparently considered the picture to be
a work by the master. The composition has been
incorporated in the so-called Lin-li t'ang picture by
Chon Wen<hil, Cf. Chung Kuo, I, 25-24. A7

British Museum (Eunmorfopoulos collece.) Two Bulls,
A late imianon. Cf, London Chinese Exhibition
Cat 1056, C.

Haw Kan B,

Private collect., Hongkong. The Wu-nin r'u. Five
Water Buffaloes i varted postures. A short hand-
scroll exceuted with coloars on coarse paper. Gener—
ally apributed to Han Huang, but mentioned by
Fergwwon, Chinese Painting, p.77, a8 2 wotk by Tai
Sung in the possession of "the of Mr. Wu
Yilin, the former comprador of Shanghai and
Hongkong Bank™.

From Ch'ang-an, Famous painter of horses, Summoned by the emperor Hsian-tsung to pant the imperial horses,
Active in the Tlien-pao efa (742-756), A, 9. B. F, 5. G, 13. H, 2. L 47. M, p.60s.

K-k XIV. An Old Man Leading a Horse to the Water.

An album leaf. Seals of the Chéng-ho and Hsfian-ho

epochs and inscription by Ch'ien-lung. C.

Palace Musenm, Collotype, A Groom on Horseback,
leading another saddled horse, Ink and colour on silk.
Inscription by the emperor Hui-sung, dated 1107,
Seals of Hui-tsung and luter emperors. A? A free
copy of this picture in Laufer, Cac. 3.

Sir Peraval David collect., London. A Horse Tied to 3
Pole, called The Shining Light of Night. Ink on
paper. Large album leafl Tnscriptions by the emperor
Li Hou<hu (937-978), by Hsiang Tzi-yen (1138),
and later men. Seals of Sung and laer tmes. A?

Freer Gallery (15,16). Envoys from “‘the Westemn
Countries” with Three fully Capansoned Tribure
Horses, Richly coloured handseroll. Inscription in the
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manner of the emperor Hui-tsung, dated 1114
Colophon by Mo Shib-lung. Possibly copy after one
of Han Kan's five scrolls representing Foreigners with
Tribute Horses, The same composition is repeated
with minor changes in 2 later picture in the same
miseum and partly in a painting in private collect.

S. C. T. K. Hstl-pien, IL. A White Elephant, 2 Camel, a
Black Stag, 2 White Horse, and a Small Dark Bull in
4 Group, besides a Pig and Poultry. Hui-tsung's
writing and Chlien-lung’s inscription. A strange
early design in late execution. C.

Metropolitan Museum (47,18). A Tartar Groom Lead-

inga Horse. Title written in the manner of Hui-tsung,
long inscription by Ch'ien-lung. Short handscroll. B?

P'ang Yitan-chi Cat 1. Tribute Horses. Eight men

bringing three horses. Awributed. Inscriptions. by
Hui-zsung (dated 1114) and Wang Chih-téng (dated
1574), Poems by three Yfian writers. Handscroll.
CF. Picture in Freer Gallery mentioned above.

Ibid. r1. Washing the Horse. Album leaf. Inseribed with

the painter’s name.

Ku K'ar-cars B §# 2, + Chlang-k'ang & B, h. Hu-tou IR 5.
FrnmWu—hn'.]ﬁmgsu.]].nan,iquﬁ.Famﬂmfcrhhpnrﬁnim;udﬁgme&hmpainmda]sufmdmpg‘ﬂ,j.

G,1. H,2. L4s5. L s2. M, p734

Hui-hia kuan, The Nymph of the Lo River. A series of
illustrations to 4 fiu poem by Ts'ao Chih of the 3rd
century forming & long handscroll. The pictures seem
to be close copies of archaic originals transformed 1o
some extent in the more graceful style of the Sung
period: Executed with colours on silk. The number of
scenes could mot be ascertained since only s minor
portion of the scroll was exhibited at the time of my
visit (1054).

Freer Gallery. A portion of 2 scroll corresponding in
part to the pictore mentioned sbove, i.e. abo copied
after Ku K'si-chih's painting, The Nymph of the Lo
River, probably in the Sung period, though executed
in 2 somewhat stiffer manner than the above men-
tioned more complete soroll in Hui-hua knan. Tt was
formerly n the Tuan Fang collect. and is accompanied
by 2 colaphon by Tung Ch'i-ch'ang. Fragmenss of
another version of the Lo Shén scroll are reproduced
in Chiigoku 1; and 2 later, much freer version is in the
Bansh Museum.

Li Crao-Ta0 2 IF 3.

British Muscum. Admaonitions of the Instructress to the

Ladies of the Palace. A handscroll, now containing
siine illustrations to a text by Chang Hua (232-300),
partions of which are copied berween the successive
scenes. Two long colophons at the end of the scrall;
one considered to be by the emperor Huoi-msung
of Sung, the other by the emperor Chiien-lung,
with quotations from Ku K'ai-chil's biography, ete.
Numerous seals; the earliest reads “Hung—wén"', ie
the name of a deparzment in the Han-lin College,
med i the 8th century. Probably a somewhar
restored early T'ang picture based on an original by

Hui-hua kuan. Liehpi (‘w. Four Groups of Famous

Women represented together with their parenss. The
title refers to a lost picture by Ku K'ai-chih which
may have served as model for the present picture.
It is painted with ink and colours on silk and is now
darkened, but may be 2 work from the end of the

Sung period.

Son of Li Ssi-hsiin, Called the Little General Li. Act. e670-730. Landscapes in gold, blue and green. A, 9. B (under

Li Ssu-hsiin), G, 1o, H, 2 L 46 L g2 M, pady.

K.-k. XVIL The Ch'n River. Fantastic wooded moun-~
Poem by Chlien-lung. B?

[hid. XX VL Travellersin the Mountainsin Spring, Chinese
Cat., London Exhibition, p.t8, B? A free late version of
this picture is in the University Museum, Philadelphia.

K-k Sho-huz chi, XXXIL The Lo-yang Tower.

Album-leaf, Colophon by Tung Ch'i~ch’ang. Chinese
Car, London Exhibition, p.r7. A?

Laufer Cat, 2. River Landscape with Cormages and

Mountains in Snow. A late and darkened picture on
silk. C.
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Yurintsikan, IL Mountains in Spring. Handscroll. Gold
and green-coloured. Colophon signed Hsi-pa (Ld
Tung-vang of the Ming period). B?

lsc: Shina Sanzsi-ga Shi. River and Mountains. Gold
and blue colours. Handscroll. B?

Li Cufx 2 B or Li Shin 3§,

Boston Musecum Portfolio, p.143. The Chiu-ch'éng
Palice. Fragment of a late imitation. C.

Pang Yian<hi Car 1. A Drmgon-boat Race. Fan
painting, Attributed.

Thid. 11. A Distant View of a Han Palace. Fan painting.
Artributed.

ﬁn:.r.?ED-!ﬂq.kanidmhﬂ:FﬂUqudKI:hﬁD:hh]E‘umﬂﬁnamjapﬂntnﬂmhiwplinmdin:omcnfﬂwmm-

ples in Kyto. Not recorded in the books on painters.

Kokks 108, 344, 345 (T5ji, Kydto), Portraits of Five
Patriarchs of the Shingon sect of Buddhism: Po-k'ang
chin-kang A 25 & B, Hui-keo H L, Shan-wi-
wel S5 8t 8 Chin-kanp-chih 4z Bl 48 and T-hsmg

L1 Ssii-nstine 25 B §. ¢+, Chienchion 2 R.

— #7. The pictures were broughe to Japan by Kabs
Daishi in 8a4, Only the first named pormait is com-
pletely preserved; the others are much wom, so that
anly minor portions of the figures remain.

Member of the imperial Tang family. B. 651, d. 716. Became 2 general. Landscapes, Considered as the founder of
the “Northern School™ A 0. B. G, 10. H. 2 La6. L 42- M, pady.

Ku-kung collect. Clhitang-fan lou-ko t'u; Boats on the
River, leafy trees along the shore, large ted bruiledinngs
and figures on the opposite side. No signature, but
scals of the Simg period (Chi Hsi Tien Pao) and of An
I~<hou, Probably a Sung copy after an earlier painting,

Freer Gallery (11,170). Palaces and Gardens on Fang=hu,
ome of the Three Tlands of the Immoreals, Fantastic
buildings, beightly coloured trees, blue mountains and

Liv Suanc 81 ¥, « Tzhsa 5.

white clouds. Handscroll. A late imimdon illustrating
the traditional style of the master, B?

Yurintaikan, Il. River Landscape. Steep mountains,
plimy trees and fishing-boars ou the water. Fand-
scroll. Calours on silk. Ar the head of the picture an
annotation by the collector P'ar Ching-fu. A stwange
picture, not in the master's ﬂ}']r_, ptﬂbahh of the
Ming period. C,

From P'éng-ch'éng, Kiangsu. Chin shih during the reign Ta-li of the emperor Su-sung (766-779). Pupil of Chang
Tsao 3B M. Pine-trees and rocks; alio figures. A, 10. B. H, 2. M, p.655.

Ars Asiatica, L pp.2, 3. A full-length pormrait of 2 nll
official in a long robe, standing with hands folded.
Accordmg to |, C. Ferguson, Chinese Painting, pp. 66—
67, the picture represents Kno Trii-, the T ang general,
who also i represented in s similar painting in the

Musenm of St. Louis, The inscription an the top of
this picture, in-which it is said to represent L Tung-
pin, was probably written for another picture by
Ch'uchi, ie. Chiu Ch'ang<h'm (r148-1237).
Possibly executed in the Yiian perod. C.

Lu Huxe I 8, or Lu Hung-i & B —, «. Hao-jan 8RR or 75 25
From Yu-=chou, Hopei., Active in the K'ai~yfan era (713—741) and retired to his connry home on Sung-shan, which
hcdanibcdinpommdrrpmmt:liuaminnfpicmnﬁ.p. G, 1o, H. 2. M, p.676.

Kk Choo-k'sm, 1930. Ten pictures known as Tr'ao-
t'ang shib-chili, representing the place on Sung
Shan where Lu Hung’s residence was sitnated. These
pictures and the accompanying text were not executed
before the Yiian or Ming periods, but may be based
on originals by Lu Hung. Colophons by Yang Ning-

shil (047), Chou Pi-ta (rig), Kao Shib-ch'i and
Ch'ien-dung. Earlier vemions of some of these
pictures, sometimes ascribed ro Li Lung-mien, in the
Abe collect: in the Museum in Osaka, Cf. SGraikan,
Pare II, PLa6.
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Lu Lénc-cuia B & MW or & M.
A siative of Ch'ang-an. Oftert mentioned as Wu Tao-tzit's most important pupil. Active .730-760. Exccuted wall-
painings in some Buddhist temples and also other religious pictures. A,0.B.C 1.G 2. Hi2. L 46. L, 9. M, p.675-

Soraikan, L 2 (Abe collect., Osaka Museum). A Holy
Man in Monk’s Garments and Taoist Tiara Standing
on 4 Billowing Stream. The painter’s name inscribed
i1 the manner of the cmperor Hui-tsung, Possibly a
Ming pamting,

T'aiho tien, Kukung, Three oblong album-leaves

Prex Loan i 5.

representing Buddhist Arhas with Worshippers who
are Presenting Gifts. The pictures, which were formd
under a cushion of a throne-seat in the palace, formed
pares of an album of the Sixteen Arhass; partly spoiled
by mildew, Probably fithful copies of the Sung
period, if not earlier. Cf. Tshu ch'iian-t'ung, val. V.

Worked at the court in Ch'ang-an c.785-802. The most importamt bird painter of the period. A, 10. B, G, 15.

H.z Lyy- L8 M, p.720

Tosd, pr7 (Te'a Shih-an collect.) Sparrows among
Bamboos, Camellia and Plum Blossoms. Inscription
in the manner of the emperor Hii-tsung. A late
inftagon. C.

Tar 18§ M.

Chang Ta-ch'ien collect., Hongkong. A Dove on 2
Branch: Signed. Album leaf. B?

Yaunger brother of Tai Sung; 8th contury. Famous also for pictures of buffiloes. A, 10. G, 13- H, 2. T 47. L, 54-

M, p.714-

Hikkden, PLiz, Cowherds and Buffaloes on a Reedy
Shore under 4 Willow, Album leafl Possibly a lare

Simg picture.

Tat Sunc Rt .

Fighth century. Served as an afficial tnder Han Huang when Han was governor of Chekiang, and became his pupil
in painting, Specialzed 1n prewures of buffaloes. ‘A, 10, Bl G, 13. H,2, L47. L, 34 M, p.714.

collecr. A Boffalocow and is Calf grazing.
Large album leaf. Possibly 3 Sung copy aften 3 picture
by the master. Seals of Liang Ch'ing-piao. B?

Limai vel | (Kikung collecr) Two Fighung
Water-buffaloes. Short scroll. Inscrption; Respect-
fully by your servant Tai Sutig. Poems by
Chtien-limg. Scals of Haang Yiian-pien and Chiien-
lung. Probably a faithful Sung copy. A luter version of
thie same picture, ascribed o Tai 1, forms part of an
album in the same collection,

Boston Museum. A Herd-boy Mounong a Water-
buffalo, Fan-shaped. Old attribution to Ta Sung but
more likely of the 12th century.

Berlin Museum. Two Buffaloes by a Grove of Wind-
swept Trees. Fan painting. Signed. Possibly a late
Sung picture. London Chinese Exhibition Cat 920.

P'ang Yian-chi Cat. 7. Two Buffaloes Fighting, two
herd-boys hiding behind the wees. Atmributed.

fbid. XL A Man Leading a Buffalo. Tnscribed with the

Pa:im::'s name,
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Wanc Wer E 8, . Mo-ch'i BE il

From Tai-ydan; B. 699, d. 759, Often alluded to by his official title Yuch'éng #3 7&. Best known as a poet and
a landscape-painter, but he did also Buddhist and Taoist pictures. A, 1. 8, E 5. Goyo H, 2 L 47. L, 27. M, p28.

Chung-kuo, I, 2 (Manchy Household collect.) River
Scenery with Comages and a Boat in Smow. The
inscription, in the manner of the emperor Hui-tsung,
may have been transferred from another picture.
Colophons by Tung Ch'i-ch'ang and Chien-lung,
An carly picture: B.

thid. 1, 3 (Manchu Houschold collect) Two Scholars
Playing Chess. lnsceiption in the manner of the
emperor Huf-tsung. A much wom small piceure,
Reproduction mdistiner. CF

K-k L Sharply Outlined Mountains and Bare Trees
by a River in Snow. Atmibuted to the master 1 a
poem by Ch'iendung, but probably not execcutesl
before the Sung perod. Chinese Cat. Landon
Exhibition, p.1g. B?

Ku-kung collecr. Snow over the Mountam Stream. A
handscroll on fne silk now darkened. The hirst section
shows descending geese over the water; then snow
hills with sparse trees and some bamboos, and finally
latger hills. Probably an carly Sung copy after the
master’s original which is recorded in various books.
Colophons by Shén Chou, Wang Ao and Tung
Ch'i~ch'ang. B2

Thid. Fragment of 2 handscroll, Pine-trees bending over
a River. A man in a boat and others on a rock.

Slightly greenish colour, Probably 3 Ming painting.
B?

Fytlan Album (T'ung-yin kuan collect) Knar-shan
chi-hsiich 'w, Clearing after Snowfall on the

Wel-cu'tn [-sing B 2. 1@

Meountains, Deeply creviced mountains snd large
trecs alotig a river in winter. The picture is preceded
by the four characters Mo lin hsiang fEng. Possibly
after a design by Wang Wei, but not execated before
Ming. C.

Strsikan, T (Abe collect,, Osaka Museum), Master Fu
Delivering the Classics. Shors handscroll. Inscription
by the emperor Kao-mung (r133). Seals of Hui-
tsung, Kao-tsung and later collectors; Cf Omuora
I, e. B.

Ogawa collect;, Kyto, Clearing after Snowfall on
Hills by 2 River: Probably an eatly copy after a part
of Wang Wei's lamous scroll with this name, which
has been subject to retouching at a later persod.

Lo Chén-yi collect. (Tientin 1921). Clearing after
Snowfall on Hills by the River. Handscroll An
interesting, moce complete version of the same design
1 that represented in the preceding piceore, though of
later date. B?

Yurineaikan, i, Fishing in a Stream in Spring, Hand-
scroll. nscribed with the painter’s name. Poems
supposedly by Wu Chén, Ni Tsan, T'ang Yin and
Weén Chéng-ming, Formerly Plang Yian-chi collect.
A lare imimpon: €.

Rubbings of stone engravings after the Wang—~h'man
scroll, Painred copies of the same picture exist in the.
following collections: 1, Prof. Kobayashi, Kydm; 2,
Prof. Kaizuka, Kyoto; 3, the Fuller Art Museum in
Seattle.

Called the Lesser Weisch'ih, o distnguish him from his father Wel-ch'ils Po-chib-na W 38 Bk T{ #8, who was
called the Greater Wei-chiih. Said o have been a member of the royal family of Khotan, He lived in Ch'ang-an
for many years during the second half of the 7th century (possibly to 710). Execated s number of wall-paintings in
the Buddhis temples, and also icons, all sorts of foreign objects and flowers in rebef. A, 9. B. G, 1. H, 2. L 46, L, 51

C. T. Loo Suceessor, New York. Sakyamuni Buddha

in red mantle; he is stepping out of a thickee of

blossoming tees. Signed: “Ch'en Yung-chih respect-
fully copied”, The picture seems to be 3 close copy;
executed at the beginning of the 1ith century, of an

original probably by Weich'ih Iséng. Cf. B, Laufer’s
caralogue of C. T. Loo's pictures, Paris 1924,

Freer Gallery (14; t47). Lokapila Vaifravana, enthroned
between two Bodhisartvas and two officials under 3
canopy. Two musicians and 3 dancing girl below.
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The picture is accompanied by colophons by Hsiang
Yitan-pien, Chang Ch'ou and [ Ping-shou (all of the
Ming period) m which it is described a5 a work by
Weich'th Iséng. The execution of the picture is
probably not earlier than of the Yitan period. Cf.
Chumg-kuo, L 5.

Peking Palace Muscum collecr. Same picture as de-
scribed above executed with colour and gold outlines
on a dark greenish background. According to the
mmscription at the top, by Wu Tao-rzi. B?

Berenson collect., Settignano. The Admiration of 2 Baby

by some Women; musicians and dancers performing
before them. Handscroll, damaged in part. Attributed
to the master. Cf. Delndo, Ortobre 1928, Probably »
pre-Sung pamting after Wei-ch'ih Lséng.

Stoclet collect., Brussels: A Scene of Goef in the Tent of

g Central Asian Chieftain. One of the women is
holding a baby in her arms. The man on the platform
is supported by some servants; musicians are pros-
trating themselves in front of him. Portion of a hand-
scroll. Probably executed in the Sung period after an
orgmal in the Weich'ih [-séng style.

Wu Tao-tzi 83 F, also called Wu Tao-hsiian 48 38 .

From Yang-chai, Honan. Act. ¢.720-760. Served at court during the reign of the emperor Hsian-tsung, bot travelled
widely and executed wall-paintings in nunierous Buddhist and Taoist temples in Ch'ang-an and Lo-yang, Also
famone as 3 landscape-painter. A, 0: B.F, 5. G, 2. H, 2. I, 46. L, 6. M, p.158.

MNo authentic works by the painter are preserved but his
style may to some extent be observed in the stone-
engravings cxecuted at various times and partly re-
produced in rubbings. The pictures which tradi-
tionally are ascribed to Wu Tao-tzii are less reliable
from = stylistic view—point Among the stone en-
gravings the following may be mentioned as type
exsmples: 1. Kuanym sanding on waves. This
engraving existd at varous places, as for instance at
Lin-do shan; z The Blick Warrior of the North
(Tortoise and Snake). Engraving existing at Ch'éng-
ta; 3. Confucius and Yen-tzii. Engraved on a stone
slab in Pei-lin, Sian; 4 A Scaring Devil. Engraved
on two slabs (atvarious tines), which are inserred in
the terrace wall in front of Tung-yo miso in Chi-
vang, Hopei. (These copies seem to have been
exocuted i the 18th and early 1oth centuries after
are in miserable state of preservation.)

Other posterior renderings of Wu Tao-tzi's designs
(probably for wall-paintings) make up an album of
fifty ink-drawings, tow in the collection of Mr,

Yang Suinc i H.

Junkimg, Chicago. They represent mamly Taoist
figiires, Heavenly Kings and Judges of the Dead, and
have all been reproduced i a portfolio under the
title: Zeichnungen nach Wu Tao-tze ans der Gotter— und
Sagen-Welt Chinas, herausgegeben von F. B, Maron.
Miinich tg13.

Of the warions pictires in Japanese and Chinese collee-

tons maditionally ascribed to Wi Tao-tz8, the follow-
ing may serve as examples:

Soraikan, | (Abe colleer., Osaka Museum), The Birth

and Presentation of Buddha, Handscroll. Ink only,
Seal of emperor Kao-msung of Sung. The design may
be taken from some wall-painting by the master, but
the picture is probably not execnred before the Ming

petiod.

Kokka 179. (Daitokuji, KySto). Kuanyin scated at the

shore in Lalitasana posture. Adoring figures on the
waves, A grand design rranslated in colours, probably
in the Yilan period. Also a later Japanese version of
the same figure in the ssme temple. Cf. S5gen, Ap-
pendix 19

Active in the K'si-ylian period (71¢-741), Famous for his portaits of the emperors Hsilan-tsung and Su-tsung
and also for his landscapes painted in the “boneless” manner of Chang Séng-yu. A, 9 (name mentoned). G, 5.

H, 2. | 46. L 23. M, p.sso.
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Ku-kung collect. (Scroll reproducton, 1935). Smow-
covered Mountains and Pine-trees along a Broad
River; Fishing-boats on the Water. Crude colouring,
The seals of the Sung (come of Ts'ai Chin) and Yiian
periods scem doubtful and abo the colophons, in
which the picture is praised as an example of the
mo-ku manner by Yang Sheng. B?

Nanking Exhib. Cat. 5. Whire Clouds and Green

Nanshii [hatsu. Clearing after Snow on the Mountains;
Travellers on Mutleback passing over a Bridge and

Yan Li-vex [ 30 &

through the Gorge. Ascribed to the painter in an
imperial autograph mscription, B?

Metopolitan Museum (Babe collect.) The Broken
Tree. An old plum-tree in a snowy lundscape,
Colours an dark silk. Inscribed with the painter’s
name. Cf. A. W. Bahr collece. PLIIL B?

Yale Universiry (A. 5. Moore collect.) A Mountain by
a Stream on a Clear Day after a Snowstorm. The title
of the picture and the name of the painter are in-
scribed in the manner of the emperor Hul-tsung at
the top of the picture; also his seal and signature. C.

From ‘Woan-sicu, Sheasi. Son of the painter Yen Pi and brother of Yen Li-t¢. The leading figure painter of the
7th century. Died 673. Served at court under the emperors T ai-tsung (627-640) and Kao-tsung (650-683), Presidens
of the Board of Works in 657, andin 668 one of the two prime-ministers. A,9. B.F, 5. G, 1. H,2.L46.1, 4o, M, p.672,

Boston Musenm, Portfolio, Pls.jo-24. Pormis of
“Thirteen Emperors from the Han to the Sui Dynasty,
each dccompanied by one or more attendants, A
large handscroll; possibly incomplete and not the
work of ane single painter. Attributed to the master
Yen Li-pén by seweral critics of the Sung period; one
of them noting that the picrure at that time was in a
poar state of preservation, which necessitated repairs.
CF. Boston Museum Bulletin, February 1932

Ihid. Pls.46-s1. Scholars of the Northern Ch'i Dynasty
Collating Classic Texts. The composition formed the
middle section of 1 scroll that was executed in the
Sung period sfter a picture by Yen Li-pén (now lost),
Ink and slight colouning on silk. The picture &
accompanied by five colophons of the T2th century,
and five of later date.

Ku-kung collect. Western Barbarians bringing Tribute
of various kinds, such as strange animals and stones, 10
the Chinese Emperor. Several seals of the Hsfian-ho
period. A short scroll, possibly executed in the Sung
period after an original by the master. B?

Tbid. Hsiao I securing the Lan-t'ing manuscript from
the monk Pien-ts'ai. A short handscroll. Old copy

after Yen Li-pin's composidon. Cf I~ Ch'lan-
t'ung, vol.IV,

Freer Gallery (11, 233). Bin Ts'un (who by killing his
brother became the ruler of the Han state in 318) is
threatening to have his minister Ch'én Yoan-ta (who
had criticized the ruler) killed, but the queen inter-
cedes to save the minister. Handscroll, richly coloured.
Probably a close copy of the Ming period. Colo-
phans by Wang Chih-téng and Han Féng-hsi dated
t613. Cf. P'ang Yaan-chi, Cat. No.1.

Ku-kung collece. lluserations to the Eiglhteen Songs of
Wen Chi, accompanied by texts. attribued to the
emperor Kao-tsung of Sung. The picrures which are
divided on eighteen leaves nepresent the same com-
positions & four paintings in the Boston Museum and
a serics of eighteen pictures in the collection of
Mr. C. C. Wang in New York. (Sec under Ch'én
Chii-chung and in a Japanese collection.) The colo-
phiot attached to this album is written by Han Shib~
néng and dated 1591. These pictures probably once
formed a continuous scroll, but they can not be dared
before the Sung period, and their conmexion with
Yen Li-péa seems very doubtful.
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Painters :_1f the Five Dynasties

CHARG Yifay B It EKuinT unc - B M
CrAO Kax il BF Evo Ce'ms-vi . o0 9% Wb
Cuao Yex M B Kvo CEuNG-SHU .- L8
Cmng Hao .. - .. . W & LtAr-cErE .. FHZ
Cu'‘iv WEn-#0 F X L Saixe * 0
Cu'iu Yi-cu'ing B Ly Tsan-HUA.. FHE
Crou Hsing-1"uNe = Fir#@ Lu Huanc : =R
Crou WinN-cai By SsmKo .. = < .. A W
Crii-jan x E H SuxWm .. 1 .- .. B iU
Hsti Hs: .. = ## B T'esc Cu'anc-vU , B & i
Hu Kuer . # W Tiao Kvawc-vin =N
Huang Cati-13"ar .. HFERESE Tunc Yias # W
Huang Cr'ilas K % Wanc CrI-HAN .. . .. F & o
Ku HuNg-cHURG -. 2= Emd  We Hsien .. s = . W OH
Ku Ti-cu'1sx WifigE Yen WEN-EUEI : WA
Kuas-usiv .. - - B %

Chane YDan 5% ¢ (Chang Fistian & ).
From Chin-shui, Szechuan. Active £890-030. Famous for his pictures of arhats, hence called Chang Lo-han. C, 2
o2 Ga Hz Lo Lo2g M past.

Soraikan, 1, 3 (Abe collect,, Osaka Muoseam). The Fifth a landscape. Signed: Chin-shui shan-én Chang Yiian
Arhat Fa-yeh-shé According to an inscription, Imi. A colophon referring o the viassitudes of the
presented by Chang Yéan and his wife Fang 1w the picture by Su Shil was originally ateached to it, but
Lung-ts'ang temple. Possibly a Ming copy. B? has been replaced by a copy written by T ai Pu-hua

Metropolitan Musenm {Bahr collect.) Seven Buddhise (1304-1352); the pictute may be of the same period.
Patriarchs Accompanied by Servants and Acolytes in Cf- A. 'W. Bahr callece., PLV. B?

Cuao Kan S8,
From Nanking. Member of the Academy of Painting in: the reign of Li Hou—chu (961-975). Landscapes, specually

seenery from Chiang—nan. G, 11. H, 3, p.7. M, p.6os.

Palace Museum [Scroll Publicstion, 1932). Early Snow emperor Chang-tsung of the Chin dynasty who,
Over the River, Reeds along the shores; numerous according to the colophon, received the picture from
fishermen in boas. Handscroll. Signed. Tide by the his officials. A.

Crao Yex 38 B, orginal name Chao Lin 15 §§, 1. Lu-chan & 0§,
Son-in-law of the emperor T'ai-tstt of the Posterior Liang dynasty (007-912). Figures and horses. F, 2.G, 6, H, 2.

M, p.6os.
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Chung-hua wén-wu chi-ch'éng, [V, 294, P
etunsyu t'w. Eight gentlemen riding on horscback
ity spring: tall trees and a rock in the background.
Artributed:

Plang Yilan<hi Cat. 1. A Man Leading a Horse
Atrributed. Shore handscrall, Leng colophon

by
Chao Méng-fi. Also colophons by several Ming and
Cl'ing wiriters.

Cuine Hao il i%, . Haojan 1% #&, I Himg-ko-zzd 3k & F.
From Ch'in-shui, Homar. Active at the end of the oth and first half of the toth centuniss. Landscapes, Teacher
of Kuan T'ung. His name is usally attached to the treatise on landscape pamting called Pisfachi FEFEFL. E. F, 2.

G, o H, z. 1, 40, L, 34. M, p:3oL

k. Shu-hua chi, IV. The K'uang-lu Mounmin.
Titde written by the cmperor Sung Kao-tsung.
Iiscriptions on the picture by Han Yii and K'a Chin-
ssti of the Yitan period. The monumental design may
be by the master, but the execution is later.

Nelsan Gallery, Kansas Ciry. Winter Landscape. Deeply
cut and creviced mounzaing with leafless trees rising
above narrow waters. Travelles on the winding

raads. Slight snaw on the groond. Ink painting on
alk with additons of white and reddish pigments.
Passibly after the master’s design. The signature:
Hung-ku-tzi, is of liter date. B?

Freer Gallery (00,168). Steep Mountsin Gorges and
Travellers. Possibly of the Yiian period. C,

Manshil Thasa, V (Huang Po-yi collect)) Auspicious
Mist over Mountains and Rivers, Free imitation. C.

Cu'iy Win-po I 3 1%, also named Ch'to Ch'ien [ ¥
From Kuang-han in Shu (Szechuan). Active c.033-965, Buddhist and Taoise figures, landscapes and buffalocs. C, 2.

F.z. G, & H.2. I 40. L. 37. M, p.75.
K-k. I. A Litcrary Meeting. The main group in this

picture is the same as in the picture in the Boston
Musewm, which i4 known as "Callaring Books™, and

Cu'ty Yi-ccu'mc E R B.

ascribed to Yen Li-pén, but the composition is com~
pleted with 2 landscape.

Som of Ch'iu Wén-po. Act. £.933-965. Flowess, bamboos, birds and insects, Followed T'éng Ch'ang-yu. C, 2 (under
‘iu Wen-po). F.4- G, 17. H, = I, 49, K. 30, L, 37. M, p.73,

Chung-kuo, 1, 77 (Manchu Houschold collect.) Birds
on the Branches of Blosoming Trees. Colonred
handscroll. Signed with the painter's name. A2

Sogen 19 (Tan Mou-hsin collect.) Two White Swans

by a Rockery. Coloured. Tide of the pamting writtens
in the manner of the emperor Hui-tsung. C.

Freer Gallery (17, 343), Flowess and Insects in colour.
Inseribed with the pamter's name. B?

Crou Hsing-1'une J 47 . Nick-named Chou Hu J& #, Chou the Bearded.
From Ch'éngtu, Szechuan. Active during the Posterior Shu period (933-065). Figures and animals. C. 2, H. 2. M,

p-243.

Plang Yoan-chi Cat. 7. A Flock of Sheep and Two
Shepherds. Inscribed with the painter’s name. Poem
by T'u Lung, dated 1575.

thid. X1 A Shepherd Driving Home a Flock of Sheep,
Fan painting, Atwibuted.
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Caov Wen-cait %15,

From Chit-jung, Kiangsu. Served as tai-chao at the court of Li Hou-chu; ruler of the sonthern Trang dynasty (o961~
975). Very prominent figure painter. D, 1. F, 3. G, 7. H, 3. L 49. K, 2. T, 36. M, p.243.

Erh-shib chis (Lo Chényil collect) The Mommng
Toilet: Two Maids Serving their Mistress. Album
leaf, Inscribed: Weén-chil. Seal of Weén P'éng (16th
cent,) Cf. Shén Chou, V. B?

Clumg-kuo, I, XXII (Ti P'ing-tzii collect.) Men as-
sembled in the Liu-li Hall, A group of seven scholars
and a monk; some seated at a table, others on & stone-
bench by a tree. The latter part of the picture is 2 free
version of the composition attributed to Han Huang
now in Hui-hua kuan. The paintee’s naine and the
ritle of the pictare written in the style of the emperor
Hui-tsung. Reproduction blurred. B.

Ku-kung collect. The Parting of Su Wu and Li Ling in
Mongolis where the former is tending sheep, Short
handscroll. Several colophons in which the picture 5
attributed to Chou Wen-chit; bur it is cvidemtly
executed later, B?

Ihid. Ming-hmang of Tang playing Chess in the
Presence of Visitors and Courticrs. Colour on silk.
Short handseroll. No signature;, but seal of Sung
Kao-ssung. Pasibly of the South Sung period afteran
carlier origmal. B?

Kwen Cat, 59, 1. Two Girls Seated on a Mar, one
playmg the harp, the other the flute. Album leaf. C.

Warcester Art Musenm. Palace Musicians. A number of
women tiusicians seated on a carpet plaving before
the emperor who is placed on @ dais together with
some attendanss, Shore handscroll, Poem and colo-
phon by Shén Chou, dated 1507, who aurbures the
picture to Chou Wn-chil. Two poems by Li Po are
copied by Wi Yung-kuang (1773-1843). B?

Chicago Are Insdtute. Ho o 'n. A Concert by a Tady
Orchesira. The mamn person of the audience, a
hearded man, is placed om a dais at the opposite end

Cui-jax B %,

of the picture. A young woman is seated in front of
him and several persons are standing on both sides.
A short handserall attributed to Chou Wen-chii in an
inscription written in the manner of the emperor
Hui-tsung. A fme later version of the master's design.

J. D. Ch'én collect., Hongkong. Resting from Em-

broidery-work, One woman is resung in the bed,
while two are seated by the embroidery frame, and
two serving maids are standing by. Handscroll. B?
(A later version of the same composition in a Japanese
collect.)

Beston Museum Portiolie, PL38. A Child among Rose-
mallows. Fan painting. A?

Brtish Museum. Ladies and Chuldren on a Terrace.
Handscroll. B?

Freer Gallery (11, 486). A Schiolar Seated by a Table in
his Study, occupied in cleaning his ear, A boy is
hringing tex. The composition is:a simplified yersion
of Wang Ch'i-han's illustration of this motif. B?

1hid. (335, 8 and g). Two Fan-paintings: Three Women
Washing Children m Tubs, and: Two Women, cach
attended by a maid. B?

Bijussii Kenkyd 2 (Univ. Museum, Pennsylvania and
Berenson collect.) Court Ladiss. Two sectioms of a
handscroll. Copiss, possibly of the Sung period. B?

Thid. LVI (Sir Percival David). Court Ladies. Secrion of
the same scroll a8 the picrures above. Ohe more
section is in the Fogg Museum, Cambridge, Mast. B?

P'ang Yian-chi Cat. 11. A Fairy Riding on 2 Flying
Féng-bird. Fan painting. Attribured.

Ibid. X1. Fairies. Fan painting. Aeributed. Colophon
by Yang Shikch'i, dated rq12.

Ihid. XI. Ladis by Tall Bamboos. Fan painting.
Attributed.

A monk of the K'ai-yitan temple in Nanking, Act. coto-980. Went with Li Hoo-chu, the last ruler of the Southern
T'ang dynasty, to pay his respects to the Sung emperor in K'aiféng, and scrtied there s 2 monk in the K'ai-pao
temple. Landscapes, followed Tung Yian. D, 2. F.4 G, 12. H, 3. L, 52, K. 36. L, 64. M, p.67.

K.-k. Sho-hus chi, IV, Landscape in Snow. Painter’s
name and dtle of picture written by Tong Ch'i-
ch'ang, Passibly of the South Sung or Yian period.

1bid.V.Mountain Stream between Wooded Shores. Sealof
the Hsttan-he epoch. Poem by Ch'ien-lung. Colophon
by Chu l-tsun (17th cent.) Possibly of theYiian period.
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Thid. V1. Topped Hills in vertical layess, covered by
soft growth of grass and leafy tees, A path is Jead-
ing up 1o the homestead at their foot. Cf. Omumn,
I 1. A j

Ibid, XX1 Trees by a Mountsin Stream in Evemng
Mist. Poems and colopharis by writers of Yilan and
later times. Probably a Yiian painting. Cf. London
Exhibition, Chinese Car., p.35. B?

1hid, XL River Landscape in Autumn with a Central
Mountain Peak. Colophon by Tung Cl'ichang,
in which e says that the picture had been copied by
Yao Kung=shou.

1bid. XLIV. Pavilions under Pine-trecs by a Mountain
Stream. Possibly by Wu Chén. B?

Freer Gallery (11, 168). A View of the Yangue
Valley: (Ch'ang=chiang wan-li (). Long handscroll,
Colophons by Lu Shin and Tung Chi-ch’ang, who
says that the picture once formed part of the Hstan-ho
collece, The attribution to Chil-jan # not convincing,
but it may be of the Sung period. Cf. Kokka z52. B,

Shaman (Hashimoto collect.) River Landscape wth
Large Pine-trees on the Shore. Part of a long hand-
scroll. C,

Nanshi Thatsu, V (Fujii collect.} A Retumning Boat ona
Tiver with High Banks. Fragment of an interesung
compesitior, Cf. Tas5, p.3s. B?

Tbid V. A Travelless” Inn ina River Valley at the Foot
of High Mountains; Possibly a Stmg picture, but not
ity the style of Chiian. B:

Hsii Hst 48 B,

Ibid. 1. Cloudy Peaks and Winding Streams. Large
Pavilions on the misty slopes. [llustration to 3 T ang
poem. B?

Ibid. V., Low Hills and Tall Trees by a Stream. Inscrip-
rion by Wu Chén, dated 1350, Possibly a Yian
picture. Blurred reproduction. C7

Tdan § (Saitd collect) High Wooded Mountains,
Temples in the gully, buildings on the nver bank.
Seal of the Yitan period. Cf. Nanshfi Ihassu, V. A.

J, 0. Ch'én collect., Honghkong. River Scenery. Thickly
wooded high mountzins; buildings in the defts and
on the flat shore. A Jong handserall. B?

Ibid. (formerly Chang Ta<ch'ien). Towering Moun-
tains with Rich Growth. A very large, somewhat
damaged picture. A?

Kikuchi collect., Tokyo. Wooded Mounsains with
Streams. Rising above a winding river, Long hand-
scroll; mk on slk B?

Peking, National Museum Cat. The Mountain Abode.
Short handscroll. Signed.

P'ang Yiun-chi Cat. 7. High Mountains and 2 Winding
Stream. A man seated under pme-wees playing the
¢h'in. Inscription in the manner of the emperor Hui-
tsung.

Ibid. River Landscape with a Returning Boac Atri-
burted. Seals of a Ming prince.

Thid, Add. 1. A Mountain Valley wath Pine-trees, two
men followed by 2 boy crossing a bridge. Album leaf.
Armibured.

From Nanking. Member of a prominent Fimily, He was active under the Southern T'ang dynasry and dicd befoce
g75. Famous flower and bird-painter; rival of Huang Ch'ian. D, 3. F 4. G, 17. H, 3. Lao. K, 2. L. 5. M, p:3ss-

Chung-kuo, 1, 14 (T Pling-tzii collect) Hundeed
Birds. White herons and other watcr-fowl along 2
rver shore. Handscroll. Probably a post-Sung
prcture. C.

K-k Shuduia ehi, XLV. A Pheaunt among Peonies
and Magnolia Flowers, Inscription: Chung-ling Hiil
Hii. The design may be by the master but execution
with colours on blue ground is prabably a licle later.

Ching-kung ts'ang 106. (Manchu Houschold collect.)
A hrge Lotws Flower and 2 Bud. Album leaf.
Atrributed, B?

Nanga Tasel. XVI, 1-2. A rich compasition of Flower-
ing Shrubs and Trees. Handscroll. Possibly late Sung
or Yitan. Reproducton indistner, €2

Nelson Gallery, Kansas City. A Mutan Flower. Album
leaf; signed with the punter’s name. B?

Peking National Museuwn Cat. Nine Quails. Hand-
scroll. Signed. Inscriptions by Sung, Yiian and Ming
WEIteTs,

P'ang Yaan—hi Cae. 11, Two Birds Standing on 2 Rock
by a Pond. Fan painting. Auributed.
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Hu Kum & 34,

A Kiran pamter active during the Poscerior T'ang dymasty (923-935). Horses and Mongolian lindsapes. B F, 2. G, 8.

H, 2 L 40, L 1o. M. p2s2.

Kuo-kung collect. Four Mongols on the Homseback hold-
ing Falcons ready for the Hunt, Excecuted with shighr
colour in a fine kung-pi manner. Large album leaf.
Seals of Liang Ch'ing-piao. A

Thid, Three Mongols on Horschatk on a Sandy Plain,
and a Large Dog. Executed with colours in 2 fine
kung-p1 manner onsilk. Large album leaf, parr of the
Ming=hea chi-thén album. A.

Huane Cai-ts'ar ] & 2, & Potuan 18 18-

Ch'ing-kung ts'ang, 111 (Manchn Howscheld collect.)
Theee Men on Galloping Horses.. Album leafl
Atrribated. C.

Boston Museum Portfolio, PL37. Mongol Horseman
with 2 Hawk and 3 Quarry. Fan paindng. Old
attribution. Cf. Kokka 263, A?

P'ang Yaau-chi Cat. Add. 1. A Mongol with 3 Musical
Instruiment, a camel resting on the ground. Fan
painting, Areributed,

Son of Huang Ch'Gan. B. g33. d. after 093. Served as a tal-chao under the Later Shu dynasty (920-066) and also
under the emperor Kao-tsung of Sung, Flowers, birds and landscapes. C, 2. D, 3. Fo 4. G, 17. Ho 3 L, 500 K 17

E 31, M. p 540,

Ru-kung collec. Ten Doves on a large Branch
stretching over the Water from a rocky Shore.
Large album leaf. Posiibly of the South Sung period.
Seals of Liang Ch'ing-piac. B?

Kk Shu-hus chi, X. A Pheasantand Small Bipds by Dry
Jujube Shrobs. Painter's name written m: the manner
of the emperor Hui-tsung, Poem by Ch'ien-lung. B?

Thid. XXXML Three Wild Geese on a Snowy Shore. A7

Ch'mg-kang w'ang, 17 (Manchu Homschold collect.)
A Purple Peony Flower. Album leaf. Signed. CF

Shina Kacho Gasatsu. Mandarin Ducks. Artributed. B?

Boston Mussum Partfolio, PLizo. A Parakeer on a

Huane Cr'ian 3%, £ Yaoshu T 4.

Blossoming Pear-branch. Album leaf Possibly 13th
century.

Metropolitan. Museum. Two White Camellia Flowers
and 4 Small Bird on the hranch. Fan painting. In-
scribed with the painter’s name. B2

Plang Yian—chi Cat 11, Sparrow Fighting among
Reeds. Fan pamtng. Attributed.

Ihid. XI. Two Small Birds on Stilks of Reeds. Fan
paintng. Attribured.

[bid. Add. 1. Birds Gathering in Bare Trees and on
Rocks in Snow. Album leaf. Atrribured.

From Ch'éngtu, Szechuan. B. c.goa, d. 665. Served s a fui-chao under Méng Ch'ang of the Later Shu dynasty (935-
g65), Painted fowers and birds in the ma-kw manncr, and also Buddhist and Tanist subjeces. C, 1. D, 3. F, 2. G, 6.

H = Lio L 3 M. p.s3o

Chimg-kuo, 1, 12 {Mancho Household callect.) Chrys-
anthemum Flowers, Album leaf. Seal of the painter
and larer seals. Indistinet reproduction in colour. €2

Kwen Cat. 7. Doves Gathering around 3 Bowl at the
Foat of a Rockery. BY

K.k Shi-huz chi, XL, Four Crows m a Bare Willow
and Two Ducks on. the Water in Snow. Album leak
Possibly of the South Sung period. Seal of Liang
Ch'ing-piac.

Hui-luz kuan, Stodies from nature, Birds and Inseces.
Colours on paper. According to the inscription, these

studies were presented by Husng Ch'an to his son,
Chii-pao. A short handscroil. A.

Soraikan, I, 6 (Abe collect) Two Cranes under
Bamboos, Inscripgon in the manner of the emperor
Hu-tumg. Possibly Ming. B?

Yale Umiversity (A. 5. Moore collect.) Birds Gathermg
by a Willow Pool. Long handscroll painted in heavy
colours on paper. The title and the painter’s name
written in the mannet of the emperor Hui-tsumg.
MNumerous seald and inscriptions, the earliest dated
1032, but the picture may be a licele later,
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Ch'ingkung w'ang, 83 (Manchu Houschold collect.)
A Lotus Bud and a Large Leaf. Album leafl C.

Nangs Taisel, VI, t. A Small Bird on the Branch of
a Lichee. Album leaf, Inscription by Wang Ao (1450-
1524). B?

Chang Ta~ch'ien Car,, vol: IV. A Cat cating 3 Fush,
Large album leafl Inscribed: Huang Ch'ian shil yi

sttt B

KEv Howc-caunc B .

P'ang Yitan<hi Cat. 11. Flowers, Grasses and Insecrs,
Album leaf. Attributed.

thid: XI. Ducks among Reeds. Album leaf. Avributed.

Ihid XL A Pako Drmking from a Water-bowl
Album leaf, Artributed.

ibid. Add. 1. A Sparrow on the Bank of 2 Stream: with
Aurumnal Plants. Fan pamtng. Atmbuted.

From Chiang-nan. Scrved as a tai~chao ac the court of the emperor Hsfan-tsung of the Southem Tang dynasty
(943-960). Contemporary with Chon Weén-chi. Figures. G, 7. H. 3. 1, 49. K, 20 (samec-as H, 3). L, 52. M, p.736.

Hin-hua kuan (formerly Manchn Household collect)
Han Hsi-teai’s Night Revels. Long handscroll; ink and
light colours on silk. Colophons of later dates,
Probably an exact early Sung copy after Ku Hung-
chung's oniginal. Portions of it have been reproduced
alsor by later panters.

Ku Ti-cn'isn BB,

Chung-kuo, 1, 11 (Ti P'ing~tzil collect.) A Cock Fight
in the presence of numerous onlookers m a garden.
Cf. Tosd, p.a8, BY

From Nanking. Favoworite of Li Houchu of the Southern Thang dynasty (961-975). Figures, flowers and birds.
F 3. G4 H 3.1 40. K, 29 (same as H. 3). L, 52. M, p.736.

Kokks 297 (Natonal Museum, Tokyo.) Two Man-
darin Ducks among Lons Flowers. Two Herons
among Lotus Flowers. Two pictures forming a pair.
Prabably of the 13th century. Cf. the large pictures
of lotus fowers and birds m Chion-in, Kyoto (listed
under the name of Yi Ching-yen}, 87

Boston Museum, Portfolio, Pl.ioz. Weén Chi's Retumn
to China. Album leaf. Arributed w the master buc
possibly somewhat laer. Cff Kokka 257.

Kuas-ssi K. Family name Chiang 2, persoral name Hiv §§. . Té-yin £ B8 and Té-yian 8 3. b Chian-

yitch ¥ A.

From Chin-hua, Chekiang. B, 832, d. 912. A Ch'an monk, famous alo a5 poer. Travelled m various provinces,
painted in several temples and settled fnally i Ch'éng-tti, where he was received with great honours. Mamly
Buddhise figures. C, 3. F 2. G, 3. H, 2. |, 49 (same a5 C, 3). L, 64. M, p.370.

Tisd, pp.6-11 (Imperial Houschold collect., Tokyo;
Baron K. Takihashi). The Sixteen Arhac.

Acributed. One of the pictures with inscription by the
artist and the date RB8o-8o4. Toyd VIIL Pls.ro, 11, A?
Kokka 243, An Arhat with s Monkey; An Arkat witha
Tiger. Shimbi VI An Athat Scratching his Back,
Toys VIIL An Arhat Seated on 8 Chair Reading a
Siitra: An Arhar Seared under a Tree with a Duster:
The above-mentioned five pictures belong to the

series of the Sixteen Arhars in K5daijt, Kydto, said 1o
have been brought from China in 1211, B?

1bid. 406 (Marguis Asano), An Arhat An nk-painong
of the same kind as the rwo following. Posibly of
the South Sung or Yian penod. C.

thid. (Baron Fujita, Osaka). An Arhat with a Tiger; An
Arhat Reading a 5fitra; An Arhat wich an Incense-
burner. Three ink paintings from the same senes as the
previous one, C.
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Muts Cat 12. An Arhat Seated under a Knotty Leafless
Tree, This as well as a similar picture in the Nezu
Muscum are of the same series as the two preceding
ones. C.

Kuan T'unc Bl or W 2.

Freer Gallery (16, 35). A Lohan Seated under a Tree
Served by a Tortoise. Possibly of the Ming periad. Cf.
the above-mentioned pictures in Japanese collect. C.

From Ch'ang-an. Active in Nanking during the Posterior Liang dynasty (9o7-023). Pupil of Pi Hung and 2 younger
tval of Ching Hao. Landsaapes. E. F 2. Goio H. 2. Lao. L, 4. M, p.720,

Ko-kung collect. Stoep Mountains with a Waterfall. A
man leadimg a horse is approaching the ford ar the foor
of the mountain. No signature, but a seal of the
emperor Li Howu<chu (middle of the 10th century).
Possibly of the period. €f. K- Shu-bnm chi, VIIL A?

Liu 10. A stream at the foor of overhanging mountaims.
Cf. Nanking Exhib, Cat, 10, B?

Téan, I (Saitd collect.) Mountain Landscape with 2
Ferry. Sigued. Title and pamrter’s name inscribed by
Prince Yin in the year rirr. Cf Nanshii Hhawsu.

Kuo Cu'tan-yu 55 § [ f

The picture has been restored and is made vp of
three picces. B.

Yurimaikan, 1 (Fujii collect.) Mountain Ridge Rming
aver a River, Pavilions at its Foot. Painter's name
inscribed in the mamner of the emperor Hui-tsumg.
Colophons artached o the picturc by Tsou Ti-kuang
(1617) and others. A late transcription of an early
design. C.

P'ang Yian-chi Cat. 11, The Western Mountains at
Sunsct. Fan paintng. Actribured.

From Ch'ing=cliou, Shantung. Active during the Southern Tang period (937-075). Brother of the painter Kuo
Chfiens-hui 51 9 Wi, Flowers and birds, G, 55, H, 2 [ 49 (same a8 G, 15). L, 60.. M, p-306,

Freer Gallery (16, $18). A Waterfall, 3 Broad Tree
Trunk and Two Eagles. A bold design, possbly of

Kuo Caunc-sau 55 B B, 1. Shu-hsien B 5.

the Ming perod, with misleading asmbugon; C.

From Loyang. Scholar, swrved in the Confucian Temple during the Posterior Chou dynasty (951-959) and the Sung
dynasty, Banished by the emperor T'ai-tsu; died in exile. Boundary paintings, landscapes and figurss. D, 3. F, 3.

G, 8. H, 3. I so. L, 60: M, p.396:

Ku-king collect. Hsiielchi chimng-hsing 'a. Two large
junks with high masts and mckles loaded with freighe
and men. Iuk on sitk. Insenpdon in the manner of
the emperor Hul-tsung with a seal Very dark and
dsmaged, but may be of the period.

Ibid. The Yo-yang Lou on the Shore of the Tung-
tmp Lake. Disune blue mountains; a small boat
tossed by the waves. Excouted in fung-pl manter
with colour, Short handscroll. Inscribed with the
painter’s name. Colophon by Y Cly, dated 1340. B?

K.k Shuehoa chi, XXIX: An Old Man Dipping a
Scroll in the Elixicr of lmmortaliry, Served by a
Fairy, Attributed. Seals of the Sung period and later
ones. €.

K-k Chook'sn, 488. A Hostel m the Mountams;

travellers with bullock carts approaching and leaving,
Fan-painting. A?

Saraikan I 9 (Abe collect, Osaka Museum). The
Summer Palace of the Emperor Ming-huang of T'ang.
Inscribed with painter's pame and possibly after his
design but not executed before the Ming period.

Hikkden, Pl1s (formerly Kuroda). A Water-wheel
under Willows: Fanshaped. Late Sung. B?

Freer Gallery (19, 128), Mountains and High Pavilions
by a River. A Ming painting possibly in part after a
design by the artst. C.

MNelson Gallery, Kansas City. Men Towing a Large Boat
along a River. According ro the éngraved inscription
on the jade toggle the picture 15 a copy made in the
Sung period after an original by the master. B2
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L1 At-cais 2 J§ Z, I Chin-p'o ch'v-shih & % & L.
From Hua-yin, Shensi, Active during the Posterior Liang dynasty (910-925). Specialized in cats; painted also lind-
scapes. F, 2, G, 14 H, 2. L4o. I, 42. M, p.186.

Laufer Cae. 1o0: A Black “Lion-car”. Album leaf. Large Birds on a Bamboo Stalk. The painter’s name in-
seal of the period Hsitan-ho. Attributed, B? scribed in the manner of the emperor Hui-tsung of
Chigoks, 1. Two Can Playing on 2 Rock; Two Small Sung. B?

Li Sutnc % 3, ¢. Chin-nu 8 .
From Ch'eng-m. Active under the Former Shu dynasty (po8-925). Known also a¢ "The Lirtle General Li from
Shu™", Said to have followed the style of Wang Wi €, 2. F, 2. G, 3. H. 2. L4g. L 42. M, p.183.

Liu, 11. Buddha preaching in the Mountains. Partof 2 Plang Yian-chi Cat. Add. r. Palace Buildings; Ladies
handscrall (?) C. burning Incense under the Moon. Album leaf. C.

L1 TsAn-iuaZE $¥ &, known as Prance of Tung-tan 3 FF . Origmal name: Yeb-1o Ty Jp 182 &

He was the dldest son of the first Lian emperor, Tai-tsu (907-026), and brother of the second emperor, T ai-tung
(926-047). In 931 he entigrated from the Liao realm to China and was given by the emperor Ming-tsung, of the
Posterior T'ang dynasty (026-933), the family name Li and the personal name Tsan-hua, He painted the Kintan
chieftains and their horses. F, 2. G, 2. H. 2. M, p.187.

Ku-kung collect. A Khitan Soldier in front of his Horse  Ihid. The King of Liao on Horteback, preceded by a
carrying a Bow and a long Arrow. Inscripnon by Ko soldier likewise tm homeback. Exccuted in subdued
Chin-ssii. Large album leaf, forming part of the so- colours with great accaracy particularly in the outfit
called Ming-lua chi-ehén album (formerly in the of the men and the horses. Large album-leaf, part of
Liang Ch'ing-piao collection}. A. the same album 23 the preceding dne. A

Lu Huawnc iE B.
From Clia-ho. Active during the Southern T'ang period (937-973). Landscapes and pictures illustrating ald legends
and fairy-tales. E. G, 3. H, 1. M, p.416.

Yurinwikan, | Wang Hsi-chih and numerous Scholars and by Chlien-lung. A robbing of the engraved
gathered at the Lant'ing Pavilion, occupied m 2 Lan-t'ing manuscript is amached to the picrure.
poetry competition and the Hoating of their cups. Possibly 2 Ming painting. C.

Handscroll. Colophons by Hsiang Yitan-pien (£587),

Sma K'o f %, & Trochuan F ¥,
From Ch'éng-ta. Went to K'aiftng €965, where he was ardered by the emperor to execnte some wall-paintings in
the Hsiang-kuio ssit. Buddhist and Taoist figures. C, 2. D, 3. F. 3. G, 7. L 50 K, 5. L, 6o, M, p.73.

National Museum, Tokyo (formerly Shohoji, KyGto). the master executed in the South Sung period, Cf.
Two (h'an Monks with their Minds in Harmony, Kokka 95. Bf
They may have formed parts of a large seroll, but the  Yurineatkan. The Sixteen Lohans with their servanis
figures seem to have been silhouctted and monnted and acolytes. Handscroll. Signed with the painter’s
on new papers provided with seals of the Sumg perind name. C.
and 3 dubious early date. A detached colophon by  Chang Ta-ch'ien vollect. A Monk Seated on the Ground
Yit Chi of the Yiian period. Possibly imitations after holding a staff. Signed with the painter’s name. C.
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Sun Wer 3 {f (abo called Yi &),
From K'uai-chi in Cheliang, Active for some time in the capital, and went as 2 refogee with the imiperial coure
to Shu in §80; sertled in Ch'éng-tu, where he decorated many temples with wall-paintings and became very

famous for his paintngs of dragons and water. C, 1. G, 2. H, 2. L M, p344.

Shanghai Museum. Kae-i ', The Four Great Scholars.
The men are represented in four separate compos-
tions, each ome scated on a mat by a tree or a garden
rock, served by a boy who brings some implement,
scrolls or refreshments. Large handscroll executed

T Exc Cu'anc-vu B & 56, 1. Sheng-hua 3% 3.

with ink and bight colours on silk. The artist’s name
and the ttle of the picture written by the emperor
Hud-tsung, To the picture is attached a colophon
signed Ssii-ma T'ung-po, and dated 1480. Cf. Fshu
ch'iian-r'ung, vol. V. A?

From Kiangsu, Followed the emperor Hsi-sung of Tang to Shu in 880, where he remained. Died after 930 at the
agre of #5. Specialized in flowers and birds, served as a model for Huang Ch'iian. C, 3. F, 2. G, 16. H, 2. 1, 49. L, 34-

M, p.6z7.

K-k Shu-hua chi, XXIV. Peony Flowers. Red and
white colours on silk. The painter’s name is written at
the top of the picture, Posuibly a Sung painting.

Saraikan, 1, 4 {Abe collecr, Osaka Museum), Two
White Gulls under a2 Willow and a Peach-tree.
Inscription with the painter’s name. Seals of the Sung

Tiao Kvavc-vin =) % i, or Tiao Kuang = JE.

statesman Han ChY (1008-1075) and the emperor
Chang-tsung of the Chin dynasty. B?

Peking Nagonal Museum Cat. Butterfhiss in Sprong.
Handscroll. Signed. Seals of the Sung period, mserip—
tons by several Ming writers.

From Ch'ang-an, moved to Shu in the TYien-fu era (901-903) where he was active for 30 years and died at the age
of 80. Flowers, birds and animals. Teacher of Huang Ch'fan and K'ung Sung JL #.C, 2 F, 2 G, 15. H, 2. 1, 48.

Lo Mpa

Palace Museum Albam, 1931, Ten fan-pictures: 1. Two
Butterflies; 2. Sheep on a Hill Slope; 3. Plants with
Large Flowers by a Rockery; 4- A Rabbir under a
Pine-tree in Snow; 5. Chrysanthenmon Flowers and
Bamboos; 6 A Car; 7. A Flowering Tree on a Snowy
Chif; 8. A Dragonfly; 9. Epidendrons ar the Foor of
a Snow-covered Rockery; 1o, A Large Flowering
Plant on a Rock by the Water. The painter's signarure

on the last picture. The pictures were probably not
executed before the Ming period; they all have poems
by Ch'ien-lung, and they are accompanied by ten
poems attributed to the emperor Hsiao-tsimg (1163
1169) but likewise copied. At the end of the album is
2 long colophon by Kao Shih-ch'i, Cf Chinese Cat.
London Exhibition 1934 B?

Tune Yiaw IR, or H 3T, 1. Shuta B 32, h. Pei-yiian 4£ %8,
From Nanking. Served as an assistant director of the imperial parks under the Southern T ang dynasty (937-075). The
leading master of the Southemn School of landscape-pamring. F, 3. G, r1. H, 1. L so. K, 23. L, 4o. M, p.s70.

Chung-kuo, 1, 20 [T1 Pling-tzi colleet.) Cottages by
4 Mountain Stream. Album leaf, Late jmitation,
.

K-k Shu-hua chi, I Pavilions on the Mountain of the
Immortals, Tuuﬁ'h shant'ang. Tuscription b}-
Wang To dated 1630, Colour and ink on slk. Com-
position by the master but execured later.

Ibid. T Mountain Landscape with Winding Waters,

Boars and Figures, known as Lung-su dhiao-min t'u.
Colophons by Tung Ch'i<chang and Ch'ien-lung.
Calour and ink on silk. Cf Chinese Car., London
Exhibigon, p.3g4 A?

Nanshii Tharsu, I (Ogawa collect.) Travellers” Inn by a
Stream in the Mountains. Colophon by Tung Ch'i-
ch'ang, dated 1601. Fragmenmry picrure in the
manner of the master. B?
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Ibid. 1 (Ueno collect.) A Ch'in Player Scated under
Pine-trees at the Foot of a Hill, Inscription in the
manmer of the emperor Hui-tsung. C.

Ihid. 1 (Abe collect,) Cloudy Valley, Pine-trees in
Wind; 2 Wanderer on a River-bank. Inseription
in the manner of the cmperor Hui-tsung, dated 1124,
and by Wang Yiilan-mei (1526-13500). Cf. T9sd, p.32;
Soratkan, 11, 6. C.

Ibid, V (Kurokawa collect.) Winter Landscape;
Cottages and Bare Trees on 2 Promontory. Han-lin
chung ('ing r'w. Inscription by Tung Chli-ch'ang.
Impenal seals of the Sung and the Yfan periods.
Cf. Omura, 11, 2. A?

Thid. V. Summer Landscape with Trees. A man seated
on the river-bank. Inscription in the manner of the
emperor H~sung. Late imitadon. C.

Ibid. V. Floating Mist over Distant Mountains and
Knotiy Pinc-trees. A late imitation. C.

Toan 4 (Saito collect) River Scencry with High
Mountains after Snowfall, Handscroll. Ink and slighe
colour, Colophon by Tung Ch'ichang and Ch'én
Chi-ju. B?

Nanga Taisei, IX, 8, Tall Overgrown Hills and Leafy
Trees in Mist; a Man Scated on the Ground. Repro-
ducrion indistinee. C?

Ibid. XV, 1. River Valley in Mist with Fishermen in
Two Boats, Reproduction blurred, C?

Wanc Cr'i-aan F ¥ 3.

Hui-hua kusn. River Landscape with Fishermen
Drawing their Nets and People in Boats, known as
Hilas-hsiang t'w. Two colophons by Tumg Ch'i-
ch'ang. Section of a large handscroll, painted with
ink and white colour. A.

Shanghai Museum. River View. Part of a large hand-

~ seroll, Closely related in style and motif to the above-
mentioned prcnire.

Chiang Ta~ch'ien collece. River View: High Mountains
at the side, Tall Trees in the foreground and Travellers
on the Road. Painted with colours on silk. B?

1. D, Ch'én collect. Hongkong. Fishermen in Boats on a
River at the Foorof High Mounains. Colours on sill;
much damaged.

Ihid. River and Mountains in Snow. Long handscrall;
ink only, Colaphons of modern date. C.

Boston Museum, Pordfolio, Pls.33—36. A Clear Dayin the
Valley. Part ot 2 long handscroll. Ink pamting. Signed.
Colophons by Tung Ch'ich'ang (1633), Wang Shih-
min (1633), Mei Leéi {17th cent) and Tunan Fang
(ro11), Atribored, The picrure 15 hardly executed
before the South Sung period.

Photo, Yen Koang Co., Peking. View over 3 Misty
River Valley, a Small Homestead and Two Fgures
under Trees. Poem by Ch'ien-lung. Attributed.

P'ang Yiian-chi Car 1. Mountains in Semmer. Hand-
scroll. Anributed, Theee colophons by Tung Ch'i-

ch'ang,

From Nanking. Served a3 a tai-chao at the court of Li Hou~chu (961-975). Buddhist and Taoist figures. D, 1. F, 3.

G,4. H3. Lyp L, 27. M, p2o.

Chung-kuo, 1, 15 (formeddy Ferguson collect) K'an-
shii 'u. Examiming Books. The man who 15 seated at 2
small table in front of 2 large screen 1s cleaning his ear.

Handscroll. The title and painter’s name written in the

marmer of the emperor Hui-tsung, Sealsand colophons
of the Sung period. Cf Ferguson, Chinese Painting,
p-82. This picture is known  me only in reproduc-

We Hsiex 1 9K,

tion; a later copy of it is in the Metropolitan Museum,
. D, Ch'én collect., Hongkong. A Man seated on a dais
lifting a cup to drink. Albam leaf. Signed Ch'ichan, A?
Boston Museum, Portfolio, PL3g. Lady and Children
Playing. Fan painting. Old atribution.
Plang Yilan-chi Cat. 1. Figures Colophon by Kéng
Chao—chimg.

A court painter in Nanking in the time of South Tang dynasty. Specialized in houss, trees and hgures, G.HM, p.é71

Hui-hiia knan, Kao-shils £, A Scholar in a2 Pavilion
ar the Foor of Steep Mountains, Ink oo slk. Attn-

buted to the painter by the emperor Hui-ssang, bue
evidently of later date and much restored. B7
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Yen Win-xus # 3T 3, or Yen Koei 3 1.

From Wu-hsing, Chekiang. Served first as a soldier, retired in the reign of T'si-tsung (976-997), Became later 2
tai-chao in the Academy of Pamnng, Landscapes and figures. D, 2. F, 4. H, 3. I, s0. L, 18, M, p.668

K -k., XXVIL Three Immortals Seated in 2 Cave. A
strange painting possibly of the Ming petiod. Cf,
London Exhibition, Chinese Car, p.37. C.

K-k, Shu-hus chi, I Toweong Mountains Rising
over a River, Buildings in the Valley. Poem by
Ch'ien-lung. B?

Yu Chéng album (Manchy Household collect.) River
winding berween undulasing sand-dumes and fan-
tastically silbouetted cliffs. A few gnarled mwees and a
little homestead on 2 promontory, Long bandscroll.
Cf. Chugoku I, Liu, 19, and other reproductions. B?

S&raikan, 1, 10. River Landscape with High Mountains

and Tr.:l:uplc Bmfdmgs Portion of a handseroll. The
picture i worn and retouched, but has nevertheless
retainied its original character. Cf. Chigokn L A.

Yurintaikan, |, Clearing after Snow-fall on & River. Free
version of Wang Wei's composition. Inscribed with
pu.i_nn:t‘s name. Cu]uphmu signed Shén Chou, dated
1502, and Lu Kuang. Cf the picture in the former
Natignal Musenm in Peking, mentioned below. B?

Peking Natonal Museum Cat. Clearing after Snow-fall
on 2 River. A free rendermg of Wang Wet's picture
with the same name. Signed. Seals of Hsiang Yiian-
picn and others.

Paintings by anonymous artists active before the Sung period

1. Buddhist und Taoist pictures
Toyb, VI (Shastm). Pamtmg on hide pasted on a biwa,
representing Men Mounted on an Elephant, Playing
Music and Dancing, |
Boston Portfolio, p,30. Sakyamuni Trinity, known as
“Hokke Mandara™. Cf. Bijursu Kenkyii 58.

2. Landscapes

Li-tai, I (Naoomal Muscum, Peking). A Stream in
Autumn with Ruddy Trees on the Shores. Hand-
scroll, Poem by Ch'ien-lung,

K.-k., I. Pointed Momntains and Bare Trees by 2 River
in Snow. Atmboted to Wang Wel in a poem by
Ch'ien-lung written on the picture.

Former National Museum, Peking. Mountam Land-
scape with Travellers, known as Emperor Ming-
huang's Joumney to Shu, Poem by Ch'ien-lung.
Cf. Pageant 13.

MNanshia thatsu, L. Sharply Cut Mountains in Snow by a
River,

Thid. L. A Man Washing his Feet in a River at the Foot
of Grassy Hills.

Figure and Animal-paintings
Metropolitan Museam (41, 138). The Tribute Horse.

Eight men riding through a mountainous country
conducting 2 white saddled horse without 3 rider.
The picture represents 3 design of the carly seventh
century, but may not have been executed before the
Sung period.

Kuo-kung collect. Yu—h'i 'u. Seven men on horseback
niding through a lindscape. Tang design but later
execution.

K-k Sho-hua oy, woll. A Fdiermion m  Straw
Mantde standing among Snow-covered Reeds, At-
mibuted to an unknown painter of the Five Dynasties.
Cf. London Exhib, Chinese Cat., p.33.

Ku-kung collect. Palice Ladies seated around a Table
making Muisic to an Empress () Colour on€ilk.

K-k Shu-hnachi, vol. XLIV. The Great Yii Conducting
the Flood; numerous men are cotung the rocks.
Colophon by Chien-lung.

Pagaant, 17-19 (Otsuka collect.) Five Men on Horse-
back. Handseroll Poem by Ch'ien-lung.

K-k Shuhua chd, vol XX Desr In an Aucumn
Grove of coloured Trees. Cff London Exhib, Chinese
Cat, p.32. This picture forms a pair with another
similar painting of Decr in an Autumm Grove. They
are both ascribed to an unknown master of the Five
Diynasties perdod.
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Al Hstian ¥ H.

From Nanking. Member of the Academy of Painting during the reign of the emperor Shén-tsung (1068-1085).
Flowersand birds. F, 4. G, 18. H, 3.1, 50. K, 30. L, 54. M, p.83.

National Museum, Peking. Egg-plunts and Cabbages.  Laofer Caray. Fading Lotus and Two Herons. Anr-

Signed, B? buted. B?
K-k Chou-k'an, vol1, 7. Two Flowering Poppy  Shina Kachd Gasasu. 44 Four Magpies Actacking a
Plants. Fan painting, A. Grasshopper. A?

Cuaye Hsiin-t1 3% P 88, sec Chang Tun-li 82 Sl

Cuang | #& H, 1. Haing-chih # 2, h. Chulin %5 k.
From Nanking. Active in the reign of the emperor Li-tsung (1225-1264). Figures. H, 4.

Liang Chang-chii Cat.11. Portrait of 2 T'ang Princess
Scated by a Table. Attribited. C.

Cuanc Kan 3B 8.
From Wa-ch'iac, Hopei. Activee, the end of the toth contury, Horses. F. H, 3. p.24. M, p.459.

P'ang Yitan<hi Cat.7. A Horse Rolling on the Ground,
The homseman is seated ar the ade arangmg his
arrows. Atmibuoted.

Cuang Mao 8% €, r. Ju-smg Ju #2.
MNative of Hangchou. Active in Kuang-tsung reign (1190-1193). Member of the Academy of Pamung. Said 10 have
painted laindscapes, birds and flowers, but no particular work of his is mentioned. H, 4. L 5. M, p462.

Hu-hua koen. Two Docks m Water. Signed. Fan-
shaped. A2

Cuanc SaEncwin BB,
Active at the beginning of the 13¢th century in the South, Not recorded,

Ku-kutig colleet: A long handseroll represening accordmg to the inscription in the Counery of Tali in
Buddhas, Lolansy and Boddhisatrvas, 2 for instance the fifth year of Shén-i8, i.¢, 1240,
vaniows forms of Kuanyin, Rich colouring. Painted

CHANG Ssi-zunc 3R B 3%,
Unrecorded i Chmese books bur mentioned in Kundaikan Sayiichoki (No.15), where he is placed in the Northern
Sung period. Said to have followed Li Kung-lin bat panted nuinly Buddhist figurees.

Kokka 149 (Jison-in, Kyom). A ser of three pictures:  Ibid. 278 (KSzanji, Kydto), Porrrait of the Priest
Sakyamuni, Mafijuld and Samanesbhadra Artr- Pu-k'ung. Attributed. Cf. Shimbi, XIV; Toyo VIII;
buted. Tés, p.130.

Ibid. 249 (Marquis Inouye), Amicbha, Avalokitcivara  Ibid. 480 (Sewshuji, Mic). Amitibha and Two
and Mah@stinapripa(7) Atmbuted. Bodhisattvas. Arrributed.
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Shirsibi, 11 (Ninnaji, Kydto). Mayuss-vidyazaja (Kung
Ch'iich Ming Wang) Riding on a Peacock. Artributed.
Gf Toys, VI,

Thd. VID (Matsuno-o-ders, Tango). Samantabhadra
on the Elephant. Atrributed.

Sagen 73 (M. Okazaki). Sakyamuni Standing on Lotus
Flowers, with one hand m Varadamudra. Anribured.

Cuanc Tséruan B4 8, +. Chéng-tao 1E K.

Bijutu Kenkyi $6 (Kenchsji, Kamakura). Sakyamuni,
Mafijuiri and Samantabhadra. Atributed. _

Kawasaki Cat.45. Amitabha Escorted by Eight Bodhi-
sattvas. Attributed.

Ibid. 49. Kshirigarbha (Ti Tsang) Bodhisartva. Attributed.

Boston Museum, Portfolio, p.125. Mafijuiri on the Lion,
arrended by a groom: In the style of the master.

From Tung-wu. Active at the beginning of the 13th century in K'aifeng and Hangchow. Painted landscapes, boats,

carriages, bridges, etc. HL K, 12. M, p.461. V, p-y70.

Hu-hoa kuan, A long scroll illuseranng che Ch'mg-
mimg Festval ae E'nifé‘.ng, Pamnng i colours on slk.
Rich in realistic details, but darkened. A?

Amnother early version of the same picture is in the
Ku-kung collect:; later versions in the Merropolitan
Musenm and 4 private collect, Hongkang.

Emrenan Crane-TsunG oF CHin @ B 75 (1190-1208).

B. 1168, d. 1208, Collectar and parron of art.
L-shu ts'ung-pien, 10. A Young Woman, holding a dog

in her arms and standing by a curtain which she lifis
‘with her hand. Aseribured. C.

Cuanc Tuna: BB 8.

Twao paiinters with this name were acrive in the Sung period. The older was 3 man from K'aiféng, selected to marry
the daughter of the emperor Ying-tsung, in the Hsi-ning era (1068-1077), but according 1o T*w-hui pao-chien, he was
the son-in-law of the emperor Ché-tsung (1086-1100). In the nme of Hur-sung, he was made a general. Followed
the style of early masters such as Ku K'ai-chib and Ly T'an-wei. H, 1. M, p.459. V, p955.

to Chang Wuo (1280-1357), seems to have been
written for another pckur; the carlier attibution ona
label was “"Chang Tun-hi". The designs may be by
the older Chang Tun-li, but the execution is not 1
eatly.

Boston Muscom. [lustrations to the Nine Somgs of
Ch'l Yiian, representing: 1. The Grear Uniry; 2. The
Lady and the Mistress of Hsang; 3. The Senior
Arhiter of Fate, and six more subjects of the Songs.
Mounted as a handscroll together with the text. The
colophon attached to this scroll in which ix 1 ascribed

The younger Chang Tun-li changed his name to Chang Hsiin-li % Jll @l when in the reign of the emperor Kuang-
wsung (1190-1194) fun became taboo. Followed Li T ang as a painter of landscapes and figures. Said to have been the
teacher of Liu Sung-men. H. 4, p.14. M, p.ato,

K-k Shu-duia chi, XXXV, Scholars Drinking Wine
and Examining Pictures in a Garden. Poem by Ch'ien-
lung, Attributed.

K.-k. Chou-k'an, 480. A Palace on the Shore of a Lakes
at the foot of a cliff. Album leaf, Attributed, A colo-
phon by the emperor Kao-tsung on the opposite leafl
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Cuao Cu'anc # B, 1. Ch'ang<hih & 2Z.

From Kuang-han, Szechian, Active at the begiiming of the rith century, Flowers and birds, followed Tiao Kuang-
ym and became particularly famous for his close stdies of nature. D, 3. F, 4. G, 18. H, 3. I, 50, K. 26. L, 47. M,

p.60g.

K-k, XXL Flowers of the New Year's Day: Plum-
blossams, Camelliss, Narcissi, and Othess by a
Rockery. Inscribed with the painter’s name. Poem by
Ch'ien-limg who regrets that the picture has been cur
down in size. Cf. London Exhibition, Chinese Cat.,
P38, A7

K.-k. Shu-hua chi, XX. Four Magpies in a Blossoming
Tree, Colophan signed Tung Ch'i-ch’ang. B?

Ihid. XXVL Peonies, Epidendrums and Fungi by a
Rockery. Inscribed with painter’s name. Cf. London
Exhib,, Chmese Cat., p.39. B?

K.k Chouk'an, voll, 6. A Branch of Blosoming
Apricot-tree. Fan pannng. A7

Hui-hiiz kuan. Butterflies, Grasshoppers and Water
Plants. Colours and ink on paper, Short handscroll.
Atmributed o the master, but not in his style. B,

Ch'ingtung t'sng, 34 (Manchy Houschold collect.)
A Pair of Wild Geese, standing by some roshes. Fan
painting, Signed. B?

Chang Ta<h'ien Cat, volIV. Orchid, Bamboo,
Chrysanthermum and Insecrs. Large album feaf. B?

Cuao Cut T8,

Chung-kuo ming-hua, VI. White Flowers on a Tall
Stalk. Painter’s nume written by the emperor Flui-
sung. Poem by Ch'ien-lung, A?

Toyo, VI (Sugahara collect., Kamakuora), A Branch of
White Jessamine. Fan painting. Cf. Kokka 241, A?

Sogen Meigashii, 5 (Baron Dan). A Lorus Bud and 3
Split Seed-case, Album leall B.

Thid. 16 (Marquis Insuye). Bamboo Stalks with Winged
Insects. Short handscroll. Cf. Kokka 243, B,

thid. 62. (Magoshi collect.) An Orange and Two
Peaches. Painter s seal C.

Kokka 305 (Marquis Asana), A Branch of 4 Blossoming
Apple-tree. Fan painting. A?

Hikkden, PL3s. Chrysanthemums and Peonies in a
Basket, Album leaf. B?

Britih Museum. Two White Geese Resting on the
Shore. Inscribed: Chao Ch'amg from Tlien-shui.
Probably the arnst’s desgn. B?

$.C.TK. Hsti-pien, X. Plover and Flowers. A fragment.
C.

Lived in Ningpo at the end of the Soath Sung period; painted Buddhist icons. See Bifuts Kenkyii, No.46.

Hokkekyoji, Chiba-ken. Series of Sixteen Arhans

mounted on two scroens. Signed.

Cuao Fu 3 fit or 8 W.

Native of Chén-chiang, Kiangsu. Activein the Shao-hsing era (1131-1162). Became famous for his picturss of the Chin

and Chizo Istands in the Yangme. H, 4. K, 26. M, p.613.

Hui-bws knan, Ten Thoosand L of River and Moun-
tains. Tong handscroll, pamted with ink only in a
broad manner on paper. Signed. A.

Crnao Kosisiung L ES

A member of the royal house of Sung who became 3 general. Fishes. H, 3. G, 9. M, p.6o7.

litsn Moscom, Fish st Play among Water-
plants. Album leaf. Old atriburion. A?
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Crao Kuanc-ru HE#.

From Hua-yiian, Shensi, Member of the Academy of Painting in the reign of T'ai-tsu (960-975). Figures and horses.

F.H, 3, p.17- M, p.6ob.

W. Hochstadter, New York, Man-wang l-Fo 'u.
Barbarian Chicftains worshipping Buddha. Painting
with éoloors, Handscroll A?

P'ang Yilan-chi Cat. Add, 1. Horses Grazing in the
Open Field. Fan painting. Signed.

Cuao Kuer 88 %, t. Nanchung i #0, b Hn-an {8 JE.
From Héng-shan, Hunan, Chin-shikh in 1266, known as poet and 2 prominent official. Specialized in plum-blossoms.

M, p.613.

Shanghai Museum (Gems, II, s). Tu Fu Shili t'w.
Bamboo groves along a river; small figures travelling
on foot and on horseback and a scholar in his study.

Cuao Lin $1 $5.

Ink painting on silk. Title of the picture written by
Ch'ien-lung. Colophon by Chang Chu (Yiian
Dynasty) attributing the picrure to Chao K'uei. A7

Active as a painter in the reign of emperor Hsi-tsung of Chin dynasty (1135-1148). M, p.614.

Hui-hua kuan. The Six Horses of Emperor T'ang Tai-
wsuttg, painted after the Bimous stone rebefs which
decorated the emperor’s tomb near Ch'ang-an, Each

Cuao Linc-cnin # 4» 1€, r. Ching-shing £ #F.

hotse is accompanied by an inscription. Colours on
silk. Handscroll. A.

Brother of Chao Ling-jang, Active at the end of r1th century. Figures and landscapes. M, p.6ro. V, p.1392.

Freer Gallery (17, 113). The Brushing of the White
Elephant. Awributed. Early design, but probably

exccuted in the seventeenth century.

CrAo Lingganc # 4 B, r. Ta-nien K 5.

Active r.1670-1100, Member of the imperial Sung family; high official. Landscapes, particularly misty river scenes.

G, 20.H, 3.1, 50. K, 26, L, 47. M, p.609.

Shén Chou, IIL Village by the River at the Foot of High
Mounmins. Inscribed with painter’s name, B?

Ming-jén shu-hua, 24. An Open Bay with Fishing-
boats; Willows on the Shore. B?

Toyo, VIO, PlLz7 (T. Hara collect.) River Landscape in
Mist, with Geese and Flocking Crows, Fragment of a
handsceoll. Cf, Kokka 41: Shimbi, XIX. A.

Thid. PLa6 (Akaboshi collect) A Farmhouse among
Trees by 2 Bay. Fragment of 2 handscroll. Cf. Kokka
224. B2

Huang Chiin-pi collect., Formosa (ex Manchu House-
hold collect.) River Seencry with Floating Mist.

Handscroll. Signed and dated 1100. Poens and colo-
phens by Tung Ch'ich’ang and others. Cf. Kokka
494 and Sogen, p.7. A.

Yurintaikan (Fuji collect.) T'ao Yoan-ming and a
Friend Seated in a Pavilion on a Promontory sur-
rounded by flowering Chrysanthemums, Handscroll.
Colophons by Chan T'ung-wen and other writers of
the Yitan period. Inscription by Tung Ch'i-ch'ang with
attribution to the painter. Refined old imitation. B?

T6s5, p.36 (Hayasaki collect) River' Scenery with
Momtains in Snow and Flocking Crovws. Fragment of
handscroll. A7
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[hid. p.4t (Li Tamg-ching collect) High Mountams
and Trees by 5 River in Smow. Inscribed with painter’s
name. Cf. Mei-chan -k an. B?

Boston Museum, Portfolio, p.s6. A Pavilion under
Willows. Fan-shaped. Old ateibution. B2

Mu&pmﬂmﬂyﬁh&. Mist and Rain over the Stream
in Spring. Handscroll, Colophons by Wen Chéng-
ming, Ting Ch'i-ch’ang and others. B

C. C. Wang, New York. Farmhouse by a River on an
Auttmn Moming. A flock of wild geese alighting,
Handscroll. Colophons by Chan Méng-fu, Kung
Hsiat and others. Pmba]}ly lares.

Cuao Lincsunc S 4- B, 1. Yong-nien 7K 5.

Plang Yoan—chi Cat. 1. A Homestead by a Bay with
Water-hirds, Trees and Cottages m Mise. Handscroll.
Signed and dated 1100, Colophons by writers of the
Tao-kuang and Hsico-féng period.

thid. 11. A Village by the Water in Misc. Fan painting,
Attributed.

thid. 11. A Pine-wooded Hill at Sunset. Fan painting,
Ateributed.

thid. Add. 1. River with Reedy Shores and 2 Boat, Fan
painting. Ateibuted:

Younger brother of Chao Ling-jang, High military officer. Flowers, bamboos and dogs. G,20. H, 3, p.1o, M, p.éito.

Pang Yian-chi Cat 11. A Bitch with ber Puppy nder
Hollyhocks, Fan painting, Asribused.

Cuao Minc-cumex 88 & B, & Tzi-ka F 81, b Ichai 8§ .
B. 1199, d. 1205, A relative of the imperial Sung family; lived near Hai-yen, Chekiang. Han-lin member (1260),
retired after the fall of the Sung dynasty. Specialized i narcissi, painted alo plum-blossoms, epidendrums and

bamboes. H, 4. L 2 K 26,1, 47-M, pitira

Chiigoku, L Spring Flowers. Handscroll. Signed and
dated 1257. B,

Shén ChowIL A Tuft of Epidendrum. Handscroll. Signed.

K.k Shu-hua ¢hi, XXXMI. The Three Friends of
Cold Winter: Branches of a pine-tree, bamboos and a
blossoming plum-tree, Handscroll. - Seals of the
painter. A.

Ku-kung collect. Narcissi. Long handscroll. Seals of the
painter. Seals of Chlien-himg and An Ichou (1683~
.1750). A.

Omurz, I, 2, 3, 4 (Manchu Houschold collect.)
Narcissi. Parts of a long handscroll. Probably identical
with the preceding picture. The whole scroll is
reproduced in photographs by the Yen Kuoang Co.,
Peking, Cf, Bijutu Kenkyfi, No.15. A

Hui-hua kusn. Two Tufts of Epidendrum with Grace-
fully Spreading Leaves. Inscription by the painter.
Short handscroll. A

Shimbi, I, [Nangen-ji, KySto) Bamboos. Probably a
Yiian picrure.

Freer Gallery (33, 8), Marcissi. Handseroll. Signed, A
picture with the same poem also in Tas5, p.to2. Cf.
Pang Yitan-chi Cat. Addir.

C. T. Loo & Co., Pans. A Long Row of Narcssus
Planes m the pai-miso manner, Handserall Two poems
by Chon Mi (1232-1308), one by Ch'ou Yian
(b1261), and others by later men such as Ts'an
Yaa-chung who atmbutes the picture to Chao
Méng<hien. Among the scals are those of Chou Mi
and Hsisng Yaan-pien. 47

Sung Chao Tzii-kn lan-p'u chitan (L-yfan chén-shang
shé, Shanghiai). A handscroll of Epidendrum intended
o serve as models for students, “with texss by the
pamnter. &,

Ralph M. Chait, New York (1956), Flowering Narcissus
Plnm{urnrﬁnnh:d::cmmismmqu:].l.ong
handscroll.

Peking National Museum Car. Narcissi. Long hand-
scroll. Numerous scals of Hstang Yitan-pien, Ch'ien-
lung and other collectors. Poem by Wen Péng
(1408-1573), colophons by Wang Chib-téng (1535
1612) and later men.

P'ang Yian-chi Cat.7. Four Carp on a Lotus Leaf. Seal
of the panter.

Liang Chang—chii Cat.r2. Two Tufts of Epidendrums
and Fungr.
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Cuao Po-cail {65, «. Chiien-li 7 8,

A descendant of the first Sung emperor. Active at the Academy in K'aiféng and during the reign of the emperor Kao-
rsung at the Academy in Hangchou. Well known and highly appreciated as a painter i the gold and green manner,
pardicularly of archicecenral moufs. Followed Li Ssi-hsim. H, 4. L s1. K, 26 (same as 1, 51). L. 47- M, p.611.

Shén Chou, XL Farry Palaces mmdst Clouds in the
Mountaim, Gold and green. B?

Ibid. XVL Imperial Summer Palaces. Fantastic buildings
and boats on lakes surrounded by craggy mountains
and coloured trees. Poem by K'o Chin-ssii. B

Chung-kue, 1, 30 (Ti P'ing-tzi collect.) Pavilions at the
Foot of High Mountains by a Lotus Lake, Crudely
coloured reproduction. C2

[hid. L 31. (Ti P'ing-tzit collect.) Travellers on a Steep
Moumntain Path by a River in Shu. Signed. Inscription
by a Yiian writer dated 1342, B?

LiTai, 1V (National Museum, Peking). Fairy Palaces on
the Mountain of the Inmortals. Gold and green.
Signarure and seals of the paineer, B?

Ch'ing-kong ts'ang, 46 (Manchy Houschold collect,)
Pavilion behind Two Pine-trees under a Cliff by a
River, Fan painting, Signed. C?

K-k, XML Mountains in Spring, Pleasure-boass on
the River at their Foot. Poem and colophon by
Ch'ien-lung, Cf. London Exhib., Chinese Car., p.70. B2

Ibid. XXXIL A Fairy Riding on a Dragon, which is
floating on a cloud over the sea. B?

K.-k. Shu-hua chi, Il An Imperial Palace of the Han
peniod, with a great number of small figures. Afrer Li
Chao-tao. Fan pamtmg. Of. K. K. Chou-k'an, 180.
Adjoining note by Tung Ch'ich’ang, A.

fhid. XXVL The A-fang Palace in & Rock Garden.
Cf. London Exhib., Chinese Cat., p.71. B?

Hui-hia kian, Rocky Mountains Along a River in
Autumn; Dry Trees and Small Buildings Blue,

Crio Posu 1 Bl, & Hsi-yiian 7 .

white and brown colours on sitk. Signed. A large and
much worn handscroll. Passibly of earlier date.

C. P. Huang, Taipei. Palace Pavilion on 2 Terrace rising
above a River, Blue and green mowntains and white
clouds. No signature, but 4 seal of the pamnter, A?

Tas5, p.6ig (Ch'én Pao—ch'en collect.) The Chinch'éng
Palace of the emperor T'ai-sung of T'ang. Signed. A
T'ang poem copied by Wén Chéng-ming; other
poemns by Léng Ch'ien and Trang Yin. B?

Boston Museum, Portfolio, pp.66-60. Entry of the Firse
Emperor of the Han Dynasty intoy Kuan-ching.
Handscroll, Gold and green, Signed. Colophons dared
m the Yiian and Ming periods. AZ

Metropolitan Museun (Bzhr collece.) Spring Morming
at the Palaces of the Han Emperors. Signed. A minia-
wre scroll of later date. B?

Yunntaikan, I. The Palaces of the Immiortals. Colours on
sill Signed. Poem written by Wang Ch'ung. Cf.
Tos3, p.68. C.

tbid. I, Spring Light on the Jade Pond. Handscroll.
Gold and green on silk. Signed. B?

Pang Yiian-chi Cat.1. A Dragon Rising from Hiberna-
tion, Handscroll. Signed,

Ibid. 11. Ladies Looking ar the Moon. Fan painting.
Attributed. Colophons by: Tung, Chil-ch'ang xnd
others,

Thid. 11, Towers and Pavilions on the Mountain of the
Immorrals. Fan painting. Attributed.

Ibid Add.1. A High Pavilion among Trees m Sprng.
Fan painting. Attributed.

Younger brother of Chao Pochii, whom he followed in painting. H, 4. I, s1. L, 47. M, p.611.

Hui-hua kuan, Pine Trees on a Hill and a2 Moon m the
Sky, Ink and shght colour on silk, painted in 2 spotty
manner. Handscroll. A,

Cuao Sunecer# 8, ¢ Kung<chin 2 5.

Pang Yitan-chi Car.11. Two Ladies Playing Chess, ina
pavilion by a lotos pond. Fan painting.

Member of the imperial house of Sung. Served a5 3 high official at Lien<hou, Kwangtung. Painted river scenerics,

Howers and barmboo, G, 16. H, 3. M, p.61o.

Kokung collect. Chiang-hiiang ming: The Farmers’
Lifealong the River. The men are occupied in farmung

with buffaloes, in fishing on the nver, etc. Han dscroll.
Ascribed to the painter, but pmh:hl].‘ notof the pcriod.
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Crao Ta-ninc 8 A 5,
Was for many yeats the servant of Chao Po-chii whom he imitated so closely, particularly in the gold and green
manmner, that his pictures often were taken for the naster’s works, H, 2. 1, 52. M, p.613.

K k. Shuhua chi, XXVIIL Inimortals on the Péng-lai
Island. Palaces and figures among the mountains. A.

CrAQ Tsunc-uan § 55 3K, 1. Hsien-fir I 7.

A brother of the emperor Ying-tsung of Sung (1064-1067). Specialized in wild geese; also lindseapes. G, 16. H, 5.
M, p-606.

K.-k., V. The Yen Moungin with Pavilions and Figures.
Signed. Colophon by the painter dated 1057, Poem by
Ch'ien-lung.

Cr'ao Pu-cumi 52 # =, 1. Wu-chiv £ 49, h Kuei-lai-tzi (5 2 .
From Chil-yeh, Shantung. 8. 1033, d. 1110, Literary writer, poer and official. Figures, trees and animals. H, 3.1, 40.
L, 19. M, p.3oi.

K.k Shi-hus chi, I Lao-tzi Riding on a Buffalo, ch'ing (Wang Shén?) Possibly a Ming picture. Cf.
Ink-painting  with the paintee’s seal and signature, Chung-kuo, 1, 34. C
Poem at the top of pictare by a man called Chin-

Cu'ao Suuo-cHin Jg S22, 1. 1o BLHL, i Ching-ya B 3E.
Brother of Ch'acs Pu-chih. B, ros9, d. 1120, Chine shik, Landscapes and wild geese. H, 3.1, s0. L, 19. M. p.30a.

Li-tai, V (MNationdl Museum, Peking). Herons and scroll. Ateributed, Three mscriptions atrached to the
Geese Gathering on a River in Autumn. Hand- pictire dated 1132, 1313 and 1342,

Ca'in Cr'ine-ro B 7E 3K
From Ch'ien-t'ang, Chekiang, Tii-chao in the Painting Academy in the Pao-yu period (1253-1258). Landscapes,
cspecially views from the West Lake, H, - M, p.428.

P'ang Yiun-chi Car.11. A Spring Moming, Landscape
with palaces and figures. Fan painting: Ateributed.

Cu'sn Cat-caunc BUJE .
Served as 2 tai-chao in the Academy at Hangchou in the Chia-t'ai era (r201-1204). Specialized in horses and camp
scones. H, 4.1 5. M, p4ga8.

Litzi, V (National Miseum, Peking). Egg-plants, {Amida). He is seated on 3 Jorus fower, placed an the
Cabbages and Butterflics, Handscroll, Signed. Spalsof back of a buffalo. Pamter’s signature and seal. C.
Yitan and Ming collectors, B? K. k. Shu-hua chi, VL. Wen Chi prepaning to retum to

Yen Kuang Album, 1927 (Manchu Houschold collect.) China. A scenic in the Mongol camp. A
A Man on Horscback, leading another horse byarope.  Ku-kung collece. The Parting of Su Wi and Li Ling.
Album leaf. A? Sheirt hundseroll in colour. Armmbuted o the master,
K-k, XXX. The Buddha of Immessurable Age bt exeeution probably later. B2
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Metropalitan Musewmy (Bahr collect.) Shooting Sea
Baglex. Fan painting. Atribited on the labe! ta Ch'en
Chii~chung. A?

Boston Muscum, Portfolio, Pls.61-64. Four pictures
illustrating coreain scenes from Wen Chi's life in
Mangolia, her Parting from her Mongol hosband and
children, and her Arnival in 3 Chinese city. They are
probably inspired by Weén Chi's Eighteen Songs, in
which she describes her experiences and her socrow
in leaving her Mongo! family. They were probably
parts of a series; see following item. These pictures
have no signatures or inscriptions, and are introduced
here merely oni stylistic grounds. They have some-
times been placed in the 12th century.

C. C. Wang, New York. A long handscroll of cighteen
pictures, with text between, lustrating Wen Chi's
Eighteen Songs. The compositions of four ‘of these

pictures are much like those m Boston, though
somewhat smaller in size and with less numerous
figures. They may be approximately of the same
period and belong to the same stylistc group as the
pictures in Boston, The inscripoons between the
pictures are in the manner of the emperor Kao-tsung.
A later complete version of this senies of eighteen
pictures was in the collecdon of Mr. Maynyama in
Tokyo in November 1954,

Plang Yian-chi Cat.1, Tartaps Hunting: Eight men on
horseback with falcons and hounds. Handscroll.
Signed.

Ihid. 11. Tending Horses by the Willow Stream. Fan
painting. Auributed.

Ibid. 11. Huntsmen on Horseback. Fan painting.
Anributed.

Cr'en Juse B, . Kung<h'u 2 ., b So-wéng P &5
From Fukien. Chin-shili in 1235. Well known as 2 poet in the Pao—yu era (1243-1248). Specialized m pamting

dragony H, 4. L 1. L. e2, M, p.428,

Toyes, X, Plyo (Baron Yokoyama), Cavernous Rocks
and I{uahing Torrens; Dagons bsumg from Clonds.
Section of a handseroll. Poem with signatire of the
painter, B2

Thid: Pls.5o,41 (Count Sakai). Dragons in Clouds. Two
secrons of 3 handscroll. B?

Kokka 226 (Marqms Y. Tokugawa, Owar). A Large
Dragon in Deep Cloude. Poem with sighature of the
painter, B2

thid. ss0 {formerly Suzuki). Dragons in Clouds and
Water, Two secions probably from the same picture
a3 the minor handscroll in Boston, B?

Boston Museum, Portfolio, Pls.134-135. Four Dragons
and Gushing Water among Cavernons Rocks.
Sections of the same handscroll as the preceding
picture. 2

Cr'en Tsunc-uson Bl = 3.

Memropalitan Museum. Twa Dragons in Clouds and
Misc. Secnon of same scroll as the preceding picture.
B?

Boston Museum, Portfolio, Pls.127-133. Nine Dragons
Appearing through Clouds and Waves. Long hand-
scroll with rwo colophons by the painter, dated 1244;
and several eulogies of the Yiian and later penods. A
superior masterpiece. A.

Nelson Gallery, Eansas City. Five winding Dragons
Interlaced in 2 Knot. Signed. B?

Princeton University (Dubois Morns collect.) Twelve
Dragons lssging from the Mist in Cavernous Rocks
and over the Rushing Streams. Aficr the master's
design. Signed. B?

Pang Yian-chi Cat. Add.i. A Dragon amudst Clouds.
Signed.

From Hangchow. Tai=chao in the Academy duning the Shao-ting era (1228-1233). Figures, after Su Han-ch'én. H, 4.

Mei-chan t't=k'an. Lao-tzi Seated on a Terrace,
speaking to two high officials.
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Cu'En Yunceunm B B &,

Native of Yen-ch'éng, Honan. Member of the Academy in the T'ien-shéng era (1023-1033), but returned to s home
town. A skilful painter of Buddhist snd Tacist figures as well as profane subjects, and much praised for his exacmess
of dewail. F, 3.G, r1. H, 3. M, pp.426, 427,

C. T. Loo's Successor, New York. Sakyamuni Buddha fully copied. Probably a futhful copy after an original
i Red Mande; he is stepping our of a thicket of by Wei-ch'ih I-séng (vide supra),
blossomung trees. Signed:. Chidn Yung-chili respect-

Cutng Sst-asiao 8 B 7, r. loweng 1 &, b, So-nmn B #.

From Lien-chiang, Fukien. Lived some time in the neighbourhood of Suchou, Acuve r.1240-1310. Epidendrams.

H, 5. L, 56. M, p.640.

Shén Chou, 2: A Tuft of Epidendrum. Short handscroll.  Yale University (Ads Small Moore colleer) Two
Signed. Small Plano of Epidendrum, execored with & few

Straikan, 1, 19. Two Epidendnumn Plants. Short hand- strokes of the brush. Poem by the pamter and a greas
sceoll. Signed, dated 1306, Poem by the painter. number of colophom of variows periods, Cf N
A slightly different version of the same picture in the XXVIin the Catalogue of A. S. Moore callect.

PmtrG:alicrym..pj. A.

Ca't Cuune B . _
From P'i-ling, Kiangsu. Active i the Pao—ching era (1225-1227). Landscapes. H, 4, p.15. M, p.377.

Boston Miscum, A River View. Bare trees on the bridge. Snow-covered mountain ridge in the diseance.
shore in the foreground and @ mun riding over a Far painaing, Old sanbution,

Cu't Hst! i Ji-. abso named Ch'i Ya 7 M. _
From Chiang-nan. roch century. Flowers, birds, warer-buffaloes snd cass. F, 4. G, 14. H, 3. |, 50, L, & M, pars

K.-k. Shu-hum chi, XXVIIL A Boy Leading s Buffalo..  Ku-kung collect. Landscape with a Buffalo. Inscription
Ink-painting. Inscribed with pamter’s mame. Calo- by Wén Yilan, dured 1325, Arributed
phon by a Yiian writer dated 1323. A,

Cua Smuxv W 4.
From K'aiféng. Chifi-hou i the Paintng Acadeny in Hangehou. Active c.1130-1160. Buddiust and Taoist figures

followed Li Kong-lin. H, 4.1, 1., 5. L, 48. M, p.s6is,

K.k Shu-hua chi, VIL Kuanyin Sested on a Rock-  Ishuts'ung-pien, 8. A Lady m Long, Trailing Garment,
Signed. Possthly & Ming picture. standing in profile: C.

Cuianc Ts'an 1L 2, r. Kuan-ao | iE.
From Wi-hsng, Chekiang. Active dunng the firse half of the 1ath century. Followed as a landscape-pamter the
Tung Yitan aud Childjan sradition. H, 4. 1, 51. L, 3. M, p.88, '

Shén Chou, XVIIL, A Grove tn the Mountains, Cot- K-k, Shu-boa ohi, XXV, The Lu Mountain, after Fan
tages by the Stream. Album leaf Inscripmion by Kiuan. Inscribed with the painrer’s name. Possibly
Wang To of the Ming period, Cf. Nanga Taised, X1, executed in the South Sung period after an earicr
0.C model,
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K.-k. Chou-k'an, vols.14-16 (and special publicanon by
Ku-kung). Thousand Miles of Mountains and River:
Thickets of Trees and Fissured Rocks on the Slopes
and Promontories along a Broad River, Long hand-
scroll. Signed. Trscripdons by Cliien-lung, daced
1747, and by four other men. Colophons by K'o
Chiu-ssiz, Wa Euvang, Tung Ch'i-ch'ang and others.
A

ANMOTATED LIST OF PAINTINGS

Wooded Peaks: Lin lwan chi es'uls A somewhar
srmialler handscroll than the preceding oie, though of a
similar kind. Inscription by Ch'ien-lung, dated 1785,
A

Boston Museum, Portfolio, PLigr. Mist over a Valley

and a Traveller on 3 Bridge. Fan painting. A?

Metropalitan Museumn. The Hundred Buffaloes. River-

scenery with grazing cartle. Handscroll, Probably of

Nelson Gallery, Kansie City, Amassed Verdore of the Yiian period. Cf London Exlub. Carizzs.

Cuiao Choncciane S HhaE.
From Ho-chung, Shansi. Active i the first half of the r2th century. Followed Li Kung-lin in his religious pictures but
painted also profane figures and lindscapes: L s1. M, p.sot:

(later) fi-poem The Red CHf. Views of the poet’s
country home. He is shown in company of friends in.a
boat, ina bamboo grove and m the pime-wood. Long
after the women. Also 3 servant and other animals. handscroll. Signed, Colophon with éxtraces from Sa
Short handseroll, Old armbution. B? Tung-p'o’s poem i written by Chao Tidin dated
Joseph UL Seo, New York. lllusteations o Su Tung-p'o’s P23

Freer Gallery (19, 175). Familics Moving their Residence.
Two women are niding on a donkey and on 2 buffalo,
respectively; one of the men walks abead, the other

Cu'ies 1 8 58, 1, Hsi-po 4 8.
From Hangchow, Passed his chini-shil degree during the reign of the emperor Chén-sung (908-1023) and became a
Han-hn member. Arhats, landscapes and flowers. H, addenda. L, s0. K, 0. L18, M, p.679.

Ishy s ung-pien, Il. A Cabbage Plant Signed, dated
tozz, Porn: by Yio-wén Kung-liang (of the Yiimn
period). Seals of the Sung period. C?

Cuo Ts'une QL5 1 Ting-jui E 5.
From Yung-ch'ur, Fukien. A friend of the philosopher Ch'én Ch'un of the Southem Sung period. V, p.s22.

Boston Museum. Wild Geese and Reeds. Signarure and
seals of the painter. A?

Crou Cui-ci'ane 2 % and Lix Tivexur 3K B B,

Two artists acove ¢.1160-1180 In Ning-po. Known only through a series of 100 pictures representing che j00 Arhats,
exccuted in 1178, Eighry-two of them are in the Daitokap, Kydto, ten in the Boston Museum, and two in private
colleetionms.

Hoston Muscum, Pordulio, pp.75-84
75.Evdﬁ_tthmﬁsingd1=Sﬁ,byChnn(ﬁi-

78, Four Arhats and Two Antendants Wimessing the
Transtiguration of an Arhat, by Chou Chich'ang,

ch'ang. Signed, dated r188. dated 1178;
76, The Victory over Taoist Heretics, by Chou 70. Arhats Bestowmg Alms on Beggars, by Chou
Chi-ch’ Chi<ch'ang, dated 1184,

80. Five Arhats in the Bamboo Grove, by Chou Chi-
ch'ang, dared 1180.

ang. |
57, Indian on a Camel Offering Corals and Jewels to
Athats, by Chou Chi-ch'ang.
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81. Five Arhats Watching Demons Carrying Buddha's ~ Kokka 238, Five Arhats and Two Attendants with a
Bones ro Different Parss of the World, by Chou Lion, by Chou Chi~ch'ang, Cf. Shimbi, XV.
Chich'ang. Ibid. 274 Five Arhats and Three Demons, by Chon

82. An Arhat Attended by 2 Dragon in Meditation on Chich‘ang.

Water, and four others standing on clouds above,  Shimbi, XV. Five Arhats Warching Dragons Fighting
by Chou Chi-ch'ang, dated 1178. in the Clouds, by Chou Chi<h'ang. Cf. Toy5, VIIL

83, One of Five Arhats Manifesting Himself as the  Toyd, VIIL, Plso. Five Arhats by 3 Mountain Stream; a
Ning-headed Avalokitefvara before Priests and deva is descending from Heaven with lotus flowers,
Laity, four standing at his side, by Lin T'ing-kuei. by Lin T'ing-kuei (7)

84. Arhars Feeding 3 Humgry Preta, by Lin T'ing-  Ibid. VI, PLs1. Four Arhats Watching a Fifth, who is
kueci, dated 1178. ascending on a cloud to Heaven, by Lin Ting-kuei (7)

The following of the Daitokuji pictures have been
reproduced:

Cuaov 1 i BE.
Active in the Shao-hding era (1131-1162), Taichao in the Academy of Painting. Figures. H, 4. M, p.244.

Chugoku, . Portrait of a Lady playmg the Flute,
Atwibuted. Probably s later painting.

Cuu Hst 48 and Cuu Yine R 8.
From Chiang-nan. Active at the beginning of the rath century, Both famous for painting buffaloes in peaceful
bindscapes. G, 14- H, 3. M, p.ot,

Laufer Cat:zi. A Herd-boy on a Buffalo under two  Thid. 11, A Boy and a Buffalo Wading a Stream. Fan
Large Willow-trees. B? painting. Attributed.

Pang Yilanchi Cati1. A Buffalo Gmazing, Two
Herd-boys Playmg on the Ground. Fan panting.
Arutributed.

Cuu Hsianc-nsien £ B 9E, r. Ching-ch'u £ #], h. Hsi-hu yin-shih 75 # B2 1.
From Sung-ling, Chekiang. Active c.1095-1100, Landscapes, followed Tung Yiian and Chii-jan. Mentioned by Su
Tung-p'oas 3 good painter who did not seck recognition. H, 3.1, 50. K, 3. M, p.g1.

Kokka 280 (Marquis Inonye). Fishes playing in decp
water. Old atrribution. Possibly of the period.

Crv Huircmn 2.
From Ch'ien-t'ang, Chekiang. Tui-chao in the Academy of Painting during the Pao-yu era (1253-1258), Landscapes
and figures, followed Hsia Kuei, H, 4.1, 51. ), 8. M, p.ga.

Chumg-kuo, I, 48 (Ti Pling-tzii collect) Bears on 2 Plang Yilan-chi Cat. Add.1. River Landswcape with two
River in Autamm; high rocky shores. Signed. Cf. Boats in Snow; cottages in bamboo groves on the
TG, p.103. A? shore, Fan pamting. Atmibured.
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Cuv Ju1 K 8.

From Haopei. Tatiwchao m the Al:a&rm}f anainl:il:lg i K‘aif‘mg and alsoin Hn.ngf:hnu. In his ]ands::apex he followed
Woatig Wei and in his figure-paintings Chang Tan-li. H, 4.1, 51.], 2. M, p.oa.

Chungkuo, I, 47 (Ti Pling-tzii collect.) The Spring
Message from Féng—ch'éng. Ladies in a pavilion on a
high terrace among clouds. Said to be after Wang
We. Ct

K-k, XIX. lllustration to Su Tung-p'o’s fi-pocm The
Red CHff. Steep cliffs along a stream and three menm
a small boat, Handscroll.

Attached to the picture is 3 colophon by Chao
Ping-win, dated 1228, The aruibution of the pictare
to Chu Jui (who was acave at the beginning of the
r2th century) made by Hsiang Mo-lin is probably
misleading, the style of it being later. It should be
noted that according to the Collected Work of

Yiian Hao-wén of the Chin State, the painter Wu
Yian-chih K JC i, rzd Shan-fu { R, likewise
active under the Chin government (in Peking), did a
picture llistrating Su Tung-p'o’s porm. As he wasa
contemporary counmyman of the poet and painter
Chao Ping-wén, this may be his work {as concluded
by Mr. Chuang Yen of the former Palace Muscumy),

Boston Museum, Pordolio, p.6o. Bullock-carts Travel-

ling over a Mountain Path. Signed with the painter’s

name. B,

P'ang Yilan-chi Cat, Add.r. An Ox—carc Crossing a

Mountain Stream. Album leaf. Signed.

Crunc-jin # =, h, Hus-kuang chang-lao 3 € R E.

From K'uai-chi, Chekiang. A Buddhist monk who lived in the Hoa-kuang temple in Héng-chou, Hunan, after
which he was named. A close friend of Huang T*mg-chien, who wrote comments on some of his pictres. Plum-
blostoms. The Mei-p'u & B treatise 2scribed to Chung-jén is probably by a painter of the Southern Sung or Yiian

pediod H, 3.1, 52. M, p.84.

Berlin Museum. River Scenery in Mist, The signature
"Chung-j#n" may refer to a later pamter. Fan paint-
ing. Cf. London Exhibition Cat. g11. C.

Fan an-jin 78 % 2. Nicknamed Fan Lai-tzii §& 8 -F. The Scabby Fellow.
From Ch'ien-t'ang, Chekiang. Tai<hao in the Academy of Painting, c.1253-1258. Spedialized in fishes. H, 4. L, 1.

18- M, pagy.

Sagen Meigashii, pp.39, 40 (Murayama collect.) Swim-
ming Fishes and a Crab. Atributed. Cf Kokka, 146.

Eokka 175 (Magoshi collect,, now Hakone Museum),
Two Fishes and Sea-weeds. Fan painting. Avmibuted.

Thid. 530 (Dan collect.) A Carp. Album leaf. Attmbuted.

Iid. 571 (Dan collect) A Fsh among Sca-weeds.
Attributed.

Boston Museum, Two Carp Leaping among 'Waves.
Nao attribution, but it is stylistically related to some of
the above-mentioned pictures:

Fan x'van §& ¥, original name Fan Chung—ching & ¥ IE, f, Chung-li 4h 3L,
From Flus-yiian, Shensi Active c.006-1030. Landscapes, followed Li Ch'dng and Ching Hao. D, 2. F, 4. G, 11. H, 3.

I, s0. M, p.a78.
Chung-kuo, 1,28 (T1 P'mg-tzii collect.) Travellers with

Mules in the Mountains. Inscribed with the painter’s-

name. Seals of the emperor Hui-tsung and larer men.
Colaphen by Tung Chich'ang. Reproducton
blurred. B?

Ihid. I, 20. (Ti P'ing-txii collect.) Craggy Mountains and

a River in Snow. lnscribed with the painter’s name.
Colophon by Yo Chin of the Yiian period. C.

K-k Shu-hua chi, vol.II, Men with Donkeys Approach-
ing a Stream at the Foot of Steep Mountains., Poem by
Ch'ien-lung. Colophons by Sung Chiin-ych and
Wang Shih-min. B?
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Ibid, IV. Sitting in Contemplatdon by 2 Stream at the
Foot of Clondy Mountains. Poemns and colophons of
the Yiian, Ming and Ch'ing periods. Gf. Chinese Cat.,
London Exhib., p.36. A?

Ihid. IX. Travellers among Mountains and Soeams. A
steep central mountain with a waterfall dominates the
composigon. Inscription by Tung Ch'i-ch’ang. & very
large and much restored picrure, possibly of the
period. A?

thid. X. Snow-covered Mountains, 3 Temple at the
Bottom of the Gully. Inscripdon by Wang To dated
1649, and by Tung Ch'ich'ang. B?

Ihid, XLI A Waterfall i Autumn among Leafy Trees.
In his manner, but more likely by Li T'ang. B?

Ch'ing-kong ©s'ang 10t (Manchu Household collect.)
River m Snow, Travellers Crossing a Bridge. Fan
painting. Signed, Reproduction blurred. C?

Ming-hua lindang (K lung). Ch'in-ffug hsich-chi £u.

Fan-tunc 3 B, r. Mao-ssmg 1% 55, h. Wo-chu 3% {£.

Clearmg after Snow on the Mountims. Large
album leaf Inscription in the manner of Hui-sung
and by Chien-hmg. Cf K& Chou-kan, 11, 36, A?

Toam, p.3 (Sans collecr) River View m  Autumn,
Temple in the Mountains, Fragmentary handscroll.
Colophon by Mi Yijén, pocmn by Kso Shilech's
Cf. Omura, Il and Chung-kuo ming-hua, vol.8, B?

Hokuga Shinden (Abe collecr.) A Man Scated in
Contemplation, under larpe trees and cireling dlouds.
B.

Boston Museum, Portfolio, p.4o. River Shore in Snow
with a Lonely Wanderer. Fan painting. A.

Thid., p.42. Wmter Landscape with Large Trees, Fan
painting. B,

Thid., p.43. A Deep Mounmin Gorge in Snow with
Pavilions and Temples. A?

P'ang Yiian-chi Cat. 1 1. Mountains at Shan-yin in Snow,
Fan painting, Attsibiited,

From Wu-hsing, Chekiang. A monk, active during the first half of the 12th century. Figures and landscapes m the

mammer of Li Kung-lin. H, 4. M, p.374.
Freer Gallery (19, 174). Arhats Moving through Forests

and across the Sea. Handscroll. Armibuted. Possibly 2
picture of the Yian period, if not later.

Hax Jo-cuo 35 4.

From Loyang. Active &.1110-1124, Best kmown for his bird paintings but executed also pormais. H, 3.1 51. M, p.6o7.

Berlin Museum. Sparrows and Rice Stalks. Fan painting.
Signed. Cf. London Exhibition Cat. g22. A

Ho Cu'inc #8 1%, t. Ch'ang-yian £ {§.

From Chijung, Kiangsu. Active during the second half of the 10th century, Buddhist and Taoist figures, and horses.

D, 1.F 3. G, 7. H, 3. M, pp.307, 308.

Boston Museum, Pordolio, py4. A Man Trying 1o
Catch 3 Horse. Inscription in the manner of the

Ho Cu'uxe I 7.

emperor Hui-tsung: "By the brush of Ho Ch'éng”.
Dated 1107, Album leaf. A7

From Suchou. Active .1078-1085, Painted mamly portrits. H, 3.1, soc M, p.131.

Freer Gallery (17, 114). Pormait of 3 Lady m White
Garment, sunding with a fiy-whisk in her hand.

Old atrribution, but more likely 2 South Sung
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Ho Tson-suma 7] 350,

A monk, from Chiang-nan, lived in Hunan and Kuangsi. Active already in the Lung-té cra (p21-923). Can. G, 14,

H, 3, p.1o. M, p.531.

Pang Yian-chi Cat.7. A Cat and Four Kittens Playing

by a Rockery. Inscription in the manner of the
emperor Hu-tsung,

Hsi-cumiy cif-suin % 4 J& . His real name was, according to Japanese sources, Chin Ta-shou & - &,
He lived at a place called Ch'é-ch'iac in the town of Ch'ing-yiian, Chekiang. Mentioned in Kundaikan Sayiichoki
(No.37). Active at the close of the South Sung period in Ning-po, Chekiang. Buddhist figures.

Toss, pp.t23-127 (Natonal Museum, Tokyo). Ten
pictures of Arhats from a series of sixeeen. Colour on
silk. Signed. A.

Berlin Musenm. Two pictures of Arhats from the same
serics as in the National Museum, Tokyo.

Boston Museum. Portfolio, pp.166-1009. Four of the Ten
Kings of Hell:

106, King Ch'v—chiang Hearmg a Protest.
107, King Sung-ti Revermg a Stitra.

Hsia Kum B, o Yiyo 8 E.

108. King Pien—ch'éng Listening o a Plea.
t09. King Tu-shih Wnnng 2 Jodgement.
Metropolitan Museum. Five pictures from the same
series as the preceding four,
Kokka 203 (Nanzen-ji). An Arhat. Acmibuted.
Kawasaki Cat.19. The Priest T'ien-t'ai. Arribured.
[hid. 23, The Prest Shao-k'ang, with two children.
Kokka 580 (Abe collect.) Arhass. Arributed.

From Ch'ien-t'ang, Chekiang, Tai-chao in the Academy of Painting; ¢.1190-1225. Landscapes, followed Li Tang.
Equally famous as Ma Yiian and co-originator of the so-called Ma-Hsia School. HL 4. ], 6. M, p.218.

Eudemg collection. Far-reaching Clear Views over
Streams and Mountains, Handscroll (27 ft long).
Poem by Ch'ien-ting, Colophon by Ch'én Ch'uan,
dated 1378, and another by a later man. Seals of
Ch'ien-lung and several Ch'ing collectors. The last
section, which had the signature of the painter, 1 lost.
A

Palace Musenm: Album, 1937, Ten Thousand Li of the
Yangtse River. Long handscroll (34 fr.). Anobuted
to the master by K'o Chiu-ssfi, whose inscription on
the picture is dated 1340, Seal of the emperor Wen-
tsung of Yian (1328-1329) and of larer collectors.
Colophons by Kao Shilich'i, dated 1608 and by
Liang Kuo-chih (18ch century), Cf. London Exhibi-
rion, Chinese Cat., pp.58-96, The very flient broad
manner of execution 5 not like the master's work, but
the picture may be ol his ime. B.

K-k, XIV. Looking for Plum-blossoms. An old scholar
with his servant on a snowy mountain path. B?

Ibid. X VIIL Entertaining a Guest in s Mountain Pavilion
imdera Large Tree. C.

Ibid. XXV. The Willow. Dyke of the West Lake, in
Hangchow The colophon, by the Yaan paimter Kuo
Pi, is probably a copy. Poem by Chlien-lung. Cf.
London Exhibigon, Chinese Cat., p.87. B,

K.-k. Shu-hua chi, XXV. The Returning Boar. River
landscape with a steep mountainm the background. C.

1hid. XXX VL High Cliff by a River. Inscription by
Wang To (about 1640) who atributes the picture to
Fisia Kuci, B. |

Ihid. XI.. Two Men Scated on a High River-bank under
a projecting pine, Double album-leaf. A?

Ku-kung collect; Two Men seated among Bamboos on a
River-bank. Ink painting with slight coloar. A?

Sung-jétn hua-n'é (i Mo<h'so collect.) A Man
Playing the Ch'in under Tall Trees on o River-bank.
¥an painting. B?

Thid. (Li Mo—ch'ao collect.) Groves of Trees ona Racky
Shore; Misty River below. Fan painting. Signed B?

Kokka 1358 (formerly Kuroda). A Promontory with' 2
Wind-swept Tree. Fan painting. Signed. Cf. Hikkden
Ple B.



PAINTERS OF THE SUNG DYNASTY 31

thid. 165 (formerly Kuroda), A Herd-boy with Two
Buffiloes on a Snowy Beach. Fan painting. Signed.
B.

thid. 193 {formerly Viscount Akimoto). Dwelling
among Leafy Trees on Sharply Cut Cliffs by a
Stream. Gf; Shimbi, XVI. A?

Ibid. 203 ({formerly Yamamoto). A Man and a Crane
imder 2 Pine-tree B,

Thid. 247 (Marguis Inouye). Playing Chess in 3 Bambao
Grove. The inscription on top of the picture probably
by the emiperor Ning-tsung (1195-1224). B.

Ibid. 385 (Mazquis Asano). Landscape with 2 Pavilion
Built on a Bridge. Secton of a scroll. Gff Bijusu
Kenkyi 21. Probably early copy. B?

Ibid. 432 (Prince Matsukata), A Man Playing the Ch'in
on a Termace in Moonlight. Tall Bamboos growing
out from the steep mountain wall. B

thid. 452 (Baron Fujita). A Man with a Suff, walking
along a Precipice under Pine-trees. Signed. B?

Sthumbi, XV {Baron lwasaki). A Wmnd-swept Tree an 3
Promontory and a Buffalo, Album leaf. BY

Taya, VI, 55 (formerly Kawasaki). Rain-storm over
a Pavilion among Trees by a River. Signed. A,

tbid. VIIL 56 (Baron lwasaki), River View with an
Anchored Boar Cf. Shimbi, XI; S5gen Meigashi 10
At

Ihid. VIII, 57 (formerly Kuroda). A Pavilion on a
Rocky Promontory among Leafy Trees. Signed. G,
Hikkden, PLyt; Sogen Magashi 20; Kokka 34, A

Ibid. VIIL, §8 (Akaboshi collect.) A Man Seated by a
Waterfall. Fan painang. Signed. B,

{bid. VIIL, s9 {Akaboshi collece) A Man Seated under
3 Pme—trec looking over a8 Winding Stream. Fan
painting. Signed. B,

Ibid. VIIL 60 (Masao Genjo). River Landscape with
Boats and a City in the distance. Section of the same
handscroll as the picture in the Asano collection. B.

Ihid. VIIl, 61 (formerly Kuroda). Twe Herons by 2
CUff in & Stream. Fan painting. Cf, Shimbi, XX;
Hikkoen, PLs. B.

Ibid VI, 62-64 (formerly Mayeda). Old Pine-trees and
Craggy Rocks. Three Landscapes forming a set
Probahly of the Ming period. C_ 7

Tos5, pg6 (formerly Akimoto). A Misty River Valley: 2
Man followed by his servant walking along the steep
hank. B.

thid. pp.o7, 08 (formerly Kuroda), Two lindsapes:
River Valleys with Towering Mowmtaing and Pavi-
lions. One representung Spring; the other, Summer.
Probably of the Ming period.

Ihid. p.roo (M. Ogaws). View over 3 Distant River
with Boats. Mounmin silhonettes in the mise. B?

Marquis Asano collect., Odawara. A Man on a Donkey,
followed by his Servant, proceeding along a over-
bank towards 2 bamboo grove. Signed, A,

Boston Museum, Portfolio, Pls.85, 86, River Landscape
with a Wmnd-swept Tree. Fan pamting. Accompany-
ing inscription by the emperor Hsiao-tsung of Sung
(r163-1189), Cf Kokkazgs. AL

Ibid. p.87. Landseape with Fishing-ncts and a Group of
lurge Trees on the River-bank. A much retouched
painting in the mammer of the mastee. B.

Nelson Gallery, Kamsas City. Portion of 2 handscroll,
known as The Twelve River—views. Each view is
marked by a descriptive name written by the emperor
Li-tsung (r225-1264). Only four of the twelve
views are mcluded in this scroll. Signed. The ac-
companying colophons are wrirten by Shao Heng-
cheng (of the Hung-wu period), Wang Ku-hsiang,
dated 1562, Tung Ch'i-ch'ang, dated 1637, and
others. Mentioned by K'a Chit-ssii, Repraduced in
Chung-kuo T, pp.s3, s¢- Cf London Exhibition
Catao74. A copy of the complete scroll is m the AC S,
Moare collect. ar Yale University:

Freer Gallery (11; 26). The Hundred Water-buffaloes.
River landscape. A Ming picture niot in the manner of
Hala Kus, C.

Former MNational Museuny, Peking. Four albums ¢ach
comprising eighteen leaves representng The Four
Seasons. Artributed Colophon by Chon My daced
1277, and his seals. Colisphons and scals of later men.

Plang Yiunchi Carr. The Endless Monntains snd
Streams. Long handscroll. Signed. Poem by Ku Ying,
dated 1350

Ihid. 7 (illustr. Cat.1o40, 1IT). Snow-storm over the Pa
Bridge. Signed. Poem by Ch'ien-lung,

thid. 11. Temples in a Mountin. Fan painting. Awn-
buted.

Ibid. 11, Misty Mounnin Landscape. Fan painting.
Ateributed.

Thid. Add.s. Two Men on Homeback m a Snow-
covered Mountain. Fan panting. Artributed.
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Hsiao Cuao 3.
From Hu-ts2, Shansi. Tairhee in the Academy of Painting in Hangchou, c.1r30-1160. Landscapes and figures.
Pupil of LiTang. H, 4. I, 51.], 3. K, 10. M, pp.69g, 700.

Ku-kung collect. A high Tower in the Mountains Suchou. Short handscroll. Signed. Cf Chiigoku, vol.
overlooking a dark View, Ink painting on silk in the I A?
style of Li T'ang. Signed by the painter on acliff with  Ihid. p.6o (Fang Jo collect.) Mountain Dwellers, Pavilicms
mimiature characters. A. among winding waters and rugged cliffs. Handscroll.
Ibid. River Landscape. The cliffs are rising steep Inscribed with the painter’s name, dated 1134 A2
and partly projecting; 2 man i tying a boat to a2  Boston Museum, portfolio, p.137. A Waterfall among
pole, others admiring the view, The stomes and old Pine<clad Rocks. Fan painting, Attributed. Cf. P'ang
mee-trunks are pamted m a kind of zig-zag fashion, Y fian-chi Cac 11. B,
fmmiug silhouotres against  the :.’ﬁ]lnwilh sl . C. Wang, New York. A Wine-Shop ina Bamboo
Atrributed to the painter. A? Grove at the Foot of Snow=overed Mountains, Lirge
T6s5, p.59 (Chu Han collect.) The Tiger Hill near Albun leaf. Sigued. A.

Hsiao Yuxc ¥ gk,
Served as 2 hagh official at the court of the emperor Hsing-tsung of the Liao dynasty (1030-1055). Imitated Pien Luan
as a pamiter of birds. |, 2. M, p.7o0.

K k. Shu-hua chi, [T Pheasants on a Rock by a Stream.
Signed, bt apparently not of the Sung period.

Hsmu Yiax B JT.
Unrecorded. Probably an acadermician in the Sung period.

SGgen 21 (Chang Hsiieh-liang), A Branch of Peach-
blossoms, Short handscroll. Signed.

Hsi Cr'umecai i & 18,
From Nanking. Grandson of Hsi Hsi. 11th eentury. Flowers and birds. D, 3. F, 4. G, 17. H, 3. L, 50. M, p.355.

Pang Yian-chi Cat.11. Flowers and Birds. Fanpainting.  Thid: Add.1. Autumn Flowers. Album leaf. Signed.
Atributed.

Hsii Co'unessT # & 8.
From Nanking. Grandson of Hsii Hsi. t1th century, Flowers and birds. D, 3. F, 4. G, 17, H, 1. I, 50. M, p.355.

Kokka 388 (Asano collect) Butterflies Dragonflies,  Yunnkan (Fujii collect) Two Rabbits and Melons.
Grasshoppers, Bamboo, Cockscamb and Melon. Part of a handseroll, Cf. Bukkyd Bijutsu 14, C,
Sometimes attributed to Chao Ch'ang. B? Shina Kacho Gasamsu. Four Quailk imder Maize

Artributed. B?
Hsi Sun-ca'anc # fit §.
From Nanking. Active during the second half of the 12th century. Flowers, birds and Lindscapes. H, 4. M, p.356.

Freer Gallery (16, 95). Mounnin Landscape with a  Pang Yian-chi Cat7, Mounnin Village in Evening
Scholar’s Abode by the River. Signed. Mist. An old man with a boy standing by a gaw: a
temple and 2 pagoda in the gully, Signed.
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Hst Tao-wine §FEE.
From Ho-chien, Hopei. First half of the 11th century. Lived first as 3 vendor of medicine in Ch'ang-an but became:

gradually kniown and highly appreciated as a painter. Landscapes, followed Li Cli'eng. D, 2. F, 4. G, 1. HL 1. L, 44

M, pagog.

K-k, IX. Mountain Pass in Snow, after Li Ch'éng.
Signed. Seals of Hui-tsung, Chang-tsung of Chin,
Shén Chou and others of the Ming period. B?

Thid. XIL Snowy Peaks in Mist, Fishermen's Cottages on
the Shore, Inscribed with the painter’s name and the
date chia-shén of the Ching-yu era, wnth month, a
date ‘which never existed in the Ching-yu cra. The
inscription: as well a3 the execution of the picturs
appears 1o be of a later period.

K.-k. Shu-hua chi, XXIX: Old Leafless Trees on Bare
Cliffs, A?

Yurintatkan, Raver View with Bare Hills and LeaHess
Trees. Section of a handscroll, Cf. Tasa, p.33, and
scroll-reproduction by Hakubunds, A.

Tosd, p.34 (formerly Héng Yung, Peking). High
Mountain Ridges with Pinc-trees, Travellerss on 2
Bridge. Seal of the emperor Chang-tiung of Chin.
Poem by the emperor Hsiao-mung, dated 1185(7) B?

Boston Museum, Portfolio, p.sg. Man in a Pavilion

Hu Cmissu &8 & 3.

Watching the Tide on the Ch'ient~ng Hiver. Fan
painomng. Signed with the pamnter . mme

SGraikan, IT {Abe collect) Snow-covered Mountaris
with Travellers on che Bridge below. ¢V London
Exhibstion Cat. ring. C.

bid. 1L A Phﬂumph:r‘s Aboden the Mowngiins. Pocm
agned Hu Ning. C.

Nebon Gallery, Kansas City. Fishing in 2 Mountain
Stream. Several Small Boass on the Quiet Water.
The mountain ridge along the shore forms 2 senes of
sharply cut poimed waves. Large handscroll. A.

Ars Asiatica, IX, p.25 (Oppenheim collect) Monntain
Landscape with a Sage Crosing a Bridge. Arributed.
Cf. London Exhibinon Car.1207. C.

Plang Yian<hi Carin A Returning Boar in Storm.
Fan painting. Atrributed.

fbid. 1. Blue Mountains and White Clouds. Album
leaf. Armibated.

Probably 13th century. Figures and landscapes. Unrecorded except in Kundaikan Sayilchoki, 39. Cf. Bijutsu Kenky®,

4, 6.

Kokka 275 (Count Sakai). Sakyamuni as an Ascetic
Returning from the "7 ldsmess. Poem by Ming-pén
(1263-1323), a friend of Chao Méng-fu.

Thid. 372 (Baron lwasaks), Han-shan, the Ch'an Monk.
Atrributed.

Thid. 577 (Kat5 collect.) Han-shan and Shih-t2.

Sogen 72 (Yamaocka collect.) Sakyamuni as an Ascctic

Hu Suon-ciin 815 E.

Returning from the Wilderness. Inscription by Hai-

}I'm.

Hikkden {formerly Kuroda). A Buoddhist Monk Seated
on o Mat Sewing his Garment. Album leaf,

Kawasaki Catzo. A Boiamman Speaking to 3 Woman,
who stands on the shore. Poem by the priest Chih-
ming. Atmbuted.

From Chekisng. Flourished in the 12th coneury, Classified as follower of Kuo Ha. H. M, p.2g2.

Soraikan 1L, 16, High Mountains and Pine-~trees along a
ﬂim.ﬁmucﬁd:ngrd.mdwmhm&hﬂuﬂ.
According to the mscription by the artist it was
painted in 1122, Colophons by Ch'ien Yiich (1743

Hurce'une X #t.

t815), Lin Yung (1719-1804), Weng Fang-kang
(1733-1818) and Wu Yung-knang (1773-1843). A
writing by Ts'ai Ching i attached to the picture.
Cf. Bijutsu Kenkyil, 104. A.

From Chien-yang, Fukien. A monk-painter active at the beginning of the 11th century, Water fowls and small
landscapes. Su Tung-p'o wrote 2 poem on & picture of his. F, 4. H, 3. L, 52. K, 56. 1, 64. M, p.503.
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Li-tai, 11 (National Musemm, Peking), Dawn over
Streams and Momntains in Spring. Handseroll
Poems by Ch'ien-lung. Colophons by Tung Ch'i-
ch'ang and several other Ming connoisseurs. C7

Yen Kuang Album, 1027 (Manchu Household collect.)
A Steam in Spring with Ducks. Fan painting.
Avtributed. C.

Palace Museum Albim, 1932 Two Mandarin Ducks on

Empizon Hur-tsunG of sune K81 5.

a Beach in Autumn. Albunm lesf. CF London Exhibi-
tion, Chinese Cat., p.101. A?

E.-k. ChooX%m, vol.1, 3. Two Geese ona River Shore.
Fan painting.

Hikkden 6o (formerly Kuroda)., Geese on a Low
Promontory by a River. Album leaf. 1.

Murs Cat.ts, Wild Geese among Lots Plants and
TRushes. Fan panting. B?

B. 1082, d. 1135. Reigned from 1101 1o 1126, Reorganized the Academy of Painting and ook an active part in the
oecnpaticts of the artists, Specialized a3 2 painter in birds and Alowess. H, 3.1, 21. L, 1. M, p.6o7.

Chung-kuo, I, 40 (Ti P'img-tzii collect.) A Bird on the
Branch of a Flowering Tree-peony. Fan painting. C.

Ibid. I, 41 (T3 Pinp-tzi collect.) A Mother Sparrow
Feeding Young Birds Perching on Bamboo Branches.
e

thid. &, 43 (Ti Pling-tzii collecr.) Two Fightng Quails,
Bamboos and Flowerng Plants. Inscobed with the
emperor's signature. Cf, Pang Yiian-chi Cat. Vol 7,
cr

Ibid 1, 45 {P'ang Yianchi collece.) Three Mynah
Birds Fighting. Signature and seal of the emperor.
Inscribed by Ch'ien-lung. €f London Exhibirion
Cat.1124. B

Ching-kung ts'ang, . (Manchi Houschald collect)
A White Paroquet on the Branch of a Flowenng
Plum-tree. Album leaf Seabs and signature of the
emperor. B?

Ibid. § (Manchy Howsehold collece.) A Bird on the
Branch of a Mulberry Tree. Album leaf. Two seals of
the emperor, Possibly Sung. B?

M. 1. Wang, Hongkong. Four small pictures mounted
on a handscroll. Three of them represent pairs of
birds perched on the slender branches of blossoming
fruit trees; the fourth shows 1 single bird on 3 bamboo
branch. Seal and signature of the emperor beside
numerous other seals of Sung and luter periods. Also
poens by Ch'ien-lung. Described in a colophon,
dated ‘1242, a5 4 work by Hui-sung of the highest
class. An exact modem copy of this scroll has lawely
been offered for sale in America. Twelve other some-
what similar bird-paintings form a scroll in the Fujil
collection in Kyito, which is likewite anributed o
emperor Hui-tumg.

Palace Museum (Scroll reproduction 1934). A White
Heron, two Ducks and some Lows Plants at a Lake
Shore. Handscroll. The emperor's scal and signature.
Twa colophons of the South Smmg period; the first
refers to the picture as existing in the Shao-lising era
(r131-116a); the second s dated 1177, Numerons
seals. Poem by Ch'ien-lung: Gf. Chinese Cat. London
Exhibit., pp.s4—62. A?

K-k Shoohwa chi, [ Smeams and Mountains i
Automn Hues. The mist is sweeping around the trees
and the rocks. Signamure and seal of the emperor:
poem by Ch'ienlung. Ink on paper. A2
A later reversed rendering of this composidon (ae-
tributed to the emperor) forms part of the Abe
collecrion, Osaka Muscum, Cf. SSratkan, I, 15

Thid: XV. A Wiute Goose Resting on a Shore and a
Red Polygonium Plane. Seal of the emperor. Calours
on silk. Cf, Chinese Car. London Exhibit., p.53. B,

Thid. XXXV. Two Small Birds on the Branches of 3
Lichee-tree. Hstian-ho seal. Ink and colours on paper.
A later picture. C.

Ihid. XLV. Two Small Birds in s Leafless Blossoming
Wax-tree [f_igus:rum fucidum), and two liliess below.
Ink and colours on slk. [nscopnon and poem by the
emperor. Seal of the emperor Wen-tsung of Yiian. A.

K-k, VIL Twelve Scholars of the Sung petiod at 3
Festival Meal in a Garden. Poem by the emperor and
his signature. Another poem: by his minister Ts'ad
Ching. Colours on silk. Academy pamting. A?

Hui-hoa koan. A Scholar Seated under 2 Large Tree
Playing the Ch'in to two Visitors. Colours on silk.
Imperial signature and 3 poem written by Ts'ai Ching.
Academy painting. Cf. I~shu ch'dan-t'ung, vol.VL B.
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Ibid. A Pheasant perched on the Beanch of 4 Blossoming
Shrub. Colours on silk, Inscription by the emperor.
Academy picture. B.

Shanghai Museutn. Four Magpies in a Bare Willow and
Four Ducke on the Shore under some Bamboos. Ink
and colours on paper, Signature and seals of the
emperor (among the later seals arc some of Liang
Ch'ing-piao)., Handscroll with colophons. C?

Moriya Collection, Kybto (formerly, ¢f. Kokka 644).
Two Small Birds on Bamboo Branches extending
from a Rock. Signature and seal of the emperor.
Green colour and ink. Handseroll. Colophon by Chao
Méng-fis. Acadeniy picture. B? Cf; Chang Ta-ch'icn
camalogne, VolIV, and scroll-reproduction by Shiira-
S |

S5gen Meigashii, PL1 (Marquis Inouye). A Dove on
the Branch of 2 Blossoming Peach-tree. Seal and
nscription of the emperor dated rrop. Colours on
silk. Album leaf. Academy picrure. Cf. Kokka 23,
Bijutsu KenkyT 38, ctc. A?

Chugeku, I, Studies of Small Landscapes in the manner
of various old muasters. Seventesn album leaves
monnted on 4 scroll, The inscription by the empesor
on the last picture contains the dares 1105 and 1107,
B?

Hakitbunds  scrollreproduction. Returning  Fishing-
boats on 4 Snowy River. Ink onsilk. Seal and signature
of the emperor. Colophons signed Ts'ai Chmg
(r116), Wang Shik-chéng and Tung Ch't-<h'ang. B.
Cf, Chincse Paintings in the Callection of Ada Small
Moore, No. XIV. (A later version.)

Sigen Meigashii, Pl.z (formerly Kuroda). A Sparrow
on the Branch of a Plam-~irec. Colours an sille Fan-
shaped. Cf, Hikkden. C.

Ibid. PLo (Marguis Asano). A Quail and s Flowering

1 Ydan-cur b JC 9, 1. Ch'mg-chih B 2.

Narcissus Plant. Colonr on paper. Two painted seals
of the emperor. Cf, Kokl 386, B.

Toso, p.52 (Next collect.) A Small Bird on & Large
Pomegranate. Colours on silk. Album-laaf. B?

Thid. p.s3 (Nezu collecr)) Two Small Birds on the
Branches of a Shrub with Clusters of White Flowers,
Colours on silk. Fan-shaped. B?

Hakone Museum. A Bird on the Branch of a Fruit-tree
i Bloom. Attributed. B?

Boston' Museum  (formerly Yamamowm). A Five-
coloured Paroquet on the Branch of & Blosoming
Apricot-tree. Colours on silk. A poem and 3 colophon
by the emperor; also seals of Hui-sung and of the
emperor Wen-tsung of Yilan_ Academy painting. Cf.
Koldka 472, Tos5, .41, etc. A?

Ibid. Ladies Preparmg Newly Woven Silk. A hand-
scroll in colours which, according to the mseripnion
by the emperor Chang-ttung of Chin dymnasty
(di1200), was copied by Hui-tsung after a picture by
Chang Hsian (e.713-742). The picture is followed by
colophons by Chang Shén (c.1350-1400), Kao Shih-
ch'i (164 5-1704) and others. A.

Former Mational Museum, Peking. A She-monkey with
her Baby: a Tuft of Dandelions and Beetles. Signature
and seal of the emperor. Old copy.

Plang Yitan—chi Car.r. Landscape with Figures and
Buildings, in blue and green. According o the
mscription, painted for Prince Yiin. Inscriptions. by
several Yan painters. Handscroll.

Ihid. 9, Two Quails and Some Jujube Branches. Signed.

thid. 11. Two Quails. Album Jeaf. Atributed.

Ihid. Add. 1. A Bird on the Branch of an Old Cedar
Tree; and Bueeerflics. Fan painong. Signed.

Ibid. Add 1. A Bird on the Dranch of a Haisf'ang tree,
catching an Insect. Album leaf, Imperial seal.

From Ch'ang-<ha, Hunan. Servedas a reacher in the Confucian ternple - his nauvecity. Summoned twice in the Chik-
pling era (1064-1067) to the capital where be excouted some wall-paintings i the palace, He died while oocupied in
this work, Flowers, birds and particularly monkeys. F, 4. G, 18. H, 3. 1, 50. L. 61. M, p.3i6.

Ch'mg-kung t'ang, 80 (Manchu Household collect.)
Monkeys Snatching Young Herons from theie Nest.
Fan painting, A2

Ku-kung collect. A Monkey seated on the Ground,
holding a kitten in its bosom while the mother-cat is

murmuring angrily. Fine kung-pi mamer and pale
colours. Inscription by cmperor Hui-sung of Sung;
ecolophans by Chao Méng-fn and Chang Hai. A?

Hui-hna kuan. Three Gibbons on an Old Tree Branch,
Fan painting. Cf. Ch'ing-kung ts'ang, 107. A?
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Omums, I, 5 (Pao Tuan—ch'en collect.) Small White-
breasted Birds Gatherng m Diry Trees by a Rock.
Part of 2 handscroll. Signed. B?

Saraikan, IL, 10 (¢x. P'uJucollect.) Monkeys Playing in
Trees and on Cliffs. Section of 3 handscroll. Poem by
Ch'ien-lung. Colophon by Ch'ien Hsitan of the Yoan
pedod. A.

Chang Ta—ch'ien collect. A She-monkey with her Baby
in a Tree; a Deer with two Fawns below, Fan-shaped.
A

National Museum, Stockholm. Two Black Gibbons
Playing on the Branchies of a Tree with Large Leaves.

Jis-xuan B BR, see Win .

Kao Ko-mine 7% % M.

Bamboos in the background. Inscribed with the
painter’s name. Seals of the Sung and Ming periods.
The lower part of the picture is repainted. A?

Freer Gallery (11, 272). Two Gibbons Climbing in 2
Tree. Inscribed with the pamter’s name. Painting in
colour possibly of the Ming period. B?

C. T. Loo Successors, New York (ex Ching Ts'ung-yii
collect.) A Monkey on a Rock Reaching up towards a
Tree Branch. Ink only. Large album leaf. B?

Plang Yian—chi Cat.11. Three Monkeys in a Bare Tree,
one catching 4 Heron, Album leaf. Cf. Ch'ing-kung
ts'ang, Bo. Af

From Chiang—<hou, Shansi. Tai-de in the Painting Academy from c.1008 to 1053, Friend of Yen Wén-kuei,

Landscapes and figures. D, 2. F, 4. G, 11. M, pa331,

Joseph . Seo, New York. Snow over the Mountains
along the River. Extensive views over the river
valley, buildings, bamboo groves and large trees on
the banks, A large handscroll executed with colours
on sitk. Signed and dated 1035. A.

Emreror KAO-TSUNG OF Sunc £ & 5.

Yen Kuang Album, 1927 (Manchu Household collect.)
Leafy Teees on the Shore and Flocking Birds. Fan
painting. Old avribution.

8. 1107, d. 1787. Son of the emperor Hui-tsunyg and the first emperor of the Southern Sung dynasty. Connoisseur of
patntings. Figures, landscapes and flowers. J, 1. L, 1. M, p.611.

P'ang Yiian-chi Cat.11, River Landscape with a Fishing-
boat. Album leaf. Poem by the emperor, B?

Kovu-LuNG Sauanc ] il #1.

From Szechuan. Chili-hos in the Painting Academy during the reign of the emperor Shen-tung (1068-1085).

Figures. D, 1. F, 3. G, 4. H, 3. M, p.66.

Ku-kung collect. River Landscape with Sailing-boars.
Inscription by Su Ch'é, younger brother of Su Tung-
p'o, in which the picrure is ascribed to the painter.

Chung-kuo, I, 11 (Ti P'ing-t=i mﬂr.ﬂ'_] An Emperor
with his Two Comsorts in a garden receiving 2
rypplicant. Signed. Probably 3 Ming pictare. C.

Kuxe K'at 38 B, r. Shéng-yil 2 F, h. Ts'ui-yen 2 .
From Huai-yin, Kiangsu, Active ¢.1260-1280. Scholar, calligraphist. Landscape after Mi Fei, figures and horses

H, 5.1, 52.L, 3. M. p.740.

Tays, IX (T. Namba). Hill-tops and Trees in Mist,
after Mi Fei Poem by the painter. Signed. Cf
MNanju, 16. C.

Soratkan I 18, A Starved Horse. Handscroll. Poems and

colophons by the painter, by Yang Weichéng (r206—
1370}, Ni Tsan, Hsiang Yian-picn, Kao Shih<h'i and
ten more writers of the Yian, Mimg and Ch'ing

periods. A.
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Freer Gallery (38, 1). Chimg=shan el'u-pu f's. Chung
K'uei, the Demon Quellér, and his Sister Travelling in
Sedan-chairs, followed by a retinne of devile. Poem
and a colophon by the painter and slso by several
later nien. Cf. P'ang Yoan—chi Car2. A,

thid. A Man Aslecp in a Boat near the Shore

Kuxe Suvgan ER &,

Inscribed with the painter’s name and his seal. C.

Peking National Museum Cat. Chung K'uei Moving
his Residence. Handscroll. Signed. Seals of Yiian and
Ming collectors. Colophons by Ch'ou Yitan (dated
1371) and by later men.

Unrecorded in biographies of painters, but according to the Abe catalogue, 3 Taoist nun from Chén-yang, Kucichou.

Active at the beginning of the 1ath centary.
Soraikan L, 14 (Abe collect. Osaka Museum). Chao-

chim on her Way to Mongolia under the Escort of
Mongol Horsemen. Handseroll. Signed. Seal of an

Kuvo Hst 9 FB, . Shun-fo % 3.

impenial commissioner of the emperor Kao-tung of
Sung. Cf. S56gen 18.

From Wen-hsien in Hoyang (Honan). Probably b. shortly after 1020, active c.1060-1075. Served as i-hsiel in the
Painting Academy, Landscapes, followed Li Ch'tng. Author of the Lin-ch'an keo~chili chi OR W EE

F.4. G, 1 Ho 3. M, p.397.

K-k., VI Village in s Mountain Valley; Travellers on
the Roads, Fishermen ina Boat. Signed. Free imitanon
of the cighteenth century. Cf Chinese Cat., London
Exhib., p.s1. B?

Thid. X. Early Spong; Bare Tres in the Mountains,
Boars by the Shore. Signed, dated 1072. Poem by
Ch'ien-lung. Scal of the emperor Chang-sung of the
Chin dynasty. A.

K-k Shu-hua chi, XVIL Mountsin Path in Snow.
Signed: Painted on the order of the emperor in 1072.
Cf. Chinese Cat,, Londion Exhib., p.4g. A?

ihid. XXI. Torwous Old Cedar-tress in front of
Snowy Mountains. Possibly of the Yian period. B?

Thid XXVL A Steep Cliff; Temple Buildings and
Willows in Mist by a Bay. Sigmature later. Cf.
Chinese Cat., London Exhib., p. so. B?

thid. XXVII. A Bay with Rocky Shores in Autumn,
Old Trees and Travellers on the Shores. Inscribed
with the painter’s name, B2

fhid. XXX. Fntastic Hollow Mountains and Tor-
ruous Trees by a Stream. Attributed. Probably of the
Ming period, C.

Thid. XXXIX. River Landscape with Mountins i
Snow. Partion of a handseroll. Probahly of the Ming
period. B?

Ku-kung eollect. Two Men leading Donkeys passing
over a Bridge. Aunibuted. Signature later.

K.-k. Chou-k'an, 486, Fishing boats at the Shore; rwo
others approaching. Fan paintng. Attributed, B?
Ch'ing-kung t’ang, 110 (Manchu Household collect.)
Pavilions under Snowy Trees on 4 River Shore,

Album leaf. Avmbured. C.

Shanghai Museum, Ku-mu pao—shan 4. Berween the
rocks in the foreground are low buildings from
which a man is coming out. A?

Chang Ta-ch'ien Cat., volIV. View of Bare Trees and
DhmHmﬁfnuﬂimauama][hiﬂsmﬂuﬂM
by shrubs and eld trees; two nien approaching on a
mud-bridge, others are walking along the shore, or
occupied in fishing-boars. Short handscroll. On
séparate sheets, mine colophans writen by Chao
Meéng-fu, Yii Chi, K'o Chiv-ssoi, Lt Kuan, and
others. A.

Nanshii thatsa, Il. Crows m Bare Trees by a Stream,
Short handscroll. Pamnter's name added. B?

Tasd, p.37 (Kuo Tsimp-hsi callect.) High Mountains
and Waterfall; 2 Boat on the Stream below the
Bridge. Probably a2 Ming picture. B?

Ibid p.38 (Hsi Shih-ch'ang collect) Old Cedar-trées
on Cliffs. B.
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Hokuga Shinden (Hayashi collect,) Towering Moun-
tzins over a Stream. Pinetrees on the rocks, a
pavilion buile over the water, B.

Yurintaikan, II. Mounmin Landscape; Travelles m a
Rest-house by a Brndge. Handscroll. Amnotations by
Ho Ching-ming, dated 1517, and by Chang Yiieh.
B

Freer Gallery. Autumn in the Valley of the Yellow
River. Portion of 2 handseroll. Ink on silk, Artributed,
Cf Kokka 250. A

Toledo Museum of Are River Scenery with Bare Trees
and Craggy Mountams m Snow. A long handscroll,
probably of the Ming pefiod. Cf, London Exhib.
Catz13g. C,

Hivstrated Camalogue of the Plang Yian-chi collecr.,
(1940), volIV. Travellers in Aveumn Mountains.

Kuvo S5sU ¥ B, r. Téchih 5 2.

Tascribed with the painter’s name snd probably afes
his design, but the date of the picture cannot be
decided from the reproduction.

Peking National Museum Cat. A Mounmin Path and
Bare Trees in Shu, Ink and colour. Signed. Colophons
by Téng Wen-yian, dated 1317, and by 5hén Chou
and others.

1bid. Mountaims at Dawn with Travellers. Auribuced.
Handscroll. Colophons by Ch'ou Yian (b, x261),
Chiou Mi (1232-1308), Ni Tsan and Wu K'oan.

1hid. Reading the Stone Tabler, afier Li Ch'éng.
Attributed.

Plang Yiian-chi Cary. The Chung-nan Mountain in
Snow. Inscribed with the painter's name.

Ibid: Add. 1. The Seven Sages at the T'ung-kuan Pass.
Inscribed with the painter’s name.

Son of Kuo Hsi. Became a chin-shik in ro8z; entered the Academy of Painting ¢.1100. Painted horses in imitation of
Han Kan. Edited his father's rreatise on landscape painting. G, 11 (under Kuo Hsi). I, 51. L, 60. M, p.397-

K-k, Shu-hua chi, XLl A Boy m Princely Costume
with a Goat under a Plum-tree. Signed, C.

L1 Axcaunc &% &,

Member of the Academny of Pamting both in K'aiféng and in Hangchou (r.1117-1140). Flowers and birds, par-

tcularly quails. H, 4. [, 2. M. pu1og.

W. Hochstadter, New York. A Cottage under Trees ata
Low River Shore. Posibly after Chao Ling-jang.
Album leaf. Posterior inscription with the date 1117 A,

Seattle Art Museum. An Eagle Chasing a Pheasant.
Album leaf. Signed and dated 1129, Cf. Kokka 36.
A,

Ku-kung collect. Two Quails, one white and one brown,
among Chrysanthemums and Thorny Shrobs. Kung-
pi painting on silkk. A?

Ch'ing-!mng ts'ang, 44 (Manchu Houschold collect.)
Four Sparrows Picking Grains on the Stalks of a
Plant, Fan painting. A

K-k Chouk'sn, vol1, 5. Two Quails and Flowering
Autumn Plangs, Fan painting.

Thid. val.6, 130. A Bird on a Branch. Fan painting.

Kokka 54 (Prince Konoye). Four Quails by a Strean.
Handscroll.

Ihid 206, (Marguis [nouye) Two Quails Album leafl
Seal of the painter.

Hikkfen (formerdy Kuroda). Two Quails and Planes.

S5gen Meigashil, 4 and 18 (Nezu collect) A Quail
Standing by a Shrub, Fan painung. Cf, Toso, p.71;
London Exhibition Cat.970. A.

Ibid. 17 {Magoshi collect) A Quail Pecking on the
Ground. Fan pamung. A.

Bijusu Kenkyi 146 (formerly Moriya collect.) Two
Quails with Chickens. Album leaf Signed. B?

British Moseum  (Eumorfopoulos collect) Dog and
Hawks Pursuing a Hare. Album leaf. Cf London
Exhibhition Catgyl. A?

Metopolitn: Muscum (Bahr collece.) Two Sparrows
on Stalks of Millee. Fan painung: A?

Plang Yitan-chi Car.11. A Quail Pecking on the Ground.
Square album leaf. Signed.
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Lt Cu'ine 3¢ W, 1. Hsien-ha MBS,

From Ying-ch'in, Shantung, Passed his chin shilk degree, but devoted himself entirely to ardstic pursuits, Attive

¢.960-00¢. Landscapes. D, 2. F, 3. G 1. HL 3. T so. M, purlis.

Ching-kuo, 1, 21 (Ti Plng-tzii collect)) Trees and
TPavilions by an Inlet of Water. Album leaf. Attri-
buted. Poem by Hiien-yil Shu [1257-1302). B? CJ.
Nanga Taisei, X1, 3.

Yen Kuang album, 1027 (Manchy Howschold callect.)
River Landscape with Two Fishing-boars. Fan
painting. B?

Palace Musesm slbum, 1932 Bare Trees by a Snowy
Cliff. Anributed. The accompanying writing by
Tung Ch'i-ch’ang. Cf. Chinese Cac, London Exchibi-
tion, p.1oo. B.

K-k, Shu-hua chi, XIX. Clearing after Snow on the
Mountzing by a Stteam: Ch'iin-fing chi-haieh 1'a.
Colophon by Kao Shih-ch'i. B7

Ihid. XX11. Old Pine-trees on a Low Shore m Warer,
Inseription in the manner of the emperor Hul-sutg.
A later imitarion. B?

Ibid. XOLVIL A High Mounmin Pass with Travelles
over a Stream in Autumun. Inscription of the Ming

eriod. C.

Thid, XX X1, Old Pine-trees om Snowy Rocks; a Fisher-
man m a Boar. Atribwted to the master in two
colophons of the Ming period. B

Ihid. XXXV, Old Cedar Trees by 1 Swirtng Stream.
The painter’s name inscribed by Wang To. Probably
a good Ming version of the master’s design.

Saraikan, L # (Abe collect.) Reading the Stone Tables.
A man on a mule halting before a memorial tblet

Lt Cut 3 ¥

which stands among pine-trecs. Tnscribed with the
painter's name: Probably a full size exact copy. The
figures: by Wang Hsiao. Cf. Hokuga Shinden:
Oumnarra, 11, 4. B?

Toan z (Saird colleer.) High Mountaing and Winding.
Waters on a Clear Sommer Day, Long hatidseroll.
Title and painter’s name written in the mamer of the
emperor Hin-tsung. Colophions by several prominent
paintess and critics of the Ming period. B?

Toso, p.31 (formerly Yamamoto). Two Pine-trees by a
Stream. B,

Yurinkan (Fujii collect.) Pine-trees and Snowy Moun-
tains, Inscribed  with painter’s name. Handscroll.
Cf, Shina Meiga Senshii, vol1l. B?

Nanga Taisei, XI, 2. Soow<overed Creviced Rocks

by a River wloch is Spanued by 2 Bodge; 3 small
homestead under the bare trees. Album leaf. B2

Bosten Museum, Portfolio, p.j2 Travellers on Snowy
Hills by a Stream. Painter’s mame and title of the
picture writtent in the manner of the emperor Hui-
sung. Probably of the period but net in the style of
the master.

Nelson Gallery, Kansas City. Buddhist Temple on a
Clear Day in the Mountams. Seals of the Sung and
Later periods. A7

Sung-ien hus-ts'¢ (LI Moch'ag collect) High Moun-
rmns by a River; 3 man with an umbrells crossing

a bridge. Fan-shaped. B?

From K'aiféng, Active during the Northern Sung period; served as i-hsiiel in the Academy of Painang. Flowers and

birds, followed Huang Ch'iian. F, 4. H, 3. M, p.190.

Former National Museum, Peking. Peaches, Lichens,
Apricots, Melom, Bedns, and Egg—pilmtl. Handscroll.
Signed. Colophon by T'ao Tsung-i dated 1350

L1 Cam 2 B, ¢ Hua-kmang {£ JE.

Seals of the emperor Kao-tsung of Sung and later.
A late closs copy,

From K'aiféng. Acuve during the frst half of the tith century, Landscapes, flowen. H, 3. |, s0. L, 42 M, p.ioi.

Shimbi, XVIL (Come Daré) A Bird on the Branch ofan
A pricot-tree. Album Icaf. Scal of the painter.
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Li Caunc-nsUan 2 th 5, 1. Huang-hsien %t 9.

From K'aiféng, Active probiably at the end of the rith century, A eunuch attached as bung-ffng to the Palace dervice.

Flowers and birds. G, 10 H, 3. M, p.19a.

m’.i'iug-kmlg t'ang, 48 tMnm:ﬁu Houschold mur:l:IJ
Flowenng Plants and Butterflies. Fan pamting. Signed.

L Cr'itan £ 3E.

From Ch'itn-t'ang, Chekiang. Served as ihifi-how in the Painting Academy in Himgchou during the Hsien-ch'un era
(1265-1274). Figures and landscapes, followed Liang K'a. H, 4., 8. M, p.195.

Chimg-kuo, I, 60 (Tt F'ing-tzi collect.] Bare Trees on
Cliffs by a Waterfall &2

Li Cr'ten = §§.

Middle of the y3th century. Member of the Sung Academyy. As a pamter, he followed Liang K'ai. H, 4. M, p.193.

Bijursy Kenkyi, No.is (Mydshin-ji. KyGto). Two ink-
paintings, onc represcuting Fﬁ:lg—hn, the other
Pu-ta. Signed. Poems by the monk Kuang-wién
(r180-1236); these two pictures ate combined with a

third picture, representing Bodhidharma, into 2 trip-
tych; but the last named picture 1s not the work of 13
Ch'fich.

Lt Kung-uin 2= 2 B, « Poshih {f1 Bf, . Lung-mien chi-shih # € B <.
From Shu-ch'éng, Anhui. B, £1040, d. 1106. The most famous figure-painter of the Northern Sung period; also
highly appreciated as a painter of horses and landscapes. G, 7. H, 3.1, 50. L, 42. M, p. 190.

K.k Shu-hua chi, XXM A Gentleman Playing the
Ch'in to his Friends on 2 Garden Terrace. Inscribed
with the paititer’s name. Seals of Ch'iendung
Prohably a Ming picture. C.

Palace Musenm Scroll, 1934: Hlusmrations o, Chin ko,
Songs of the Ninc Spirirs, by Ch'o Yaan. Lang
handscroll. Signed. The text copied by Ch'ien-lung
an the picture. Saals of the emperor Hui-sung and
later collectors. At the end of the scroll 1s 3 porzrair of
the poet Ch'ti Yaan, by Chang Jo-al (beginning of
the t4th cent.) and copics of other poems by Ch'ii
Yian. B7

Ku-kung collect. Kuo Tzt recetvimg the Homage of the
Ulighure. Handseroll; ink on paper. Signed Colophan
by Hai Chim dated 1367 Chouk'mi, 481435,
AF

Ch'ingkimg ts'ang. 27 (Manchy Houosehoid collect. )
An Ol Man Seated on the Ground Striking a
Musical-steme, Album leaf. Signed. B?

ihid. 103 (Manchuy Houmchold collect.) The Moming
Audience at Ta-ming kung. Palace courts wath

figures, Fan-shaped. Possibly 3 late Sung picture. B?

Hui-hua kuan. A Great Number of Horses Brought out
to Pasture by several Grooms, Long hindscroll,
painted with colours on silk, 2 to the
mscription, executed by [ Lung-mien on imperial
order, after 3 picrure by Wei Yin of the T'ang
period. AZ

Taiho fien, Kudkamg, Wei Mo-<ch'i (Vitrialakire) in
Conversation with Wén Shu {Mafijuiri). They are
both aceompamied by a number of knecling atrendants
and Guardians. A large bandscroll, Executed in pai-
miaw techuigue, probably in the Ming period. B?

Former National Museum in Peking. Chizjang 'w.
Dancing and Frolickng People. Handscroll. Ink on
paper. Colophons by Sung writers; one dated 1265,
Seals of the Shaa-hsing period (ro04-1097) and later.
A

Ibid. Shan<huang 1'n. Dwelling in the Mountaing. A
handscroll tepresenting meti travelling on foor, on
horseback and in a boar (on & tver) in 2 mountainoos
coumtry with abundunt growth of trees, creviced
tocks, marvellous cascades and roads winding along
the precipices. The original picture & lost, but the
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n is known through copies; one was in the
former so-called National Museum in Peking, another
forms part of the Berenson collection in Setnignamo.
The former, which is executed in a somewhat dry
kittg pi manner on paper, may be of the Yiian period if
not larer; it has colophons by Yiin-wi dared 1304, by
Liu Kuan, dated 1357, and by Tung Ch'ich'ang. The
Latrer, which i execured with colours on fine sitk m a
maore pictorial style, i probably the work of an early
Ming painter. Only ten of the onginally sixyeen scenes
remain and some of them are badly worn. It has a long
descriptive colophon by the noted writer and mimster
Wang Haing—hien dated 1435,

Toyd, VI, PLzz (Count S. Tokugawa). Pu-tai Fallmg
Asleep. Cf. Shimbi, XTIL. €.

thid. VI, Pl.23, 24 (Acsdemy of Art, Tokyo). Two
pictures forming & pair; £ach of them representing an
Arhat with an accompanying fignre. Powibly lare
Sung, but not i the manner of the master. CL.
Kokka 30, 41; T, pag.

thid. VIII, PLzs (formerly Kuroda), Vimalakirg Seared
on the Floor of a raised Platform, atended by o
servant girl. Cf. Tas3. p.43. B.

Téian 6 Saits collect.] A Sacred Gathering in the Spirit
Maountains, The monks dre seen advancmg on the
roads, gathering m temples, seated in cave, exs, Long
handseroll. Two colaphons by monks. Seals of the
Yilan period. Aninterestmg design. B2

Kokka 380 (formerly Manchi Howmehold eollect. and
later Kikuchi collect., Tokyo), Five Tnbute Horses,
cach led by a groom of forcign type. Handscroll.
Colophen by Huang T'ing-chien, Poems and seals of
Ch'ien-lung. Said to have perished in a fire during the
lastwar, A,

Freer Gallery (16, 530). Rivers and Mountams m Shu.
Long handscrull. fnk on paper, Colophons by Tung
Ch'ich'ang, Kao Shili<h'i and Ch'iendung. Formerly
i Tuan Fang collect. Cf. Kokka 273. B.

Ihid. (18, 13) Realms of the Immoreals Deties and
Faities in an Imaginary Landscape, also called The
White Lotts Clob. Ink on coared paper, Long
handserall. A3

Ihid. (1o, 123). Pavilions and Galleries along Garden
Courts and Camals. Also known 2s “Cassia Hall and
Epidendrum  Palace™. Ink on paper. Handscroll.

Probably s picture of the Ming period. B?

in the Western Garden. Handseroll B?

C. T. Loo's Successor, New York. Metamorpboses of
Varipus Beings according to the Hua-yen Siitn (Hine
yent Jieh hsiang 'u). An fllustrative scroll in paicmias
techmique on paper. The first portian of it may be
of the penod, while the latter portion seems to be by a
later hand. B2

Mrs. Agnes E. Meyer, Washington (formerdy Plang
Yiian-chi collect.) A Priest Seated on & Stone under 3
Pine-tree writing on a Seroll, Two secvants are
bringing pots of wme. Inscribed with paner's
signature, Three poems by Ch'ien-lung and numer-
ous seals of Ming and Ch'ing collectors. A latecopy, 87

Ibid. Lao-tzii Delivering the Tao-td ching. Short hand-
serall. Inscribed with signatote and the date 1o80. Cf;
Chimese Painting ar Roflected in the Thought and Art of Li
Lomyg-mien by Agnes B Meyer (1023), PLXV. This
book furthcrmore  congans llustranons: of some
albim Jeaves tepresenting Arhars and other figures
which seem 1o be derived Fom designs by L Lung-
mien.

Sir Percival David collecs. A Taowt Dary Hiding on
3 Unicorn, Attmbuted. Cf London Exhibition
Cacsi3.C..

A. Stoclet collecr., Brussels. An Arhat in 4 Forest and
Two Decr. Album leaf. This figure appears also in
Ch'in Ying's picture of the Eighteen Arhats after Li
Lung-mien, which was in the Plang Yilan-chi collect.
Cf; London Exhibition Car tog6. B?

Peking National Museum Car. Barbarian Chiclrains
Worshipping Buddha, Handscroll Signed. Colo-
phons by Chao Yung, dated 1343, and by other
pronuncnt Writcrs of the Yiian and Ming periods.

Ihid. The Eighteen Arhats Crossmg the Sea to pay
Homage to Kuanyin. Signed and dated 1080, Seals of
Chao Méng-fu and later men. Colophon by Sung
Wu (1260-1340).

Ihid, The Seven Buddhss A handseroll made up of
sweven album leaves. Seal of the painter on each.

Thid. Kwmnyin and the Eighteen Arhat. Albume-leaf.
Seal of the panter. Long :ulagy by Su Shih, copied
by Wén Chéng-mung at 82, (1551).

Plang Yian-chi Cat.y1: A Man in a Rootshaped Boat
Flosting on the Water, Fan-shaped. Attributed.

Ihid. Add.7. The Soxeen Arhass. Fan-shaped, Ateributed,
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Li'Sman 3¢ 11,

From Ping-yang, Shansi. A subject of the Chin state. Active ar the beginning of the 13th century. Landscapes.

I s2. M, p.1gé.

Mrs, Agnes E, Mever, Washington. Pines and Firs in
Wind and Snow. A small handscroll. Signed.
Described i Mo-yiian hwikwan, vol.4, i the Cata-
logue of the P'ang Yian-chi collect. and in Chinese
Painting by John C. Ferguson, 1927, p.137, but not
seen by the compiler,

Lt Suna ZF K.

Freer Gallery (16, 552). A Mountain Streany berween
Rocky Banks; tall pine-trees the fﬂl:fgm'.mi
Old aetribution. B?

From Hangchou. Seareed Tife as a carpenter bur was adopred by the painter Li Ts'ung-hsiin. Became tai~ghao i the
Academy of Painting ¢ 1190-1230. Followed Liu Sung-nien and Chao Po-chii, Famous for his boundary paintings

bist painted also figure compositions. H, 4. ], 5. M, p.194.

Fshu ch'fian-t'ung, VI, 8-9. Knick-knack Peddier.
Short handscroll. Signed and dated 1211, Calophon
by Chien-lung. A.

K-k, X1 Immortals Calculaning the Fortunes of Some
Inguirers. Figures ina pavilion, B?

Thid. XXXVII (now in Hui-hus koan), Two Boas
Passing Dangerons Rapids of Swirling Water between
Rocks. Albuin leaf. Signed. A.

¥ -k, Shis-hue chi, X111, A Scholar Listening to a Lady
Playing the Pip's in s Garden; three maids in
artendance. Probably & Mimg piernre. B2

1bid. XV, The Lantern Festival. Ladies making music in
2 garden; childeen playing with their toys. B?

Thid XXIV, An Arhat Scated on a Bench and Two
Acolytes. Probably 3 Yfian painting. Lendon Exhi-
bition, Clnneie Cat., pi8y- B2

K -k Chou-k'an, val IlI, 6o. Palace Scenery: Some Figures
Birrming Incemse an a Terrace. Fan painting. Signed. A?

thid. voliIL 61: Enjoymg the Garden in a Pavilion by »
Stream. Fan painting, Signed. AY

Ly T'axc 3 B, . Haku 88 %

thad. vol.V1, 124 A Palace Overlooking a Stormy Ses.
Fan paititing. Signed. Two lines of poeery, A

Shanghai Museum (ex Plang Yian-chi), A View over
the West Lake in Hangchow. Inscriptions by Shén
Chou and Ch'ien-lung. Handscroll. A.

Hikkden, Plzo. A Buffals tuming o Warer-wheel,
Album leafl B.

Shina Meiga Senshd, volIL A Bull Seen through 1
tound Window, Inscription by a Ch'an monk of the
1ath century, named Miao-sung. Part of a senes of
illustrations to the Ten Zen parables of the Bulls. B?

Yurintzikan, . A Drunken Man Returning on a
Buffalo from a Sprng Fetval. Poem by Chao
Méng-fu(?} Handscroll. B?

Freer Gallery (17, 184). Demons Fighting Serpents and
fantastic Animals, A sweeping design; probably of the
Yiian penod. Tk on paper. Handseroll. C,

Nelson Gallery, Kansas City. Four Men in a Hoat on a

Stormy Sca. Signed. Fan-pamting. A

From He-yang, Honan, B. in the 1050's, d. after t130. Tui-chao mn the Academy of Pamting in K'aiféng and later
Director of the Acadeny in Hangchou. Most prominent as 3 landscape-painter but did albso figure compositions ofa

gealistic kind. M, 4.7, 2- M, p.194.

K-k Shehus chi, XXVIL Pinetrees in a Rocky
Valley by a Turbulent Stream. Signed and dated 1124
Seals of the emperar Kao-tung and Chua Ssii-tao: A,

Chung-hus Album (Ho Euan-wu collect, Hong-

kong). The Virtuons Brothers Po | and Shu Ch'i

the Wilderness Picking Herbs. Handscroll. Ink and
slight colours. Signed. A,

Ch'ing-kung 1'ang (Manchu Houschold collect) The
Four Old Men on Shang-shan. Wooded rocks, small
figures. Signed. Inscriptions artached. Album leat. A.
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Chung-kuo, I, 18. After the Rain. Fishing Nets drying
on the Shore artached 1o some large tees. Probably
a Ming picture. C.

Ihid, (former National Museum, Peking). The Village
Doctor. Ink and slight colours on silk. Old attribution,
but not in the manner of the master.

Palice Mioseum Scroll, 1936. High Mountains and Tall
Trees along a River. Sailing Boars on the Water.
Handscroll. Two colophons by Tung Ch'i<h'ang,
dated 1613 and 1623, and two poems by Ch'lien-lung.
A.

K k. Shu-tua ehi, L Storm over Snow-covered Moun-
tains by a River. Possibly of the Yiian period. B?

1bid. XXIV. Temple Buildings and a Pagoda in the
Mountains Surrounded by Floatnng Mist. Fragment
ofa larger picture. B.

Thid. XX VL A Herd-boy on a Buffalocow followed by
its Calf. Cf. London Exhibition, Chinese Car,, 168, C,

K-k chouk'an, sos5, s06. Landscapes of the Four
Seasons, Short handserolls mounted a¢ an' albiom.
Attributed to the master in a colophon by Tung
Ch'i-ch'ang. B?

Ku-kung collecr. Clear Stream and 3 Hermmit Fisherman
fshing among the Reeds by the Shore. A colophon by
Chao Méng-chien s dated 1237, A?

$.C.T.K. Hsii-picn IX. A Sailing Boat Paing 3 Rocky
Shore with large leafy orees. Album leaf, B2

Hui-hoa kuan. The Long River in Summer. A dense
compasition of rocky mountains with trees and temple
buildings. Signed. Long handsaroll painted with ink
~and greenish colour; much wom. A.

Chung-hua wén-wu chich'tng, vollV, p.3zy. River-
view i Snow. Colophon by Tung Ch'i-ch'ang who
attributes the picture to the nnster. C7

Toya, VI, Pls.6, 7 (Koto-in, Daitokuji). Two pictures
formmg a parr: 1. Mountain Landscape, with a
Winding Seream and Kunotry Old Pine-trees.
2, Mountam Landscape with Two Men Looking ara
Steep Waterhall, Formerly artributed to Wu Tao-tzil.
The larer 15 signed by Li T'ang; Cf. Bijusu Kenkyfi,

1931, A.

L1 TrZFE3h.

Kokka 261 (Lo Chén-yil; now Ueno collect) The
Villager's Wedding Procesion. Handseroll. Ink and
colonrs. Signed. Probably of the Yian period. C.

Hikkaen, PL13 (formerly Kuroda), Water-buffaloes on
a Beach at the Foot of High Mountains. Fan-shaped,
B.

Tasd, p.70 (formerly Yamamoto). A Scholar's Garden
at the Foot of High Mountains. Two men are playmmg
chess, a third approaches with his di'in. Probably a
Ming picture. Inscripdon by Tung Chlichang. Cf.
Hokuga Shinden, 7. C.

Hokuga Shinden (Ogawa collect. ) The Road to Shu. A
Mountain Path along Steep Terraced Cliffs. Figures
an the bridge leading over a turbulent stream. Cf
Chung-kun, L, 38. Probably 2 Ming picture. C

Boston: Museam, Pordolio; Plsz. Man ona Water~
buffalo Retummg from & Village Feast in Spring.
Album leaf. An old amnbution. Cf. Kokka 253.
A7

Ibid. PL7o. Two Boys Herding Two Warer-buffaloes
under Willows, Pocm by Ch'ien-lung, Kao Lien, an
suthor of the 16th century, atrributes the picture to
Chang Fu of the T'ang period. Posnbly & modified
version of an carlier picture.

Private Chinese collect, New York Sme picturs
illustrating episodes from the history of Wen, Duke
of Chin {at the end of the Chon period). The com-
positions. consist of farge rees and buldings beside
hgures and horses, The text beérween the pictures,
which are mounted on 4 handscroll, is agributed to
the emperar Kao-sumg. Ink and colours. Traditional
armbonon. AF

Peking Mational Museum Cat: A Boat Returning m
Wind and Rain. Colophons by Ching Yiian-yu of
the 14th century, Tung Ch'i-chung and Ch'ien-lung,
Cf.5.C.T XK. Hsi-pien, IX.

P'ang Yoan-chi Cat.t 1. Tending Buffaloes. Fan painting.
Attribured,

Ihid. 11, Men Conversing in & Hall Album leafl
Armibuted.

Ihid. 11. Collecting Flowers. Fan pamtmg, Anributed.

From Ho-yang, Honan, B. 1700, d. after 1397. A member of the Painting Academy in K'aiféng and later Vice-
director of the Acadenty in Hangchou. Famous for his flowers, bamboos, birds and dogs, but painted alio landscapes.

H, 3. Ls1.],2: M, p.1ng.
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K-k, XV. Two Herd-bays on Buffiloes Returning
Homé throngh 2 Rainstorm. Signed and dated 1174
Inscription by the emperor Li-sung. Cf London
Exhibition, Chinese Cat, p.67. A?

S5raikan, 11, 26; (6). Cat with a2 Dragonfly, Colour on
dlk, Album lesf Signature dated 1193 and the
painer’s scal. Probably later.

Sung Li Ti shan-shui ¢ (Shanghai, 1915). An album
of eight pictures: Studies of whirling warers, cliffs,
clonds and trees. Last picture signed and dated 1196(7)
A?

Miui-hua kuan, A Large Dog Walking with Lowered
Head. Albunileaf Signed and dated 1197. Cf Plang
Yaan-chi Car.1t. A,

National Museum, Tokyo (formerly Fukuoka callect.)
A White and a Red Hibiscus' Flower. Two album
leaves. Signed and dated 1197, Cf Kokka 26 and 134;
Sogen Meigashii 3. 14 and 15, A.

K-k Shu-bua chi, XXXL A Pigeon unong some
Flnwcth:gPhnmﬂ:htan:nfaTrcc,dew
Smaller Birds. Ink and colours, probably after an
earlier design. Signature and scal of the painter. AZ

Eukimg collece. Ramstorm over Splashing Waves.
Atmributed to the paineer, but not signed. Large
album Jeaf. Seals of Liang Ch'ing-piac,

Chung-kuo, 1, 81 (Ti Pling-tza callect,) Pive Wild
Geese and some Reeds on the shore. Signed. Ink and
colour, A7

Hirihita kuan, Two Chickens, Colour on silk. Albun
feaf. Signed. A,

Thid. Su Wu Guarding Sheep. Fan-shaped. Colour on
silk. 137

Li Tsunccuineg FFE K-

Chang Ta-ch'ien Cat., vol.IV. Two Pheatants on 2 Tree
Branch m Snow. Fan punong.

Yamato Bunka-kas, Osaka (formerly Masuda collect.)
Hunters Retumning through the Snow. One ridesona
buffalo and carnics 2 pheasant on a suck; the other is
walking in front of the buffalo and carvies a rabbit on
a pole. Two albumi Jeaves. One is signed by the artist,
whereas the signature on the other may be of later
date. Cf Toyo, VIll; Kokka 71 and r8o; Shimbi,
VI, etc. Al

Sasaki collect., Tokyo. A White Bitch and Two Puppies.
Album leaf. Seal of Ashikaga Yoshimitsu, A?

Kokka 144 (Count Tsugaru). Five Apples on a Branch.
Ean-shaped. B,

Tass, por (Chin Yim-péng collect) Chickens and
Fmches in a Bamboo—grove, A?

Boston Museum, Portfolio, PL7z. Bamboo and Reck
under a long Branch of 20 Old Tree. Album leaf:
Signed. Seals of the emperor Kao-tsung and of later
collecrors. A.

Formerly Henrv. Oppenheim collect, London. A
White Heron Alighting among Reeds. Signed.
Albym leaf. B?

P'ang Yamn-chi lllustrated Car. (1940), A Winter Bied
i a Snowy Tree. Signed and dared 1187.

Plang Viian-chi Catalogue, Willow Trees and Terraces.
Albaim leaf

1bid. 11, Sparrows, Plum-trees and Bamboos in Winter.
Fan-shaped.

Ihid, Add. 1. A Mynah Bird in 2 Bare Tree: Fan-shaped.

Lived in Northern Sung. Landscapes after Li Chiéng, F. H, 3. M, p.150.

d;ﬁgul:u.LAMnan&ingaquanuEaCnmg:
on 3 Winter Night, Large album leaf. Cf. Ferguson,

Lt Ts'unc-asty ZH 9.

Chinese Painting, p.t22, where the same picture i
ateributed to Li Tang.

From Hangchow. Thi-fas in the Fainting Acdemy both in Kaiténg and m Hangchou. Figures, owers and birds.

H, 4.]. 2. M, p.1o4.

Kwen Cars9, 2. Two Scholars and a Monk Seared on a
Platform Playing Chess, Album leaf Signed.
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Li Wet 8, 1. Kungchio 2 4.

From Ch'ien-t'ang, Chekiang. Son-in-law of the emperor Jén-sung (1032-1063). A high official who amused
himself with calligraphy and pamtmg, but destroyed most of his works. Specialized in bamboos. G, zo. H, 3. 1. s0.
l_l#‘M'IF'IW'

lection of the emperor Kao-tiung (r1o7-1187) and of

Boston Museum, Portfalio, p.45. A BambooGarden with
Pavilions and Figures. Signed Formerly in the col-

L1 Yescumm ZF I 2.

Liang Ch'ing-piao, Possibly later execution,

An artist in the Hslian-ho Academy of Painting, Fish, insects, grasses and trees, G, 20. M, p.igo.

Gems, L, 1. Two Perch Swimming under a Blosoming
Pear Tree. Signed.

Lianc K'ar 3 H, b Feng-ten B —F-

From Tung-p'ing, Shantung. Telchae in the Painting Academy in Hangchou £1301-1304, Left the Academy and
devoted himself o Ch'an Buddhism. Landscapes, Buddhist and Tanist figures. H, 4. ], 5. M, p:391.

Chung-kuo, 1, s5 (Manchu Houschold collece.) Wang
Hsi-chib writing on a Fan. Signed. Several colophons
of the Yilan period, one dated 1323; poem by Chlien-
lung. Cf, Bukkyd Bijuwsu 16, A

E.k. Shu-hua chi, XXV. A Man Standing berween
Two Old Pines Looking ata Waterfall, Atrmbuted to
the master by Wang Tsuan of the Yiian period. C.

Hui-hua knan. A Man Sleepmg Under a Pine-tree. Ink
painting on silk. Album leaf Formerly Plang Yian-
chi collect, A7

Ibid. The Top of a Bare Willow-tree; Two Birds m
Highe Ink and slight colour on silk. Signed. Album
leaf. B?

Tbid. San-kao, Three Old Scholars Under a Pine-trec,
Ink on silk. Signed. Album leafl B?

Ming-hua lin-lang (K-~k. Album), An Old Inmorral
in a Loose Open Gown. In p'e<mio manner. Signed.
Inscription by Ch'jen-lung, B?

Kokka 40. Hanshan and Shih-t¢: One is writing on the
cliff, the other is holding a jar. Signed. B?

Thid. 114 (Masuda eollect.) A Monk Eating Pig's Head;
A Mank Holding & Shrimp. Two pictures forming a
pair, one is signed. Probably Japanese. C.

Ihid. 402 (Asano collect.) Two Hermmits. Attributed. B?

Shimbi. XIV (Cotnt Massudaira), An Old Drunlkard,
Album laf. Signed. Cf Kokka 145. B?

Toys, IX, PL6s (formerly Isogai collect. now Hakone
Museum). Han-shan and Shib-e&, Signature by later
hand. B?

Ibid. TX; PLes (National Museum, Tokyo). The Poet Li
Po. Signed. Cf Shimbi, I, Tos5, p.dy; Sogen
Meigashii 255 etc. A,

Thid DX, PL68 (Nadonal Museam, Tokyo), The Sixth
Ch'an Patniarch Hui-néng Cutting a Bamboo Pole.
Signed. Cf. Kokka 229; T5s5, p.8o. A. The corre-
sponiding picture which represents the Patriarch Hun-
néng Tearing up a Shtra scroll, 15 3 Japanese copy.

Ibid. IX, Plgg (Magoshi collect) A Min Seated on a
Projecring Cliff under a Pine-tree: Signed. B,

1hid. IX, Pls.70. 71 (formedy Count Sakai). Sakyamuni
Leaving his Moimtain Retreat Signed Cf, Kokks
237. AL

ihid. X, Pl72 (formerly Kurods). A Man Reading and
a Grazing Buffalo by a Tree. Handscroll. Signed.
Cf. Tass, p.81. C.

Thid. IX, Plys (formerly Count Sakai}. Three Old
Trees by a Slope in Snow. Attribuced. Cf. Kokka 227.
A?

Ihid IX, Plyg (National Musenm, Tokyo). Landscape
in Snow; two men on horseback approaching 3 pass.
Signed. Cf. Kokka 220. A.

tbid IX, Pl7s (Hakone Museum), A Pair of Herons
Alightng on Rocks. Signed. Fan painong. Cf
Shimbi, XV, B.

Tosh, p.82 (Prince Tokugawa), Wild Geese and some
Reeds on the Shore. Album leaf. Signed. B,

Ind. p.83 (Hayasaki collece.) A Fisherman with his Nets
Returning Home in Snow. Fan painting, Signed, B.
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Sogen Meigashii 24 (Murayama collect.) Pu-tai Carry-
ing 2 Sack. Signed. Cf. Kokka 152; Bijuosu Kenkyt
140, Al

Nezu callect, Tokyo. Seated Arhat. Anributed. Cf,
London Exhibition. Catg7z. C.

Saraikan I, 17 (Abe collect.) The Sixteen Arhats. Long
handscroll, Signature and seals of the painter. Colo-
phons by Wang Wen-chin, dated 1789, and by later
Korean and Japanese writers. Possibly a Ming picture.
B?

H. C. Weng, New York. Tao-chiin hsiang. The
Supreme Taoist Master Chang T'ien-shili is holding

court surrounded by attendants, while the redemption
of the good and the punishment of the evil people are
fllustrated in a mumber of secondary small scenes, A
short scroll executed in neat pai-mige manner and
signed by the master, Attached to the picture 13 Chao
Méng-fu's copy of the Huang-t'ing siitra and a colo-
phon by Wang Chih-ting, dated 1568, Possibly an
early work by Liang K'ai?

Fogg Art Museum, Cambridge, Mass. Winter Landscape
with 2 Dry Tree and Birds, Fan-shaped. Signed. B2

Pang Yian-chi Car.11. Figures. Album leaf. Anzibued.

Liase Stomaun 3 BB or 8-k B, r Hsan-té {§ 8.
Native of K'aiféng. Active in the Hui-tsung reign; governor of Chung~chou. Started as a poct, but showed a great
naural ralent for paintng. Specialized in flowers and bamboos, and painted also landscapes. G, 20. H, 3. M. p.3ot.

Hui-hua kuan, River View in Winter. Reeds along the
Snowy Bank. Mandarin Ducks in the water and on

the shore, Inscription by Hui-tsung. Pale brownish
colouring on silk. Handscroll. A.

Lz Pu ME A5, 1. Hstian-chung 55 4, h. Shi-tsé lao-nung H R E &.

From Shan-yang, Honan. Son-in-law of Chang Pang-ch'ang, the last prime-m

inister of the emperor Hui-sung.

Active at the beginning of the Southern Sung period. Landscapes, preferably with old trees and rough stones.

H, 4.1, 51- M, p.550.

K-k Shu-hus chi, XXXI1. Mounmins in Autmmn.
Signed. Album leaf. Probably 2 Ming picture.

National Muscum, Stockholm, Autumn Landscape.
Inscribed with name of the painter and the date 11351,
but not executed before the Ming pediod. B?

Lin Cu'ux ¥ K.

Muta Cat.17. A Branch of Grape Vine. Handscroll Seal
of the pamter. €

From Ch'ien—'ang, Chekiang, Tai~chao in the Academy of Painting i Hangehou ¢.1174~1189. Flowers and birds;

fallowed Chao Ch'ang. H, 4. L 57. ], 4. M, p220.

K-k IV, Ten Magpics on 3 Cliff and in & Pine-tree.
Signed. Gf, Chinese Cat. London Exhibition, p.78, B

Thid. XXVII (Hui-hoa knan), A Bird on 3 Branch of 4
Peacli-tree. Album leaf Signed. Cf Ch'ing-kung
tsang, 3.

Palace Mimenm album, 1932, A Pair of Peacocks. Fan
painting. Cf. Chinese Car. London Exiubition, p-103.
A?

Lix Tinc-xuel # [, sce Chou Chich'ang,

K-k, chouk'an, vol.1, 8. A Branch of a Blossoming
Huit'ang-tree. Fan painong. A7

Ibid. vol.6, r26. Branch of a Lichik-trec with Fruits.
Fan painting. Signed.

Peking National Musenm Cat. Flowers and Birds of the
Four Seasons. Handscroll. Signed and dared 1179, Scal
of the painter,
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Liv Cumve $ &, 1. Chichi B 5.

67

From Chicn-chou, Szechuan, Chin-shili in 1073, Scholar, fricnd of Wang An-shih and Mi Fei. Bamboos. H, 3.1, 51.

L, 35 M, p:6s7.
Ch'ing-kung. ts'ang, 12 (Manchu Houschold collect.)

A Crab Eating Grains from a Stalk. Signed. Seals of

Liv Ssta 3 B &, «. Ch'ing-yen 7 .

Hyiang Yiimn-pien and Wang Shibchéng (1526~
1590). A..

Tisi-chi in the Painting Academy in Hangchou c.r130-1160. Specialired in landscapes in blue and green. H, 4. 1, $1.

13- M, p6sk.

Tasd, p.73 (Nelion Gallery, Kansas Ciry). A Man and
two Boys Standing under a Pine-tre¢ Looking at

Ly Somosres 248 2E.

the Rising Moon. Portion of a very large late Ming
painting.

From Ch'ien-r'ang. Chekiang, Entered the Painting Academy in the Shun-hsi era (1174-1150), became 3 tai~hao in
the Shao-hsi period (1190-1104). Activein the reign of the eniperor Ning-tsung (1195-1224). Figures, landscapes.

Pupil of Chmg Tun-li HL 4.7, 4. M, p.6s8.

Chung-kuo, L 57 (Ti Pmg-tzi collect.) Recciving
Good Tuck on the New Year's Day; A Boy Catching
a Bivdina Tree, C7

Ch'img-kung w'ang, 24 (Manchy Household collect.)
Two Men Seated under Pine-trees by a Waterfall, one
playing the Ch'in; and four servane-boys. Album leat.
B*

X. k., VL A Payilion Built over a Stream, in Suow. Fan
painting. Signed and dated 1210, B?

Ihid. XVL Two Wemen on a Terrace Making Silk
Thread. Signed. Colophon by Wang Lo-yfl of carly
vith century, Cf Lendon Exhib., Chinese Cat,
p76- B2

Ihid. XX. Mountain Landscape with Soldiers on Horse-
back. Signed. Probably copy. B2

Thid. XL, A Celetial Girl Offering Flowers to a
Bodhisarova and some Monks, Short handseroll. Saal
of the pamnter. A7

K. k. Shu-hua chi, XIX., Two Men and 5 Servant in 2
Pavilion, huile over s momnsain stream and shaded by
a pine-tree. Signed. A,

Thid. XXIL Two Shepherd Boys Tending Four Sheep, B.

Ihid. XXXVIIL Five Schelars on a Garden Terrace
Examining Books and Writings. C€f. London Exhi-
bition, Chinese Cat., p.77. Af

Ibid. XL1L. An Imperal Visit to the Jade Pond of Hsi-
wang miy, anidse hollow cliffs and tortaous pines. B.

fhid. XLV. An Arhat Leaning Agaimst 4 Tree. Two
Monkeys picking Fruis for him. Signed and dated
1207. Poem by Chlien-lung. A

Kukung collece. The Eighteen Scholas of Tang
examining Old Books and Writings. Colour on silk.
Handscroll, probably arigina, but now in bad
condition; Seal of the pamer. Colophon by Ch'én
Te-hsin, dated 1225, and abso by Tung Chii-chlang-
whio says that Liu Sung-nien did this after a picture
by Choa Wen-chii. A,

I Yiian Album (Ch'in Mingshang collect), The Four
Old Men on Shang shan. A shore handscroll. Signed
and followed by two eolophons of the Yian period.
At

Sung-jén hua-rs'¢ (L Mo<ch'ao collect.) A Pavilion
Built over the Water under 2 Cliff and an Overhang-
ing Pine-tree. Fan painting, B?

Mo-ch'ao pi-chi, vol.i. Landscapes with Travellers,
Handscroll. Arrributed.

Hikkden, PLy2 (formerly Kuroda). Two Lladies by
an Embroidery Table in the Garden. Fan pamting.
Be

Ibid. PL13. A Maid Offering a Fruit to her Mismess, a
Boy Playing by a Marble Bowl. Fan paintung. B?

Omura, T, 1 (Ch'en Pacch'én collect.) A Man Playing
the Cl'in an a Promontory by a Strcam. High
mountains in the background. Bf
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Bukkyd Bijutsu 16 (Fujii collecr.) A Scholar Seared
under a Pine-tree. Album leaf, B?

Mangu Tassel, VI, 14. A Man Resting by a Mounsain
Stream Shaded by two Trees. Ean-shaped. A?

Tosd, p.85 (Shén Jui-lin collect.) A Man Seated undera
Pine-tree by a Waterfall. Album leaf. Sigurd. B?

Ibid p.86 (Eu Ho-i collect.) The Lan-t'ing Gathering.
A mumber of men arc seated along the stream
composing poems while the wine cups are floated.
Short handscroll. Anmbured. B?

Ihid. p.87 (formerdy Yamamoto). The Mountain Road
to Shu. Signed. Poem by Sung Lien dated 1360
By

Ibid. p.88 (Okada colleet) Lu T ung Preparing Tea
Signed. Poem signed by Chang Yii of the Yilan
perind. Probably copy. B?

Ihid p.Bo (Ting Cl'éng-ju gollect.) A Man i an Ox-
cart, four servants walking behind with his lugoage,
Handseroll, Possibly his desipm.

Chang Tech'ten Car, volIV. A large knotry Pine-
tree projecting from a Cliff over a blossoming Plum-
tree and a low Pavilion. Fai painting,

Baston Museum, Portfolio, PL.88. A Cortage by a Raver
it Aurumn. Fishing boats on the water. Fan painiting.
A,

Ibid. Bl.8o. Two Storks under an Overhanging Pine-
tree: Fan pamung. Af

Freer Gallery (146, 97). A Visitor to & Mountsm Retreat,
teceived by the host who carries a cb'in, B2

Merrapefitan Museum (23,33.2). People gathered on a
Tettace Invoking Rain. Fan-shaped, badly damaged.
Old atribution.

Freer Gallery (14.60-61). Scenes from the Lives of

Liu Ts'ar #1 %, r. Tao-yian i# §f or Hong-tao % 35,

Famous Men, Explanarory texr berween the scenes.
Two coloured handscrolls; ane of them signed. The
pictures are much wom but probably of the period.
(The same illustrations are repeated with some
variations i two later scrolls in the Freer Gallery.)

Britih Museam (ex Eumorfopoulos). The Three
Incarnations of Yitan-tzii. Short handscroll. B?

Princeton Universicy (Du Bas S. Morris collect.) Two
Men Playing Chess under Pine Trees, Inscribed with
the painter’s name. Cf. London Exhibition Cat
b8 6 N &

Peking National Muscum Cat. The Twenty-four
Filial Sons. At album of twenty-four leaves. Last leaf
bears painter’s signarure. Colophon by Chao Méng-
fut, seals of Hsiang Yian-pien and later men.

1bid, The Eighteen Scholars Assembled in the Jade Hall.
Long handscroll, Signed: Lin Sang-aien painted (this).
Ses above in Ku-kung collect.

Ibid. Barbarian Chicftains Prosenting Tribute. An
album of eight leaves, now mowunted in the form of 2
handscroll. Signed. Colophon by the pamter after
each picture.

thid. The Thousand Ravines and Wind-swept Pine-
trees. Long handscroll. Signed.

Pang Yian-chi Catrr. A Homestesd by 2 Stream,
Album lesf. Ateribueed.

Thid. 17- Two Men discussing the Tae under Pme-wrees.
Fan pamting. Attribueed.

Thid. 31. The Happiuess of Comtry-life. Fan paintng.
Ateribuited.

thid. Add. 1. A Man Saluting the Moon on 3 High
Teirace, a boy standing behind. Fan panting.
Arrributed.

Lived in K'aifing. Actve in the reign of Shén-tung (1068-1085). Specialized in fish. G, 9. H, 3. M, p.6s6.

K -k Shu-tma chi, XII A Fish and a Lobster. Colophon
by Yao Shou of the Ming period. B

Hui-hua kuan, Swimming Fish and Falling Blossoms.
Handscroll. Attributed. Scals of Wen P'éng of the
t6th century, and Ch'ien-hing. Gf. ~shu ¢h'iian-tmg,
vl VL

St. Louis City Art Museum. Fishes Swimming among

Aquatic Plings and Klling Leaves, Handscroll. Cf
Museumn Bulletin, Apnl 1927, Old atmibution, A?
Plang Yitan—chi Car.rr. Fishes Playing among Aquanc
Plants. Fan Painting, Attribused.
Ibid. Add 1. Swimming Fishes. Album lesf. Insceibed
with the painter’s name.
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Liv Yiax 8| 30 or 81 6.

Unmrdedhshmhmpinmmmgmdgndophmhﬁmfbﬂnwiugphmh:wmgt&m
Emnmpmﬁ:ssmmlpainminﬁoﬂ:mﬂiﬁm&uﬂngrhzchinnnd‘l‘ﬁmdymﬂ'u.lmmahumumlgtﬂr.

Executed wall-pamtings in temples.

Cincinmati Museom, The Dream of Ssi-ma Yu, Short
handscroll. Signed. Long colophon by Chang Ts'ung-
yii of zoth century. Cf. I-shu ch’fian-t'ung, VIIL 2.

Liv Yunc-sien 3 7 2, & Chin-hs B £§ or Kimg-ha 2 8.
From K'aifeng, Born c.j020. A relative of the imperial Sung family, became 2 high military officer. Figures, Howers
and birds: . 1. G; 10. H. 3: M. p.656.

K-k Sho-hua chi, XL, Peaks of the Shang Mountun Rabbis, Bamboos and Rosss, Painted with boght
Rising over a Misty Field. Signed. Inscription in the colours m a refined kung-pi manner on paper. A?
manner of the emperor Hui-tmng and his seals  Sogen 15 (Chin K'ai-fu collect.] A Goose among
Cf. Chung-kuo, 1, 39. B Reeds, Painter’s name inscribed in the manner of the

Ku-kung collect. Small Birds among Shrubs, White emperor Hui-tsung. B?

Lo-cu'vanc B &,
A priest who lived in the Liv-t'ung ssii by the West Lake, Hangchou, the same temple where Mu-ch't ived Active
probably at the end of the Southern Sung period. H, 4. M, p.750.

Kokka 406 (Marquis Asano). A White Cock. Signed.  SGgen Megashii o (Koro-m, Dacokuji). A& Heron
Poem by the painter. Cf. Bijutsu Kenkyfi 13. A Alighting; another bird standing below by some forus
Toya, IX (Asabuki collect.) A Wild Goose Alighting, plants. Cf. Shimbi, X3 A?
lotus leaves below. Poem by Chu Pén. B.

Lou Kvan 88,
From Ch'ien-t'ang, Chekiang. Chili-hou in the Academy of Pamting m Hangchou 12651274, Followed Ma Yian
in his landscapes, bt painted also Howers and birds. T, 8. M, p.625.

Kk Chou-k'an, voll, ro. A Branch of Li<hik Tree  Toso, p.tog (Tokyo Natonal Museum), River Land~
with Fruits. Fan painting, B? scape with Two Moored Boass. Fan paintng.
Eokka 84. A Hibiscus Flower. Album leaf. Signed. Old atrribution. A?
Hikkaen (formerly Kuroda). Winter Landscape: High
snow-covered peaks riting above an inlet of water.
Fat painting. Signed. A.

Lu Cauno-vyian B iQ,
Unrecorded. Perhaps identical with Lu Hsm-chung-

Kokka 371, Three pictutes from a series of the Ten  Josho-ji, KySto. An Arhat. Tradinonal arertbution.
Kings of Hell ini Baron Morimusa's collection, Tokyo.
Signed.
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Ly Hsis-cuunc B2 8 B.

Unrecorded in Chinese books but mentioned in Kundaikan Sayiichoki (No.127). Active at the end of the Southern

Sung period in Ning-po, Chekiang. Buddhist figures.

Sixteen pictures representing the Sixteen Arhats in the
collect. of Shakokusji, Kyato, one of which is signed.
Two of them reproduced in Kokka 253, two others in
Shimbi, V; one of these also in Tays, IX and in
Bijursu Kenkyii 45. A

Sixteen pictures representing the Sixteen Arhats in the
Boston Musenm, One signed. The tenth is a Japanese
substitute. Most of them reproduced in Boston
Museun, Portfolio, pp.rro-124.

65. The 4th Arhat Reading a Letter.

66, The 8th Arhat Watching 4 Dragon Appear in the
Sky.

67. The 11th Arhat Looking at Two Deer.

68, The sth Arhat Holdinir a Censer.

6. The 3ed Arhat Meditating with 3 Dragon Coiling
around him.

0. The 15t Arhat Expounding a Sutra,

71. The 14th Arhat Looking at 2 Lotus Pond

Lu Ssf-vanc e M.

Unrecorded. Perhaps identical with Lu Hsm-chung.

Kokka g50 (Baron Fujira). An Arhat with an Incense-
burner. Signed.

Lu Tsune-xust & 5 3.

72. The r3th Achat Sitting ona Rock.

73. The 12th Arhat Accepting a Jewel,

#4. The 2nd Arhat Watching Two Lions Playing,

75. The 15th Arhat Watching 2 Boy Grinding Ink.

76. The 6ith Arhat Praying.

77. The 7th Arhar Playing with a Tiger.

78, The 6th Arhat Watching a Light Coming out
of a Vase.

76. The gth Arhat Watching Fighting Dragons.

Ten pictares representing the Ten Kmgs of Hell in the
Honen-ji, Kagawa-ken. Signed. Onc of them in
Eokksy22 A.

Ten pictures representing the Ten Kings of Hell i the
Daitokuji, Kydto. Armibuted, Two in Kokka 175,
thie same in Shimbi X Oue m Toys XL

Bijutsu Kenkyfi 43, PL6 (Hoju-in, Aichi-ken). Buddha
in Nirvana. Signed. B.

From Ch'ien-t'ang, Chekiang. Tai-chao in the Academy of Painting in Hangchon ¢.r228-1235, Flowers, bamboos,

birds and apimale 11, 4. T, 8- M, p.631.

Shen-chou ts-kuan, vol.1o. Two Geese on the Shore; a
Third Descending from the A, Fan paintng.
Signed. A?

Chung-kuo, I, 49 (Ti P'mg-wi collect.] White Swans
under Willows by a Stream in Spring, Attributed. B?

K k. Shu-hua chif, XVIL A Pheasant and a Quail on a
Rock under Blossoming Trees in Spring. Signed.

Ma Chro B 8.

Probably of the Ming period, Cf Chinese Cat.,
London Exhibition, p.gg.

Sogen 17 (Hua Chien-ko collect.) A Mather Goosc
Carrying Twao Geslings om her Back. Inscribed with
the painter’s nanic, Seal of the Ming emperor Yung-
lo. Af

Active at the end of the South Sung period. No other works by the pamter are known.

S&raikan II, 20; (8), Pavilion among Willows m Rat-
storm. Ink on silk. Album leaf. Signed. Inscription on

the back said to be by the emperor Ning-mung of
Sung (1195-1224).
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Ma Féx (PEn) B A

From Ho-ching, Shansi, Tai-chao in the Painting Academy in K'aiftng c.in10-t125. The first painter of the Ma
family. Buddhist figures, animals and birds. H, 3.1, 50. M, p.337.

Honolislt Academy of Arts. The Hundred Geese. Long
handscroll. Inscribed with the painter's name. Possibly
after his design, thongh not executed before the South

Sung period. Seal of an impenal prince of the Yung-
lo period; also seals of Hsiang Yitan-pien and later

Ma Hocrm B2

collectors, Cf. Bijutsu Kenkyd 64; London Exhi-
hition Cat.£387. B2

Peking National Museum Cat. Mu-niu t'u: Herding the
Buffaloes. Long handscroll, Signed and dated 10935.
Seal of the painter; others of Yiian and later collectors.

From Ch'ien-t'ang, Chekiang, Chin shili in the Shao-hsing era (1131-1162}. Became vice-president of the Board of
Waorks, and was still alive in the relgn of Hsinotsung, Made illustrations to the Mao shih Odes, the text of the
poems being copied by the emperor Kao-tsung. Landscapes and figures. H, 4. ], 3. CRing-ho shu-lua fang,

vol. X M, p337.

Kudamg collect Two album leaves. One represents a
Bay at the Foor of Misry Mountains; fidlies are seen
swimnung in the water and 4 heron soaring in the air.
The other picrure represents 3 Falcon in an Old Tree
by a Rock. Both pictures are executed i a very
refined kung-pi maimer, and are sioned by the painter.
Al

K-k Shulwa chi, VIII The Bosy Loafer. He sits
undera tree twisting a thread. Cf. London Exhibrtion,
Chinese Cac., p.75. C.

Ibid. XXVIL A Howse-boat inder 8 Willow-tree,
Signed. Cf London Exhibition, Chinese Cat., po7e- 87

Former National Musenm, Peking. A Man with a Stick
walking under 3 Wind-swept Tree, Signature and
seal of the painter. B? _

Hui-hua knan. The Red Chiff. lustration to Su Tong-
p'o’s prose-poem. Four men in 2 long boat passing =
small (hiff ar the head of the picture; the rest of the
composiion # open water, Short handserall. Cf
F-shur chiiant'my, vol VL AL

tbid. Hlustrations vo Seven Odes of Pin in the Kuo-féng
sectiom of Shil-ching, Shehtly coloured mk-painrings
on silk mounted as 3 scroll; the rext between the
scenes i woitten i fisfao-k'ai style, possibly by the
emperor Kap-sung, A.

Photographs by Yen Kuang Co., Pekmg, Hllustrations to
Ten Odes of Chién inx the Kuo-féng section of Shifi=
ehing (formerly in the Manchy Howsehold collect.)
Ik only on paper(?) The execurion of the paintings
and the writing are not of the Sung penod. B?

Yurimkan (Fufii collect.) Hlustrations 1o Twelve Odes
of T uny i the Te-pa secnan of Shib-ching. Tnk and
slight colour on silk. The texe written in hsiso-k'al.
The pictures are much damaged but of good quality.
Twoin Yorntaikan, one in T6s5, p.63. A,

C. T. Loo and Co,, Successors, New York (ros4).
Mustrations to Sepen Ohles of Pin. The paintings are
the same as in the above-mentioned scroll in Hui-hm
koan. nk onstlk. BF

1hid. Wastrations to Ten Odes of Ch'én. The composi-
foms are the samc as iy the pictures photographed by
the Yen Kuang Co., bot of smaller size and mare
carcfully done. Wnting m hswo-k'm seyle. Seals of
{Jz'icﬂ.-ll.mg.

Chiang Ko-sun, Taipd. Hlestrations w Six Odes in the
Heign-ya section of Shih-<hing. The paintings are
partly damaged and repaired, but probably originals.
The writings inseeied  berween  the pictures . ane
atrributed to the emperor Kao-tsung, but apparently
of later date, A7

Ueno collect: {(Hakubimdd Scroll-reproduction), Ulos-
trations to Twelve Odes of T amg m the Kuo-fing
section of Shik<hing, Ink enly on paper; broad and
light brush-work. Writing in large Eai-shu, Several
seals of Hsiing Yilan-pien, Late imitanon, B?

Ch'mgkmp is'ang; o1 (Mancha Household collect,)
Album leaf. C.

Toss, p.65 (Haymaki collect.) A Butterfly and a
Cicada in s Witlow Tree. Fan-shaped. B.
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Thid, p.66. Two Boats Moored below a Ciry wall. The
picture &5 accompaticd by a leaf with twa lmes of
poerry written by Yang Mei-tz0. Cf. Kokka 557. B.

Ihid. p:67 (Lu Hsiang-yeh collect.) Spirits of the Sea
Paying Homage to Kuanym, who sits on a Chif by
the Water. After an archaic design. C.

S5raikan, 11, 20, Two Deer by a Waterfall. Ink and
dight colour on silk. Fan-shaped album leaf. ci.
Kokka s70. B,

Boston Museuns. Hlustrations to Six {originally Ten) of

Ma Hsinc-tsu 5 B jl.

the so-called Odes of P'ei of the Hsiao-pa section. Ink
and shghe colour on silk. The accompanying text
written i hsiao-kai possibly by the emperor Kao-
sung. OF the same series as the best of the above-
mentiomed handserolls. A.

Pang Yiian-chi Cat.1r. A Man Playing the Ch'in w0 his
Friend. Fan-shaped.

Ihid Add. 1. A Herb-collector in the Woods. Fan-
shaped. Signed.

St of Ma Fé. Tisichao in the Painting Academy in Hangchou i the Shao-hsing era (rr37-1162). Acted as adviser

to the emperor Kao-tsung. J, 3. M, p.337.

Feshia éh'iign=tung, VTL, 2. A Small Bird on the Stalk of
Lotus Plant and a Dragonfly. Album leaf. AT

Hikkaen (formerly Kurods), The Waves. Fan painting.
Old aeributon.

Ma Kont 1§ &

Kawasaki Car.16. A pair of handscrolls illustrating Lin
Pei's Visit to Che-ker Liang. ©

Son of Ma Shih-jung. Active ¢,1180-1220, Landscapes, figrtires, flowers and birds. ], 6. M, p.338.

K-k Cheu-k'an, vol.1, 11, Peony Plans and 3 Butterfly.
Fan painting, B.

Ihid. 484, A Water-mill under Willow-trees. Allnm
leaf. Armbured. B7

Shimbi, [X (Count Tokngawa). A Man Playing the
Cli*in ymder 2 Pinc-trec by the River. Cf. Kokka 196.
B

Thid. DX (Count Tokugawa)- A Man on a Promentary
Looking at the Plum-trees. Forming a pair with the

ing picture.

Kokka 236 (Chishaku-in, Kydw). High Peaks Rismg
over a Stream; large trees in the foregromnd. Probably
a Yilan picture. CF. Shimbs, XV B?

Shimbi, XMl (Baron Iwasaki). Lin P'u Admuring
Plum-blossoms. Cf. Toyd, VIIL B?

Ma Kung-asiey 1§ 2 E.

HikkGen, p-s9 (farmerly Kuroda). Mo tain Landscape
with Three Figure Scenes, apparently dllustrating suc-
cessive events in a mle. AZ

Toya, VI (K. Magoshi). A Man and a Boy ma Toar
on an Evening Lake, Fan painting: Cf. TOsG, p.or: AZ

Hikkden, p.ro (formerly Kuroda), Sharply Silhouetted
Mountains Rising above a River. On the bank in the
foreground, a cump of leafy srees bending over 2
pavilion. Section of 2 handscroll Atributed. B?

Ars Asiatica, IX, p.2t (Martin White collecr,) Miscy
Morning, Travellers Wading a Mountain Stream, B?

Boston Muoseum, Portfolio, p.o1. Temple Buildings near
the Sea Shere; 2 man approaching. Fan pamnang. B.

Sokenan Kansho 11, s3 (Mapumoto collect.) Three
Meti in a Boar on a River under Willows. €.

Son of Ma Hsing=ts. Tai~hae in the Paintmg Academy in the Shao-lsing era (1131-1162), Landscapes, figures,

Aowers and birds. ], 3. M, p.338.

Kokka 221 (N:nz:m—ji_. Eyoia). The Hermit Yao-shan
Talking to Li Ao ona Terrace under a Pine-tree. Ink

and slight colours. Signed. Cf. Shimbi, I Toys, VL
ToHsh oo ete.
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MaLin BB

Son of Ma Yiian: Active about the mddle of the 13th century. Chili-how in the Academy of Painting, Landscapes,
Howers and birds, Followed the family eradinon. J, 8. M, p.338.

K-k chou-k'an, wvolsTI-IL 48-55. Eight Flower
Studies on album leaves. Signed. Two of the leaves
dated 1276, AT _

Thid. vol.V, 105-100. Pormaits of Emperors Fu-hsi, Yao,
Yi, Tang, Wu-wang of Chou. Possibly copies. The
portrait of Fu-hsi also in L1 Tai, L

1hid, vol. VI, 125. A Garden Pavilion and Blossoming
Trees. Fan pamang. Signed. A?

Shim-chou ka-koan, I Plumetres and o Rabbit in Snow.
Artributed. 137

K.k Shu-hua chi; VIIL A Traveller on Muleback
Passing through a Mountain Gorge. Poem by Ch'ien-
]ung.}l.?

Thid. X1 Three Quailt inder a Blossommg Plum-tree in
Snow. Signed. London Exhibinon, Chinese Cat,
p.ok, BY

Thid. XXXV1. Listenmg to the Wind m the Pine-trees.

Signed. Inscription by the emperor Listsung and his

seal, duted 1246, A?

Hui-hoa kuan, Two Branches of a Blossoming Plum-
tree. Signed. Pocm by Yang Me-tzl, sister of the
emprese of Ning-tsung. Cff K-k Shu-hua chi, TX.
Al

Palace Museim Album, 193z Branches of Plum-
blossoms and Bamboa: Cf London Exiubition,
Chinese Cat., potoz. A,

K-k chouk'an, 401. An Orchid Plant, Fan painting
probably cut from a larger compusition. Artribiited.
AT

Ku-kung collect. Two Birds on the Branch of a Thorny
Shrub in front of 3 Trunk in Snow. Signed by the
painter. Inscription by Yang Meistzd, Probably
central portion of a larger picture. Part of an album
called Ming-tua chi-chén. A.

1hid, Fragrant Spring after Rain: old trees by 2 mountain
brook. Ink pamnting. Signed. A.

Thid. Rocky Momtams in Mist. Ink paintmg in a
scratchy manncr, 47

Ch'mgdomg w'ang. A Man seired on a Projectng
Chff contempliting the View between the  Cliffs.
Fun-shaped. Signed. Inscription by Yang Meizzii. A,

Kokka 25. The Waves and the Moon. Fan paintng.
Probably a Yitan painnng.

Ibid. 116 (MySshin-ji, Kydto). Samantsbhade in the
Shape of an Old Mau Seated on an Elephant. Prob-
ably of the Yian period. Cf Shimbi, VII; Toya,
VL

ihid. 162 (Hakone Museum, formerly Kuroda), A
Fisherman Seated under a Shed by a River in Winter,
Probably 3 Korean painting. Cf Bijusu, XIV;
Bukkyo Bijussu 16; Tosd, p.gs.

Ibid. 217 (Baron Yamamoto). Two Sparrows in a
Blossoming Plum-tree. Album leaf. A?

Shimbi, X1 (Twasaki collect.) Two pictures formiing a
pair. One represenss 3 Man on a Garden Terrace
under Tall Pine-trees, looking ar the Aurumn Moon;
the other 2 Man in a Pavihon by a Stream, locking at
Plum-trees in Bloom, (.. the harbingers of spring,
Mot of the Sung period.

Yurmeukan (Fujii collect.) A Rusne Homestead 2t the
foot of a stoep cliff; drumken men are ﬁghﬁng and
brought home. Signed. A?

Hikkden {formerly Koroda), Lin P'u Sanding on 2
Terrace Looking at a Cranc. Fan pamting. B?

Tis, p.do (Fang Jo collect.) A Plum-tree Bending over
3 Stream in Moonlight. Handseroll, Signed. B?

Ibid. p.og (Summobu collect) Han-shan and Shili-e2,
Poem by the priest Ching-shan. B.

Sogen Meigashi 23 (Nezii collect.) Evening Landscape.
Swallows Soaring over a Bay. Si.gl‘.u:ﬁ. Two lines of
3 poem written by the empéeror Li-sungand his seal;
dated 1254 Cf. Kokka 677, A.

J. Nakamura collect, Tokyo. Two small piceures
repreienting Hotel Standing  under  Willow-trees
happily singing. and Hotei meeting 2 Scholar under
some Bamboo. The latrer pictore is signed.

hd. Spring Moming. Sharply-cur rocks along a misty
river, an old plim-ree and ducks in the water,
Signed.

Boston Musciim, Portfolio, PLgs. A Noblemat on a
Stag Viewing Autumn Fohage by a Lake. Album
leaf. Signed A,

Ibid, PLog. Ling—chan N Standing in the Snow, Album
leaf, Seal of che painter. A.

Ibid, Pl.roo. Two Birds Sleeping on 3 Maple Branch.
Albuin leall Signed. AL
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Thid. Plaor (14, 59). Evening Mist over a Bay. Two
men walking along the shore. Fan painting, A7

Metropolitan Museum. The Mountain Pme.: Album
leaf. Signed with painter's name, A?

Fogg Museum, Cambridge, Mas. A High ClLff

Ma SEmunc B i 5.

Projecting over 2 Stream. Buildings on the opposite
shore. Fan painting, B,
Plang Yitarchi Cat.7, Two Sparrows in 3 Blessoming
Plum=trec in Snow. Signed. Colophon by Wang To.
Ihid. 11. A Peacock and Small Birds. Album leaf! Signed.

Son of Ma Hiing-tsu, Tai-chao in the Painting Academy in the Shao-hsing era (t131-1162), Landscapes, figures,

fowers and birds. ], 3. M, p.338.

Plang Yiian-chi Cat.11. Landscape with High Pavilions,
Fan painting. Attributed.

Ma Yian J§ 8, r. Chlinshan £k |1t

From He-clumg, Shans. Son of Ma Shih-jung. Thi~chae in the Academy of Painting in the Shao-hst era (1190
r194), still active at the beginning of the emperor Li-sung’s reign (r225-1264). Continued the family tradition and
was strongly influenced by Li Tang. Main tepresentative of the so-called Ma-Hsia School. J, 7. M, pe33s.

Kukmng collect. A Man Retarning over a Snow-
covered Field He carnes a pheasant on a pole over the
shoulder and drives twe pacde-mules in front of him.
Ink painting, Fully signed. Tarpe album-leaf forming
part of the so-called Ming-hua chi-chén. A,

hid A Philosopher seated under the Far-extendmng
Beanely of a Pine-tree; 2 smiall boy is stnding nearby.
A stream is winding at the foot of the tree, Cenral
portion of a large pictare. Part of the same album as
the preceding picture,

Ihidl. Spring Time in the Mountains: A scholar standmg
wnder a bare willow, accompanied by 2 servant with
his cfi'in. Album leaf. Signed. Poem by Yang Mei-tzi.
Cf. Nanking Exhib. Cat.380. A7

shén Chou r1. A Mani on a Terrace Contemplatng a
Pond. Album leaf. Signed. B,

Chung-kuo, 1, s0 (Manchn Houschold collect.) Two
Monks Playing Chess in a Bamboo Grove, a visitor
approaching. Short handscroll. The motif is desenibed
ina peem on the picture, Signed. A?

Ibid. I, 55 (Ti Png-zi collect) A Man Seated in
Contemplation under a Pme-tree. Album leaf. B?

thid. I, s2 (Ti Pling-tzil collect) Portrait of Confucius.
Album leaf. Signed. B

Chung-kuo - ming-hua, XII (P'ang Yian-chi collect.)
Asking the Way, A Man approaching a terrace with
s tall pine-tree, speaking to another man. The moon
in the sky. A large album leaf. B2

Ching-kung ti'ang, 2 (Manchu Household collect.) A
Man Seated under 3 Pinetree by a Stream, attended
by a boy. Fan-shaped, B?

Ibid. o7 (Manchu Houschold collecr.) Early Spring.
Bare Willows by u Stream. A man with his seevant
approaching the bridge. Signed. Fan-shaped. A liter
frec version of a picture in Bostom, B?

Yen Kiang album, 1027 (Manchu Heousehold colleet.)
Wild Gerie uver the Peaks in Automn. Fan-shaped.
Bt

Thid. {Manchu Houschold collect.) Pine-trees in the
Wind on a Temple Terrace by a River, Album leaf,
Signed. B2

Kk, VL Two Men under Pine-tress on a Terrace
Overlooking a Misty Valley, Handscroll. B?

Thid. VIIL Mountains and Tall Pine-trees by 3 Cottage
in Sriow, Signed. A?

thid. X1. An Old Hermit Asleep in 4 Boat in Autummn,
Seal of the painter. Pocm by Chien-lung. CF.
Clinese Cat., London Exhibigon, p.86. C.

thid. XXIV, An Immortal on a Dragon Descending
throwgh Clouds and Mist. Signed. B,

jhid. XXXI. A Poct Scated under Tall Pine-trees
Contemplanng the Moon. Signed. B?

Bk, Shu-hua ¢hii I, A Feast of Lanterns. Two
illuminated halls on a terrsce below high moumtains
on a misey might, Signed. Poem describing the scene.
Colophon by Ch'ien-lung, A? Another somewhat
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different version of the same design in K-k, XIX
and in the Chinese Car., Londen Exhibidon, p.123.
B?

thid. IX. Three Herons on the Rocks by 2 River in
Winter, Signed. AZ

Ibid. X1X. Looking at the Moon. A man seated under
leafy trees on a chiff projecting over & gully. Probably
a Ming pictare. Cf, Chinese Cat., London Exhibition,
p-8s. BY

hid. X3XVIL A Man on a Projecting CLff Drinking
Wine in the Moonlit Night. Probably 1 Ming picture,
B?

Ihid. XXXIL. River Landscape in Snow; two Men in a
Pavilion under Tall Pine-trees. Signed, A late imita~
oom: B

Ibid. XL An Old Pear-tree Projecting from 3 Rock.
BE

K-k choukan, Spedal Number, Octio, 130
Twenty Views of Billowing Water in Rivers and
Lakes: the first one 1 called The Red Chiff and the
othiers dre called Autmmn Moon on Lake Tung-
fing, ctc. Long handscroll. Traditionally attributed
to the painters. The last picture, in which “Li T"i-po

to Heaven on & Fish"”, has an mscription (parely
distroyed), dated the cleventh year of Shao-hsing
(1141), i long before Ma Yiian's activity. C.

ibid., 482. A man crossing a bridige; behind him, 2 house
with rwo figures in an upstains window, Album leaf.
B?

Hui-hua kuwn, Ta ke ('w. Peasunits Singing os they
Return from Their Work. The road is winding agthe
foot of sharp-cur pointed rocks. Signed. The hgures
possibly by the master, but the landscape may be by
an assistant. Ink on silk. B

thid. Dracks on the W:m:r below a Blomoming Tree
which grows out from high Rocks. Signed. Ink and
colour on sitk. Album leafl A

Gems, T, 3. The Three Old Men on the Mountamside.
Attributed. B7

Ihid. I, 4. Mountains Along a Riverin Snow and Mist;
a High Temple Pavilion. Handscroll. Inscripuons by
Empress Yang, wife of the emperor Ning-tsung, A2

Naronal Museurm, Pelang (photograph). A Fairy
Seated under a Chiff, Looking ar the Moon. Signature
and seal of the painter. C.

Chang Ta<h'ien Cat, volIV. Looking for Plum-

blossoms it a Moonlit Night, Fan-shaped. Signed, A?

Wang Shib-chich collect., Taipei. Sung-fv fang-yu t'u:
Visiting a Friend. The man is arriving on horseback;
his servant knocking on the gate of a small compound.
A tall pine-tree is growing by the house, Signature of
the painter om the rimk. A?

Shimbi, XVII (Nagonal Muscum; Tokyo). The Ch'an
Maonk Tung-shan Wading 4 Stream. Poem by Yang
Mei-tzil, sister of the empress of Ning-tsung. ‘B,
The picture belongs to the same series @ the two
following.

Bijumsu Kenkyii, XLIT (Tenryfiji, Kystw). The Ch'an
Monk Ch'ing-tang in Conversation with 3 Monk. B.
The Ch'an Monk Yin-mén in Conversanon with s
Disciple. B. These two pictares and the preceding
formed W serles representing the founders of the Five
Schoals of Ch'an Buddhism.

Sogen Meigashii 22 (Baron Iwasaka), Ram over a
Cluster of Trees om a Rocky Shore; 2 man with an
umbrells on the road. Cf, Kokks 234; Shimbi, XI;
Tayo, VI, 42; TosS, p.oz. A7

Ihid. 21 (MNational Museum, Tokyo), An Angler on
a Wintry Lake. Short handseroll Cf Kokka 23;
Shimbi, X1, Tayd, VI, 45 Bijusu Kenkyil,
XAXIL A

Ty, VIIL 44 (Hakone Museum). A Moonlit Nighe, A
Scholar Sested on 2 Terrace under a Projécting Pine.
Cf: Kokka 160; Shimbi, VIIT; Toso, p.oi. A?

Thid. V1IL 43 (Viscount Tunaka), A Scholar Seared by a
Stone Table under a Large Pine-tree. Cf. Kokka
202 B,

Hikkden (formerly Kuroda). The Poct Lin P'u Seated
by 3 Plum-tree Lookmg ar the Moan. Short hand-
scroll. B.

T&yi, VIIL 46 (formerly Magashi collect.) A Man on a
Promontory under 2 Pine—tree Looking at Distant
Peals in Mist. Albom leaf. Cf Kokka 147, C,

Soraikan, I, PL16 (Abe collect) Tall Pine-trees by a
Strange CLff, a wanderer approaching. Inscribed
with Ma Yiian's name, and a poem by Yang Mei-
i B.

Chang, Ta-ch'ien collect: A Scholar and 2 Boy m a
Pavilion by a Lot Pond. Signed. Album leaf A?

Hakone Muscum (formerly in Hondenji, Oksyama),
Travellers Ascending w a Temple under 3 Mountam
Tedge. Signed. A?
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Yurinkan (Fujii eallect.) A Garden Scene in Winter. A
scholar seated in 3 pavilion. Signed. Album leaf. A?
Makamura Tomijirs collect,, Tokyo, A Man and 2 Boy
in a Boat under an old Willow by a River Shore.

Mountains in the distance, No signature;, A?

Noda collecr, Kydto (Kawmaki Catg), Two Men
Examininga Picoire under a Blossoming Plum-—tree. C,

Muts Catg, River View. A Man in a Boat. Pavilons
among Bamboos on the opposite shore. Fan-shaped.
Seal of the painter. BY

Boston Museum, Portfolio, PLoz (1460). A Boat near a
Pavilion Built over the Water by a Wooded River-
bank. Steep Mountins behind. Signed. The picture is
badly worn and retouched. A?

Thid. PLoj (15, vog). Winter Scene. A Manand a Boy in
a Pavilion by a Stremn. The tall tree in front is strewn
with snow. Armibuted, but probably laver. B?

Ibid. p.o4 (14, 61). Early Sprng. Bare Willows and
Distant. Mountains.: Signed. Fan-shaped. Seal of
Hsiang Yiian-picn. A. (The composition is repeated in

& painring attributed to Ma Fénin Nanga Taisei, VIIL)

thid. p.os (14, 62). Two Sages and an Attendanit under a
Plum-tree. Fan-shaped. Sipned. A.

Thid. p.o6 (14, 63), Fistao Ssi-hua Seated under a Tree
Playing the Ch'iv. The Emperor Wen-ti ks approach-
ing. Fan-shaped. Attributed. A7

fbid. p.o7 (28, 850). A Man Viewmg Clouds from a
Palace Terrace, Album lesf. B.

Boston Mumeum (o8, 61), A Man Resting under a
Projecung Branch of a Leafy Tree; Two Boys behind
hum. Fan-shaped. B.

Freer Gallery (18, s). Pavilion Built over the Water
under Tall Pine-trees. A large design. B?

[had. (16, 132). A Mountain Retrear under Pine-trecs by
a River. Old aunbution, B7

Ihid. (16, 44). Momntain Landscape. A large tree and two
men on the mountain terrace above the water, B,

Mao 1 £ &F.

Thid. {11, 169). Views of High Mountamns and Tall Pines
along a River, Long handscroll. Inscribed with the
patnter's name and the date 1192, BY (Probably copy
after Hsia Kuei.)

The Art Museum, Cmcinnati, Ohio. Ssii Hap, the Four
Old Recluses, in the Shang Mountains at the close of
the Reign of Ch'in Shil-huatig-t. Two of them are
playmg chess under the pme-trees, another is looking
on. Handscroll Signed. Numirous seals and forry
colophons, some of the Sung period. A,

Yurmeaikan, L A Man with his Secvant Looking at
Peach-blossoms. Inscribed with the painter’s name, B2

Ars Asiatica, IX, Pli7 (ex. Eumorfopoulos collect.)
Boating on a Lake by Moonlight. Cf. London Exhibi-
tion Cat.1163. B

Plang Yian-chi Cat.1. Four album leaves accompanied
by four inscriptions by Kao-tsung mounted on a
handseroll: 1. Three Women with Two Children.
2. Seven Ladies. 3. Ladics on 2 Terrace and a Man an
Horseback. 4. Seven Ladies. Atributed. Colophon by
L Wan, dated 15717,

Thid. 1. Contentment of the Heart: a man seated onder
a tree by a stream, a boy with a th'in standing behind.
Handscroll. Signed. Colophon by Wang Ch'ung,
dated 1527.

Thid. 7 (Hlistr. Cat.1940, 11). A Man Seated ata Tablein
o Pavilion by a Streamn. Inscribed with the painter's
name. B

1hid 11, Landscape. Fan painting. Attributed.

Ihid. 11, A Man with a Staff Walking in the Mounedins.,
Album Jeaf.

Ibid. 11. Listening 1o the Aummn. Album leaf. Signed.

Ihid. 11, Looking at the Moon ameng Pine-trees. Albam
leaf,

Ihid. Add. 1. Landscape with Old Trees. An old man
seated on the ground; a boy carrying a chlin, s
approaching. Fan painting.

From K'un-shan, Kiangsu. Son of the painter Mao Sung. Tai-chao in the Academy of Panting in the Ch'ien-tao era
(1165-1173), Flowers, hirds and animals, especially casand dogs. H, 4.], 4. M, p.2a.

K.-k. Chou-k'an, vol.I, 5. Two Geese among Reeds and
Howering Plants on the River Shore. Fan-pamting,
Signed(7) A?

Yamato Bunks-kan, Osaka (formerly Fukuoka collect.)

Five Dogs by a Rockery with Lilics, Album leaf
Cf. Kokka 27; Toys, VIIL, Plyo, B.

ibid. Five Kittens and Hollyhocks. Album leat. Fornung
i pair with the preceding picrure. Cf Kokka 60. B.
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Hikkden, p.22 (Marquis Kuroda collect) A Musk Cat
with three Kittens; Hollyhocks in a Rockery, Fan-
shaped. Arributed. B.

Thid. p.36. Cock and Hen with Chickens, Hollyhocks in

2 Garden Rock. Forming 2 pair with the preceding

picture,
Tos5, p.74 (Noda collect,, Kydto). Wild Ducks under a
Howermg Tree and Peony Flowers. C.

Mao Sunc B k.

Boston Museum. A Dog. Album leaaf Acributed.
Probably of the Yiian perind. B?

Shimbi Shoin Shina Meigashii. A Cat with Two
Kitrens at the Foot of a Rockery with Flowering
Plants. C.

Shina Meiga Senshi, 111, A Dog. Albuin leaf. Attributed.

From K'un-shan, Kiangsu. Active in the dme of the emperor Hui-tsung. Flowers and birds, famous for his pictares of

motkeys. H, 4. ], 4. M, p.ao.

Kokka 340 (Manju-in, Kydto), A Mankey. Ink and
colour on silk. Old armbuton. Cf. Bijusy Kenkya,
HXVIL A7

M1 Fer & W, orgially Mi Fu & &R, ¢ Yoan-chang JC R, h. Nankung W 2, Lu-mén chilshih & 8 & L
Hstang-yang man-shih 2& [ &% &, Hai-yich warshih #% ik o 8.

From Hsiang-yang, Hupeh. B. 1051, d. rro7. Calligraphise, painter and writer on art; author of Huo shih 3 8.
Served as 2 Secretary of the Board of Rites and Military Governor of Huai-yang (Kiangsu), Landscapes, Chf'ing-ho

shu-fiia fang, IX, 11, 27-30. H, 3.5, 1. L, 45, M, pa8a.

Shén Chou, XX, Peaks Rising through Clouds over 2
Misty Valley. C

K-k, L Verdant Mountsins and Pine-trees Rising
throngh the Mist. Signed. On the top of the picture is
a poem by an imperial writer (possibly the emperor
Kao-tsung). Ink on paper, Cf Chung-kuo, 1, 33;
Chinese Car., London Exhibidon, sz B

S.C.TK. Hsii-pien, IV. A Pinc—rec m front of Moun-
tzin Peaks in Mist. Probably a fapment, B?

Ex Nagonal Musewn, Peking. Cloudy Mountains and
Trees in Mist. Handscroll. Signature and seal of the
painter. According to the colophons by ChYen-lung,
the paper is not of the Sung period, but he says, the
picture i a3 beautifisl as 2 work by Mi Fei”. Seals of
Yiian collecwors; and of Hsiang Mo-lin and Ch'ien-
lung. B? (According to the Catalogue of the Museum,
there was also 3 hangme scroll with the same title
and provided with the signature and seal of the
paititer)

Nanshi thatsu, V (Ogawa collecr., Kyorw). A Valley in
Mist between Verdant Mountains. Ascribed to the
painter by Ku Kuang-hsii (of the Ch'ing period).
Cf. Bukkyd Bijutsu 14, C.

T3s6, p47 (F. Nakamura, Tokyo), River Valley;

Mountains Rising through Clonds. Album leafl
Signed and dated 1102, Cf London Exhibition
Catgrs. C

Freer Gallery (o, 171). Grassy Hills Appearmg chrough
Mist; leafy trees in successive layers below. Ink
only on silk. The picture which is worn and rétouched
in spots, may not have been execured before the Yiian
period.

thid. (11, 260), River Valley n the Mountains, Cottages
alomg the shore and dry trees. Ink on paper; ploshy
brush-work. Inscription with the nume of the painrer.
B?

Yale Univesity (Ada S. Moore collecnon). River
Landscape with Trees in Mist. Handscroll. Signed.
Colophon signed Mi Fei dated 1104, Other in-
scripgons by the poet Yiun Hao-win (119o-1257),
dated 1225, Yang Weichéng (13th cenmry), Ia
Shib-féng, dated 1381, and two by later men
Cf. Kwen Carsz, BY

Sarmkan, I1, P14, Clondy Mountains; Pine-trees below,
Tnk on sitk. ‘A late picure, though wirh inscriprons
sigiied with names of the Yiian period. C.

Plang Yilanchi Cit7. Cloudy Mountine Skeechy
Landscape. Calophon by the painter.
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M Youiin # & £, . Yian-hui JC 0§

Known also by his boyhood name Ho-érh 8 5. Son of Mi Fei. B. 1086, d. 1165, Vice-president of the Board of
War, Landscapes. followed his father. H, 4.1, 57. L, 45. M, p.82.

Cleveland Museurm (ex-Yamamoto collect.). Trailing
Mist between the Mowntain Ridges along a River
Shore. Hamdscroll. Ink and slight touches of colour on
silk. Poem by the painter, dated ir30. Colophon
by Wang To (i7th cent) Cf London Exhibition
Car. 1140, The old atmibution not convincing, though
the picture may be of the period.

Nanshit Thatsu, 11 Cloudy Mounwins. Inscribed with
artist’s name and date 1138. C2

Shén Chou 1z. Mountins Rising through Layers of
Misz. Signed and duted 1141, B?

Shés Chon Ta-kuan, 0. Momains Rimng mto the
Clouds, Twa lines of poetry by the painter. Formerly
collectitn of Ho Cih-p'ai. A?

Hui-hua kuan. A Long Mountzin Range with Pointed
Tops Rising through Curcling Miseand Clonds. Long
handscroll; ink on paper. The picture is worn and
retouched m spots. A,

Gems, 11, 2. White Clouds on the Hsiao and Hsiang
Rivers. Signed. Handscroll. Inscriptions on the paint-
ing by Ch'ien-lung; long colophon by the artist.

Hikkoen, pa7. An Inlerof Water, Old Teess on the Shiire,

Mou | # &, ¢, Tothwin 88 3 and Tou'ai B .
B eorrzs, doenzgy Figures H, 4. M, psa.

Yen Koang Co, Peking, Collotype (Mancha House-
hold collect.) An Old Taoist Holding a Serall. Seals
of K'o Chp-ssii, Hsii Lin and T'ang Y.

Pilace Miseun Seroll 1036, Tao-i t'u, an illusmation to
1 poem by Hsich Hui-lien (394 -430), in which the
poet describes how the ladies arc preparing dothes for
thear hushands who arc away in the war. The poem is

Mountains in the distance. Fan-shaped. A late Sung or
Yiian painting, but not in the style of the master. B.

Saraikan, 11, 17 (Abe collect., Osaka Museum). Rocks in
Mist by a Stream. Album leafl Inscription at the top
dated 1134 Much worn. B,

Freet Gallery (35, 17). Moontains in Ch'n on a Clear
Autumn Day, River bindsape with cloody hills.
Handscroll. Ink on paper. Sighature and seals of Mi
Yu-jén and also of several prominent collectors in the
South Sung. Yoan and Ming periods. Cf. Plang
Yitatichi Cat.1. For a somewhat similar scroll, see
Sogen, paab

J. D. Ch'én, Hongkong. Moumtains in Clonds, B?

C. . Wang, New York. A Mountam Ridge and
Clumps of Leafy Trees appearing through lighr Mist.
Short handscroll. Ink only on brownish paper.
Colophons by Wang Shén-yn (Sung), Kuo Pi (of
Yiian), and several men of the Ming period. At

H. C. Weng, Scariedile. A Mountain Ridge with Peaks
rsing through the Miit of 3 River Valley, Ten
colophons, but mo. inscription by the painter. A
miniature handscrall. A?

copied by Tung Shih 3 2, and the picture execated
jn the mamner of Choun Fang. Long handscroll.
Accarding to the colophon by the artise, daced 1240,
ir was begun in 1238, and completed two years later,
Beside the pocm by Tung Shib, there are fifteen
poems and eolophons by connoisseurs and collectors
af Ming and Cl'ing periods,

Mu-cu't 4 8§ or B 3, . hiss of the monk Fach'ang 3 .

Erom Szechuan. Lived first in the Chingshas temple and later in the Liu-t"ung temple near Hangchou. Born in the
eatly part of the 13th century, stll active in 1269, Pupil of the priest Wachun (d. 1249). Landscapes, figures, flowers,
birds and animals. Most of his authentic works are in Japanese collections, H. 4. L, 64. M, p.218. V, p.506.

Ku-kung collect. A long handscroll representing various
kinds of birds, vegetables and flowen, all carefully
rendered from nature. Signed by the pamter and dated
1265. Two sectioms of it are represented in the
MNanking Exhibition Cac, p.31. A.

Sogen Meigashii 34 (Count Marsudaira). Rerurning
Sails off 2 Distant Coast. One section of 3 large seroll
representing the Eight Views of Hsiao and Hsiang.
Four more sections of the same scroll (all of the A
class) in the following collections:
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Ibid. 35 (Nezu collect.) Sunset over a Fishing Village.
Cf- Toso, p.103.

Kokks 410 ffnml:d}r Viscount Matsudaira, now
Sasaki, Tokyo). Wild Geese Alighting,

Sogen Meigashii, 11 (formerly Marquis Homari Maeda,
now Yada collect. in Katayamazu). The Evening Bell.

tbid: (formerly Marquis Tokugawa, then Suenobu
collect.) Evening Snow on the Hills. (Destroyed m one
of the air-raids on Sendai in 1945.) Also reproduced in
Takagi, Gyokkan Mokkei, etc. and Sogen Meigash
1L

Shimbi, V (Count Marsudaira; now Hakateyama). The
Evening Bell froin a Distant Temple. This is & par of
the smaller saroll representing the Eight Views of
Hstao and Hsiang. Two more sections of the same
serall (all of the A class) in the following collscnons:

Nagoya Museum (Tokugawa collect) The Autumn
Maoaon,

Baron Masuda collecr, The Night Ram. The two lust
ones are reproduced m Takagi, op. st

Kokka ¢81 (Viscount Akinoto), Misty River i Spring
with a Forry. Album leafl Cf. Tost poroy, Bijntu
Kenkyi 26. B.

Chung-kue, L 35 (Ti P'ing-tzi collect.) The Poct Lu
Yu Walking with 4 Staff. Scals of the painter and of
the Yian emperot Weén-tsung. C.

Kokka 87 (Ueno collect) A Monk Reading in the
Moonlight. Tnscripnon by the monk Ching-shan,
pupil of Wu-chun, B?

Tays, X, 8o (Barom Masuda), The Priest Chien-ezii
Plaving with a Shrimp, Seal of the painter, Tnscription
by Yeu An (ca260). Cf Kokka 122, A,

Sogen Meigashii 26 (Scikads). An Arhat in Medisation
Encircled by 3 Snake. Seal of the painter, Cf. Rokka
233; Shimby, X; Toyo, IX, By, 38: Tos, paos;
Bijutsu Keuky 29, A?

Kokka 314 (Count Datd). A Priest Sewmg his Mantle.
Inscription by the Monk Tung-sou, Probably a Yian
painting

SHgen Meigathi 28 (Suenobu colleer.) Porait of Lao-
tziL Seal of the painter, Seal of Ashikaga Yoshimits.
Destroyed in the ar—raids on Semcdai in 1945, Cf.
T6s0, p.109. AF

SGraikan 1, 15 (Abe collece) Bodhidharma, head and
shoulders anly. Seal of the painter, Probably Japanese.
Cf. Sogen Magmshii 29, C.

Taso, p.ars (H. Mayeyama collect.) The Fifth Ch'an
Patriarch Carrying a Hoe. Probably of the Yian
Wu-i, B?

Sdgen Meigashin 3043 fDa-thhrji}. A set of three
pictares:

The White-robed Kuanyin.

A Monkey with her Baby on & Pine Branch,

A Crane m a Bamboo Grove.

All signed over the seal of the painter. Cf, Kokka 185,
a63; Shimbi, I; Toys, IX, 84-86, Sogen, Appendix
o-11. A,

Segen, p.24 (S. Yamaoks colleer.) The Whire-robed
Kuanyin. Old Japanese copy afrer the picrure in
Daitoki,

Tasd, ppati-n3 (formerly Kuroda), A ser of three
pictures: Féng-kan with a Tiger; Sparows on a
Bamboo Branch: Sparrows on a Willow Branch.
Seals of the painter. Probably old mmitations: B?

Toys, 1X, 9g, 91 (Daitoku-ji), Two pictures forming 2
pair: one represennng the Head of a Dragon; the
other a Tiger. Signatures and the date 1269 are later
additions. Cf. Kokka 190, Sogen, Appendix 13, 13,
Probably early Yitan, B.

Shimbi, T (Dattoku-ji). Two pictures formmg a pair:
one representing the Mead of @ Dragon; the other 2
Tiger, Both different from the two preceding ones.
B2

Kokka 209 [Viscount Alamoto), A Dragon among
Vaporous Clouds, Seal of the painter. B?

Toso, p.tos (Nezu collect.) A Diragon. Handseroll. C.

Kokka 268 (Marquis Tokogawa, Nagoya), A Tiger.
Signed. C.

Shimbi, X1 (Count’ Sakai). Monkeys Playing among
Trees and on Rocks by 2 Stream. Handseroll, Seal of
the painter. C.

Hikkden, p.32. A Monkey on 3 Rock. Album leaf. C.

Sagen Meigadhii 27 (Count Marsudaira), A Bull-headed
Shrike on the Trunk of a Pine-tree. Seal of the painter,
Cf. Kokka 218; Shambi, VII; Toyd, DX 02, B,

Tayd, IX, 63 (Ooka collect., Tokyo). A Shrike Standing
on a Rock. B?

Kokka 177 (K. Hiruse collect,, Ozaka). Two Pigeons on
an Old Tree-tmumk. B?

Tasd, parro (Count Matsudaira), A Turdedove oo a
Bamboo Sealk. B?
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Kokki 242 (Marquis Tokugawa, Nagoya). Swallows
and 2 Spray of Willow. B.

Shimbi, XVII (Seikadd). Two Swallows in 3 Willow-
rree. B?

Kokka 201 (Marquis Tnouye). A Heron by a Faded
Lotus Leaf, Inseription by the Monk Shakyw (1323~
1404}, Probably Japanese, C.

Shimbi, X1V {Marquis Inouye). Hen, Chickens and
Puppies. Handscroll: Seal of che painter, €.

Sogen Meigashii 37 (Nez collect.) Two Sparrowson a
Barc Branch. A good picture, though not by Mu-ch'i.
¢f. Bijusu Keukyii 23; London: Exhibiion Cat.
1117 B

Kokka 486, 480 (Impenal Household). Two shore
handscrolls forming 2 pair; onc ceprisentng @
Radish Plant, the other a Turnip Plant. The attmbu-
tion is generally not accepted. BY

Tosd, p-r15 (H. Mayeyama collect.) & Lotus Rootona
Lots Leaf. Album leaf B2

Bijursu Kenkyi 36 (Hakone Museum). Two small
pictures forming a pair: A Magpie; and A Kingfisher,
Seals of the painter, Probably Japanese. B

P Wis-n1 3 2 L.

Moriya collect,, KyGto. The Ch'an Monk Hsian-cho.
Probably a Yiian painting by a close follower. B?
Mus Cati. A Turdedove Resting on a Leafless

Branch. Probably Japancse. C.

Kokka 425 (Count N. Marsudaira, then Dan, now
Noda collect., Kydo). A ser of three pictires: Wei-
t'o in the Guise of 3 Rugged Old Man; A Monkey
Resting on a Projecting Rock: A Monkey with her
Baby Hanging from a Bamboo. The last picrure bears
the painter’s seal: C.

Soraikan II, PLis. Hanshan, the Ch'am monk.
Inscription by Tao Lung (e.3245): A larer picture. C.

Sogen, Appendix tg (Ryiko-in), Chestuts Album
leaf. Cf. Kokka 403. A?

fhid. 15 (Ryitko-in). Persimmons. Album leaf Cf
Kokka 403. B

thid. 6 (Soken-in), Rose-mallows m Ram. Album leaf
(. Sogen Meigashi, PL36. A2

The three last-mentioned pictures have formed parts ofa
handseroll, sonsetimes ascribed to Mu-ch'ic

Osmsiat, Musenm, Berlin, Two pictures representing
Geese and Reeds. Scal of the painter. C.

From K'aifeng. Northem Sung period, Buffaloes. H, 3. M, p.6oc.

Pang Yiian-chi Car. Add. 1. A Herd-boy and 3 Buffalo
Crossitig a Ford. Fan paintng. Areributed.

Po Lianc-yi B R E.

From Ch'ien-t'ang. Chekiang, Tai~chao in the Painting Academy in the reign of the emperor Ning-sung (1195~

1224). Taoist and Buddhist figures. H. 4. ], 8.

Kokka 463 (Kawasski collect.) Buvanyin. Anributed,
Okazki colloct, Kydto, Cranes among Bamboos.
Fan-shaped. Attributed.

Su Has-cu'in B E.

Fram K aiféng. Tai-chao in the Academy of Painting in the reign of the emperor Hui-tsung (1101-1125), still active at
the beginning of Hsiao-tsung’s reign (¢.1163). Fagures, followed Lin Tsung-ku, particularly famous for his pictures of

children. H, 4. ]. 2. M, p.731.

Shen Chou 12 The Itinerant Toy Pedlar. Armbured.
Panted with colours on silk like all the pctures
areributed to the master.

K.k, Shu-hua chi, VI A Pedlar with 2 Wheel-barrow

and Six Children Playing together. Auributed. Cf.
London Exhibition, Chinese Cat., p.73. B?

Ibid. VII. The Dragon-boat Festival. Five children with
masks at play. AZ
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[hid. XII. The Dragon-boat Festival Twenty-five
children playing along the terraces and galleries of 3
garden, B2

Ihid. XVI. Two Small Children in 3 Garden Playing
with Crickets. Poem by ChYien-lung. Cf London
Exhibision, Chincse Car, p.72. AT

Ihid. XXXIX. Eight Children Playing with Tays and
Masks in front of a Pavilion. Seal of T'ang Ym, Poem
by Chtien-lung. A?

Ki-kiny collect. Children performing the Ceremony of
an Imperial Reception. They wear gold embroidered
costumes. Much worm, but probably of the period.

Teshu olitan-t'ung voLVIL The Himdred Children
Enjoying Spring. Fanshaped. A?

Hikkden, Pl42, Small Boys Playing by a Rockery.
Album leaf. Signed, A?

Tass, p.7z (Nezu colleer.) A Toy Pedlar and Nime
Children Playing around his Stall. 132

Kawasaki Cat.18. Two pictures each representing Four
Children Playing m a Garden, B2

Boston Museum, Portfolio, p.74- A Lady at her Dressing-
table o1 2 Garden Terrace. Fan panting. Signed. A.

Freer Gallery (16,64). Amirabha Welcoming Soulk o

the Western Paradise. Tnscribed with the painter’s
name and the date r164. Probably copy after a picrure
by the master, B?

Formerly Hoyt eollect.,, Cambridge, Mass. A Sweet-
meat Vendor with his Bamboo stand and a Child.
Portion of a larger painting possibly by the master. A2

Natonal Museumn, Stockholm. A Toy Pedlar under a
Tree; six children playing around his sall. Later
excoution. Sels of Chao Mﬁﬂg—ﬁl and the Smperor
Chang-tiung of Chin dynasry. B?

Pekitig National Museum Car. A Pedlar and Children.
Handseroll, Signed.

1bid. Children at Play, Atmibuted, Seals of Huang Mo-
tin and Ch'en-lung,

Kwen Cat. Four pictures of Arhats. Ateributed.

Plang Yilan<hi Cat.1r. Two Boys Playing with a Crab.
Fan painnng. Atwributed.

Ibid. 11. Ladies Lookng at the Moon under Wy~'ung
Trees. Fan-painting, Artributed.

Ihid. 11. A Boy Playing with a Sparrow, Album leaf.
Areribreed.

Ibid. 11. The Himdred Children. Fan pamting. Attri-
buted.

Su Kvo # 3%, r. Shu-rang $U 8, k. Hsieh-ch'uan chi-shih 3 /| & 4.
Son of Su Shibh. B, 1072, 4 r123. Bamboosand stones. H, 3.1, 0. L, 0. M, p.731.

Kokka 100 (Komku Uchida). A Mynah-bird on a
Bamboo Stalk. Seal of the painter. Probably a Ming

picture. (.

Su S & 8, r. Taiichan 5 I, h. Tung-p'o chii-shih 3 4 & £

From Mei-than, Szechuan, B, 1636, d. 1101, Chin-shil 1057, Served as 3 magistrate at varous places 1071-1079.
Banished to Huang-chou, m 1080, where he built his stady on the Bastern Slope (Tung-p'o). In 1086 he was sum-
moned to the court and served botween this year and 1004, partly in the government and partly as 8 magistrate of
Ying-chow Exiled 1094 to Hui-chott in Kwangtung and 1097 to the Tsland of Ha-nan. Recalled 1101 by the emperor
Husi-sung, but died before he reached the capital. Poct, calligraphist, painter and criric of art. H, 3. L 50, L, 9. M, p.730.

Eshi 15" ting-pien, poao, A rubbing of a stone-engraving
representing 3 branch of bamboo,

Anonymous collotype reproduction m the form of 2
handscroll (o indication of owner) representing A
Twisted Old Trez and Some Bamboo Shoots by 2
latge Stone. Ink on paper. The picture is sccompanicd
by three colophons and & poem, one of them is written
by Mi Fet, another by Lin Lisng-tso, who menoons
81 Tung-p'e as the master of the picture,

Hui-hia kuan. Two Tortuous Dry Trees growing from

overhanging creviced rocks; White Herons soarmg
abirve, ﬂi.ug:ium.mll::f. txu:cumn:lmn.i.lﬂywithin.k.
Ascribed to the painterin the adjpining inscription, bue
probably not executed before the South Sung period.
Tass, p4z (Ku Hod collect). A Stalk of Bamboo:
Signed. Three poems by larer writers. Old anribution,
but probably nor execured before the Ming period.
Pang Yiian-chi Car. Add. 1. Bamboos called “The Tail
of 3 Fing Bird", Signed. Poem by 2 monk called

Miao-shéng.
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Sun Cum-wer B4 1. Take A&,
From P'éng-shan, Szechuan. 11th century. Buddhise figures. D, 1. F, 3. G, 4. H. 3.1, s0. L, 16. M. p.ags.

Chumg-kuo, 1, 17. Bodhidharma Seated in a Cave manner of the emperor Hui-tsung. Armibuted. Cft
Inscription at the top of the picture by the poet Lu Yu Tasd, p.36. C.
{nzj—lzruj.hm:ibuu:d. ) J. D. Ch'én collect., Hongkong. Mountain Lmdscapl:.
Saraikan I, Plar (Abe collect, Osaka Museum), Fu Handscroll. Signed T ai-kw. Probably a South Sung
Hsi, one of the “Three Emperors”. Inscription in the pictare.

Sune Cr'v & E.
From Hsing-chou, Hopei. 11th century. Landscapes, imitated Kuo Hsi. H, 3. M, p.az7.

Chung-kuo, L, 58 (T3 Pling-wzii collect.) Lofty Moun-
tains i Snow; a man walking along the road followed
by his servant. Attributed. C?

SuNe Ju-curn &K ik &, b Pi-yin & E.
From Ch'ien-t'ang, Chekiang. Tui~chao in the Painting Academy in the Ching-ting ers (1260-1264). Became a
Taoist monk in the Yian period. Landscapes, figures, flowers and birds. Followed Lou Koan. H, 4-5. M, p.127.

Sogen Mrigashii 43 (Marquis Asano). Young Sparrows
in a Basket. Album leaf. Auributed, Cf. Kokka 385;

Bijursu Kenky® 11, A

Sune Lianc-cu'in £ R E.
Active probably during the Southern Sung petiod (1127-1276), Flowers and birds. Little known; name mentioned
onlyinH, 4
Ch'ing-kung ts'ang, 42 (Manchu Houschold collect.)
Five $Small Birds on the Twigs of a Shrub. Fan

painomg. Signed. Later. C7

Sunc T1 5381, «. Fuku i &.
From Loyang, 11th century. Chin shih. Landscapes, followed Li Ch'éng. Said to have been the first to represent the
famous Eight Views of Hsiao and Hsiang. F, 3. G, 12. H, 3.1, 50. M, p.126.

Kwen Cat.1g, Tall Willows and 2 Pavilion by 2 Moun-
tain Stream. Attribured. C?

Tar Yian 85,
From K'ziféng. Member of the Han-lin Academy c.1110-25. Favourite of the emperor Hui-mng. Flowers and

birds. 1, 51. M, p.714-

Tasd, p.6z (Prnce Kong), Two Birds on the Branches mg Flowers and Birds. Colophon by Lo Chén-yil
of a Cherry-apple Tree. Album leaf. Another version who writes that the album, according to the old label,
of the same design, possibly of the Sung period, is in contains pictures by Tai Yitan, B?
the Nelson Gallery, Kansas City. Metropolitan Museum, The Hundeed Birds, Hand-

Tai Yiian Hua-niao ts'8 (1918}, Eight leaves represent- scroll. Attribured. Colours on silk. B?
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T'anc Cuinc-cHUNG i 1E 1%, &. Shu-ya 4% 4§ h. Hsicn-an ] K.
Nephew of Yang Pu~chib, whom he followed in painting plum-blossoms representing them against a darkened

background.. H;, 1V, 66 M, p.s2s.

Nanking Exhib. Car. 36 (Wu Hofan collecr) A
Blossoming Plum-tree, in which two Birds are

Tanc Su E .

Perched. Signed and dared 1207. Inscriptions by
Han Hsing (Yiian Dynasty) and by Ch'ien-lung.

From Chia-hsing, Chekiang. Active in the Northern Sung period. Flowers and birds. H, 3, p.13. M, p-325.

Freer Gallery (19, 150). Bamboos and Sparrows.
Ateribured. Ink and colours on silk. Possibly of the

Yiian period. C.

Tsv-winc 35 8.

A monk probably active at the end of the South Sung period, though classified m the Kundaikan Sayichoki (68)

among the Yiian pamters,

Kokka 111 (National Museum, Tokyo). Pu-tai Walking
with his Bag. A.

Umezawa: collecr., Kamakura, Po-tai a5 an Itnerant
Monk.

Ts'vl Cu'tien 8 &, 1. Tzi<hung F .

Sogen Meigashii 44, 45 (Ohasa collect., Okayama). The
Sixth' Parmarch of the Ch'an Sect. A seal probably of
the pamter and a poem by the monk Hoang-wén who
died ¢.1260. Cf. Bijusu Kenkyi 40 (1933).

Brother of Ts'wi Po. Active during second half of eleventh century. Flowers and birds. F, 4. G, 18. H, 3. M, p.387.

P'ang Yoan-chi Cat.ri. Quails among Reeds. Fan
painting, Atwributed.

Ts'vr Po # A, 1. Tzia-ha F 4.

From Hao-lang, Anhui. Became an i-hstieh in the Academy of Pamting at the beginming of the Hu-ning cra (ro68-
1077) and particularly favoured by the emperor Shén-tsung, Executed many wall-paintings ki the palace and the
temples at K'aiféng, Specialized in fowersand birds. F, 4. G, 18. H, 3. M, p.387.

Shen Chon 4. A Rabbit. Attmbuted. C.

E-k. Shu-hua chi, I. A Goose and some Reeds on a Low
Shore. Inscribed with the painter’s name., Painted with
ink and colours on silk (like all che following pictures),
Af

Ihid: VIL Two Magpies m a Wind—smpt Trecand a
Rabbit. Inscribed with the painter's name and the date
1061 A7

thid. XIV. A Swan Standing on the Shore Crying witha
Lifted Head. Attributed. B?

Ihid. XX. AWild Goase Resting on'a Rushy Beach. Attri-
buted, Cff Landon Exhibition, Chinese Cat,, p.4o. B?

Ihid. XXX, A Heron and Bamboos in Wmd. Inscobed
with the pamnter’s namie. A7

Thid, XXXVI. Twa Flying Geese, Lotuses and Peonics,
lnscribed with painter's name. B2

Hui-hua kuan. Seven Sparrows on a Dry Branch, and
one Descending from the Air. Shight colour and ik
on silk Handscroll, Probably of the South Sung
perind,

Tos5, p.4p (Ting Shib-yian collect) Two Wild Geese
on the Shore. A Small Bird Alighting, C?

Ségen § (thachi Doi). Two Turtle-doves by 2 Rose-
bush, Attributed. B2
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Chang Ta-chin Cat., volIV. An “Actamn Hare"  Melson Gallery, Kansas City. A Goose standing on the
seated under a Projecting Chiff. B? Shore. Colours on silk, B,

Freer Gallery (19, 154). Birds in Autumn Trees. A= Plang Yian-chi Cat.r1, Grass and Insces: Albom leafl
tributed, The picture seems to be 2 rather damaged Ateributed.
work of the Ming period.

Wan-vex Tao 5 8 58, r. Chung-pao 4F B and Teii-ya F . h Ch'u-hsien chi-shih % §F |
A cousin of emperor Chang-tsung (r190-1208) of the Chin dynasty; Duke of Mi-kuo & B . Scholar and collector.
Active aboit the end of the 1zth century. M, poii3,

Mei<chan t'&k'an, Two Farmers with 2 Water-buffalo
on the Shote of & Smeam. Two schalars reading in 2
pavition buily over the water. Signed.

Wane Cut-cuing EJE E, alio known by the name Han-ko 85 TF.
From Ho-tung, Shansi, Active probably abour the middle of the 11th century. Figures. F, 5, p.17. H, 3, p-10. M. p.31.

Boston Museum (37, 302). A Lady Seated on a Terrace  Chang Ta-ch'ien Car. vol.l. A Woman Spinniig Thread
Looking at a Parakeet hield by a Servant. Colours on Assisted by a Man-servant. Shore handscroll. Colours.
silke. Old aceribution, A7 on silk. Signed.

Wane Hsimineg EFE.

Not mentionied iis the literanure bur the following historical data are found on the picmre: Aceve in the Hsitan-ho
period in the Imperial Academy, and died at the age of twenty. The present piceure was paitited when he was only
cighteen years old.

Hui-hua kuan. A Thousand Li of Rivers and Moun- ous figures, A long handsorol] painted in archaic style
pains. At the foot of the huge mountam ndges are with deep blue colour on silk possibly after an earlier
many buildings, bridges, boats, dry mrees and numet- model. Signed. A

WaNG Hsrao 3L
From Ssiichou, Anhiui, Active during the second half of the toth century. Figures, flowers and birds. D, 3. Fi &
G, 10.H, 3. M, p.3o.

Saraikan, I  (Abe callect) Reading a Stone-tablet. The  Ch'ing-kung ts'ang, 23 (Manchu Houschold collect.)
figures in Li Ch'éng’s landscape. BY Two Smull Birds on a Jujube Branch. Album leaf.
: Inscribed with the painter’s name. B2

Wane Ho EKH.
From Ch'ien-t'ang, Chekiang, Chik-hou in the Painting Academy in the reign of Li-sung (1225-£364) and that of
Tu-tsung (1265-1274). Buddhist and Tacist figures. Worked also with his lefthand, H, 4. ], 8. M, p.34.

Toyd IX (Tanaka Shinzs collect) A pair of pictures
representing Pavilions with Figures at the Foot of
High Mountins. Signed. B
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WaNc vy TR E.
A Buddhist monk from Yung-k'ang, Chekiang, who returied to sscular life. Active in the Chéng-ho era (1110~
1114}, Figures and landscapes. H. 1, 51, pait. M, pp.3a, 33

Chimg-kua, 1, 37 (Ti Pling-tzii collect.) Two Shepherd-
boys Playing under Leafy Trees in Auomn. Armn-
buted. C?

Wane Kvan FEHE, . Kuoch'i Bj 8.

From Loyang. Active £.963—975. Buddhist and Tacist figures. Studied Wu Tao-tzii’s wall-pamtings i the temples ar
Loyang and imitated their style with so much success that he became known as “the Lirde Wu'™. D, ©. F, 3. H, 3.
M, p.3o.

Mational Miseum, Stockholm. A set of three pictures
representing Three Bodhisatovas in the guise of old

Samantabhadra, Ink and white colaur en paper. The
attribution is based on & temple tradition and reported

bearded men. The centril figure, seated on a cliff
rising out of 2 stream, is probably Avalokitesvara,
whereas the two side figures, scated respectively on a

in an iscription by Wang T'ung-ho, but execution
seems later. Cruder versions of the rwo nde figures
are reproduced in the Laufer Catalogue, Pls.7, 8 under

lion and on s elephant, represent Mafijuird and the name of Kuan-hsin, B?

Wane Levune E# A, ¢ Ping-wang | E. _

From T ung-ch'van, Shensi. Active under the reign of Sung Kao-tsung, Passed the chinshih degree. Calligraphist
and painter. Landscapes and higures. Hia Chi, volg, p.6. M, p.33.

slk. Signed. The mscriptions on the pictare are
attributed to the emperor Kao-sung. A.

Nelson Gallery, Kansas City: Ten Various Manifesta~
tions of T si-shang Lao—chim. Handscroll, Colour on

Wane Nine F B,
From Chisng-nan, rith century. Taichae in the Painting Academy. Birds and flowers. G, 14. H, 3. M, p.30.

K-k Shu-hum chi, XXXIV, A Mother Hen Walking
with some Chickens on its Back. Signed. Seals of the
Yian, Mmg and later times. B?

Wase Suiin F #t, . Chin-ch'mg 3 ¥
From T'ai-yiian, Shansi. Active in the second half of the 11th century, Somindaw of the emperor Ying-teung;
friend of Su Shih. Connotssenr and collector. Landscapes after Li Ssi-hsin and Li Ch'éng. G, 2. H, 3, 1, 50. L, 37,

M, p.52.

Ku-kung collect. The Land of the rmmortals; said 1o on a River. Archaistic decorative seyle, Anribured.
Mlustrate a dream of the painter. Distant mountains 63
and graceful small pavilions among the frees. Short K-k, Shudus chi, XVIIL A White Eagle i an Old
handscroll, exccuted in blue and green colours, Tree. Signed. C.
Signed and dited 1124 Inscriptions by T'ien Yaan-  Tosh, p.t2 (Knan Mienwchin collect) Fishermen's
miso, Ch'en Chang-han and Tung Ch'i-ch'ang. Seal Village in Snow. Deeply creviced movmtains aid old
of Chia Ssii-tao (of Ming). trees along the river shores. Handseroll, Cf. Bukkyd
Shén Chou, XX A Matt in 3 Bodt by 3 Mountasin Cave Bijutsu, vol.15, B?
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Lshu el'sian-t'ung volIV. Fishermen's Villige under  Chang Ta—ch'ien Car., volIV. Fishing-boats on 2 Broad
Spow. Twisted old trees, creviced rocks and sandy River at Foot of the Ha-sai Mounmin. Section of 3
beaches. Two fishmg boats. Handscroll. Inseription handscroll. Atrached to it are ten colophons writeen
by Chlien-lung, Probubly the same handscroll by Fan Ch'éng-ta (dated 1185), Hung Ching-ln
which i descrbed in the catalogue of the former (dated 1188), Chou Pi-s (dated 11007}, Tumg
Nadonal Muscum and said to have colophons by Ch'i~ch'ang and others.

Chao Méng-fu, Sung K'o and Wén Chéng-ming. B.  P'ang Yian-chi Cat.11. Boating on a Lotus Lake. Fan

Gems, 11, 1. Dense Fog over the River. Handscroll painting. Attributed.

Annbuted, Colophon by Sung Licn of the fourteenth
century. A7

Wano Tinexvo F EM.
From K'siféng. Moved to Hangchou and became 3 court official. Flowers and birds after Li An-chimg,

Bk chou-k'mm, vol., 13. Two Birds on 3 Branch in
Snow. Fan panting:

Wane Tine-viis 7F B B, ¢, Teo-nuan F 3§, b. Huang-hua shan-jén 58 22 (1 A

From Ho-tung, Shansi. 8. 1151, d. 1202, Nephew of Mi Fei, A Han-lin member under the Chin dynasty. Landscapes,
bamboos and old trees. H, 4.1 52. M, p.34.

Kokka 23 (Fuijii collect.) A Tree Trunk and 2 Bamboo. several prominent men of the Yilan period such as
A shorr bandscroll. Calophons by the painter and by Hsien-yi Shu and Chao Méng-fu. A.

Wane Tsao E, 1. Smp-nien ¥ 5.
Active in the Shao-hsing era (1131-1162), Buffaloes and horses. H, 3. M, p.33.

Kwen Cat.36. The Hundred Buffaloes, grazing and  Tos5, p.r1§ (Yurinkan). A Boy Driving a Buffalo
playing in a tiver valley. Atrbuted. A slighedy over Snow—covered Ground, Attributed, Cf. Shina
different version of this picture formerly ascribed to Meiga Senshii. B?

Li T'ang, i in the Detroit Institute of Ares, B?

From Hust'ing, Kiangsu. Active ¢.2230. He lived as 3 monk in the Ma-nao temple, near Hangchou, Specialized in
painting grape-vines. H, 4. L, 64 M, p.6.

Toso, p-117 (Nezu collect.) Branches of Climbing Vine. Vine. Signed and dated 1231, Poem by the painter, A.
Signed and dated 1228 B? Sogen Meigachi s9 (Marquis Kurods). A Branch of
Omurs, IT, 4 (Chu Ai<h'ing collect) A Branch of Grapes. Album leaf. B?
Climbing Vine. Short handscroll. Signed and dated  Tenryfi<ji, Kydto. Climbing Vine. Two scctions of 2
1220. Poem by the painter: Cf. The scroll in the handscroll. B?
former Yamamoto collect. Yurintaikan L Sections of Climbing Vine. Handscroll.
Kakks 230 (Marguis Inouys). A Branch of Climbing Ink on paper. Colophon by Sung Lien. C.
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WiN T'une 2, r. Ya-k'o 38 9], h Chin-chiang tao-jén 8l {L 38 A, Husiso-hsino hsien-shing 5 52 6 &
and Shib-shih Hsien-shéng 35 = 58 &

From Tzi-t'ung, Szechuan. Chin-shih 1049, d.1o7w. Served as magistrate of Hu~chou, Chekinng; hence known as
Weén Hu-chou 2l #. Friend of Su Shih. Poer, calligraphist and painter of bamboo. F, 3. G, 20. H. 3. L, s0.

L, 15 M, pao6,

Chung—kuo, 1, 27 (Ti Pling—tzi collect.) Bamboos by 2
Rock in Wind. Inscribed with the painter’s name and
the date 1070, Four poems. B?

K.-k., XI. A Branch of Bamboo. Seals of the painter.
Colophons by Wang Chih and Ch'gn Hsiin of the
Ming period. Cf. Ku-kung ming-jen hua-chu chi, PL.1.
Possibly an old fmchful copy. A?

Ku-kung colleet. A Bamboo Branch bent in a sharp
Angle. Large album leafl Painted with ink and
rubbed with white powder. The signature i & later
interpolaton; Cf. Chung-hua wén-wu chi-chéng,
IV, p.j18. A2

Chang Ta-h'ien Cat. vol.l. A Bamboo Branch. Ink on
silk. Inscription said to be by Su Shil. B?

Hisii hsiao-p'n, Taipel. Wan-ai 'y, Evening Clouds over
the Bay, High mountain-tidges form the background,
fall pine-trees on the rocky shore in the forcground,
and some leafy trees around a small homestead wath
pavilions partly built over the water, The design may
be by the master but the dry execution s later.
Handscroll. Signed: Wan Ai r'ni Yii-k'o.

Metropolitan Museum. Autumn m the River Valley.
Short handscroll. Inscribed with the pamter’s name. B?

Soraikan 11, PLij, Some ‘Bamboo-branches in the
Wind, C.

Plang Yian-chi Cat.11. Bare Trees and Tall Bamboos
by a Rock. Fan painting, Attributed.

Wu-cnuy Hosranc 8 1 30 4, Family name Yong 3, personal name Shil-fan B 8.
From Tzi-t'ung, Szechuan, B. ¢.1175, d. 1249. A pricst of the Ching-shan temple and the teacher of Mu—ch'i. The
emperor Li-tsung (1225-1264) bestowed on lum the a0 Fo-chien ch'an-shih #F B W 6. Cf. Kunditkan Sayichoksi,

7

Kokka 243 (Marquis V. Tokugawa). A set of three
pictures: . Bodhidharma Crossing the Yangtse
River on a Reed, Seals of the painter and a poem by

Wu Pinc 5t 85.

a pupil of his, 2, Yu-shan-chu on = Donkey. Poem
by the painter, and his seals. 3, Chén-hoan-ning
on 3 Buffalo, Poem by the painter and his seals.

From Picling [Wu-chin), Kiangsu. Tai~hao m the Painting Academy in the reign of Kuang-msung (1190-1194),

Flowersand birds. H, 4. ], 5. M, p.159.

Chung-kuo ming-hua XVIL A Large White Water
Bird with a Blue Crest, Soaring on Spread Wings.
Fan-shaped. Inscribed with the pamter’s name. B2

Ki-king collect. Butterflies among all Grass. In
kung-pi manmer with colours.

Chiingkung t'ang, 33 (Manchuy Household collect.)
A Bird on 3 Branch of 3 leafy Tree. Album leaf.
Inseribed with the paiiter’s name. B2

Wo Seu-minc 52 5.

Metropelitan Museumi. Birds on the Branches of Fruit
Tres. Two album leaves. Anribured. B2

Philudelphia Museum. Ducks and Hibiscus. Tnscribed
with the ;::intm:'! name. C.

Prang Yitan—chi Cat.r1, Red Camellia Flowers. Album
leaf. Signed.

Unrecorded: probably a court pamter af the South Sung period.

Umiezawa collect., Kamakima. Temple Pavilions among
painted Rocks and large leafy Tress. Signed, Fan-

pamiting, Cf. T8sd, p.116; ilso Shimada and Yone-
zawa, Painting of the Sung and Yiian Dynasties.
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Wu Tsune-viian f 5% IL, originally Tsung-rao 5 3K, h. Tsung-chih #8 2.
From Pai-po, Honan. Active at the beginning of the 11th century, d: 1035. Buddhist and Taeist figures, imitated
Wit Tao-tzii and Wang Kuan. D, 1. F, 3. G, 4. H, 3. M, p.aza.

T5s6, p.26 (Liang Lming collect.) A Heavenly King. preceding picture. The design is pracacally the sume,
Inscription m the manner of the emperor Hui-tsung. but the execunion 15 earlier. The picture has been
o published in Japan in a complete seroll-reproduction,

Metropoliman Musenm. The Celestial Rulers of Taoism whereas another version of the same design, formerly
and ther Attendants in a long Procession. Two hand- in the possession of the painter Hshi Pa-lung, was
scralls. fnk on silk. Probably copies of the Ming reproduced by the Yu-chéng Book Company in
period. Cf. London Exhibidon, Catalogue No.141., Shanghai. The design may have been intended for 2

C. C. Wang, New York. The same motif s in the wall-painting.

Wu Tunc-cH'inG 52 8 #.
From Ch'ang-sha. Flourished in the 11th century. Famous for his paintings of Buddhist and Taoist figares,

Soraikan II, 11. A Fairy with un Attendant. At the upper
left corner the date; 1175 At the lower Ii.ght COLTET
anather date: 1376, A late imitation. C.

Wu Yitan-yU 8 JTH, «. Kung-<h'i 2 2.
From K'aiftng. Active ¢, 1081 104. Pupil of Ts'ui Po, Flowers and birds. G, 10. H. 3. M, p.159.

Saraikan II, 2. Two Golden Orioles on the Branches of — Miss A: O'Brien collect., St. Paul, Mimi. A pair of
a Blessoming Pear-tree. Inscription in the style of the pictures representing 2 Gander and & Goose, The
emperor Hui-tsung and his seals. Probably 3 Ming former floating on the water with goslings on it
painting.Cf. TsB, p.50. back: the latter standing on the shore. Inscribed with

the pamter’s name and the dace 1103, B?

Yanc Fer 48 il (or ).

From K'aiféng: Acove in the Nerthern Sung period. Buddhist and Taoist figures, particularly pictures of Kuanyin.
F.3- H. 3. M, p.s82

T-shu ts"ung-pien, 4. Knanyin Bodhisattva Desconding
on Clouds, long fluttering garments lsid in fine folds.
Avmbured.

Yawcvo-curu il i Z, £ Wu-chiu $ %, §i. T'20ch'an lao-jén #% 3 2 A and Ch'ing-i chang-che i & £ %,
From Nan-ch'ang, Kiangsi. B. ar the end of the 11th century and sall alive 1167. Followed the old plum-blossom
painter Hua-kuang, and may have been the editor of Hua-kuang mei-p'n & 3 8 58, to wltich he added a chaprer.
H, 4. 131 L, a2 M, pagon.

K.-k. Shir-hus chi, XXIX. A Chin Player on a Misty  Ihid. XXXIV. The upper section of an Old Plum Tree
Mountain. Four poenis by wnters of the Ming period. in Bloom. Signed. Poem by the painter, B?
C.
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YAnG SHig-asiEn L H.

B9

Tai-chao in the Painting Academy during the Hiian-ho and Shao-hsing eras: {.1120-1160). Landscapes, followed

EuoHsi H, 3. M, p.583.

Plang Yitan-chi Cat.11. A Pavilion smong Tall Bam-
boos. Fan painting. Acributed,

Yen Nian-rsu 3 & il & Po-hsien 48 {U.

Probably latc Sung dynasty. Unrecorded,

Chiéng Ch' collecr., Hongkong. A Hanging Grape-
vine. Ink on silk. Signed. Formerly in the T ing-fan-
lou eollect., Shanghai.

Yessouv B @ (Wang Yen-sou?)

Active in the Southern Sung period. Plum-blossonss. Recorded in Shuhua fi-k'ao. (Not identical with Wang
Yensou F M ® | ¢ Yeulin & 5§, who served as a censor in the reign of the emperor Ché-tsung (1086-1100),)

Freer Gallery. Plum-blossoms. Long branches of a free
and a secdion of its ermk. Handscroll. Signed: Yen-
sou. Cf. T, p.120.

Yen Su M, o Mo-chih 78 2.

From I-to, Shantung, Alio known as Yen Lung-t'n because of his service in the Lung-r'u Pavilion, Passed his chin-
chilk degree and served as President of the Board of Rites in the reign of the emperor Chén-tsung {vo8-1022), Active
still in 7040 Landscapes. F, 3. G, 11 H, 3.1, 50. L, 18. M, p.o68.

Ku-kung colleet. Mountzing in Snow along a River,
Pavilions wunder some bare Trees. Inscription by Li
Jibebina who attributes the pictare to Yen Su, but the
exccunion 15 hardly before the Yilan penod.

Dt. Miiller collect., Peking. (1935). Mountains in Sum-

Yen Tz'i-ene B .

mer; two travellers on donkeys mider & pine-tree.
Part of a handscroll. Old armiburion.

Pang Yin-chi Cat11. A Straw-covered Pavihion by
the River. Album leaf. Arributed.

Ibid. 1. A Temple with a Pagods in 3 Mountaiis, Fan

painting. Armribuced.

Son of the painter Yen Chung ) A% Entered the Painting Academy ¢.1164, bécame a chili how, and was sull acrive
in 1181 Specialized in water-buffaloes; influenced by Li T'ang as landscapise. H, 4. ], 4. M, p.673,

K.-k. Shu-huz chi, X1l Landscape with Water and
Pavilion, kinown as The Four Contentments, (e
wood-cutter, fishernum, farmer and scholar. CFf
London Exhibinon, Chinese Car., p.si. A2

K.k chou-k'an, volIll, 64. A Homestead ona Rocky
Shore among Large Pine-trees. Fan painting. A?

Germs, 11, 3. Watcebuflaloss in Pasture, with Theee
Herd-boys. Handscroll. A7

Kokka 191 (Sumitomo collect;) Two Herd-boys and &
Family of Water-buffaloes by 2 River. Traditonal
attributicas. Cf. Toyd VI B.

Shimbi, XTI (Daitoku-ji). Two pictures: Fishing-boats
on the River; and the River in Snow with a Ferry. B?

Tos5, p.75 (T. Inouye collect.) Bodhidharma Sested m
Meditation Facing 3 Clff. Seal of the painter(7)

Sung-jén hoet'd (Li Mo-ch'as cullect.) Three Goats
under Willows. Album leaf.

Plang Yian-chi Cat. Add 1. Two Men in a Pavilion
below a CHff. Albuns leaf, Atribured.
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Yex Tz v B X F.

Younger brother of Yen Tz't-p'ing. Chili-liow in the Painting Academy r.1164. Landscapes. H, 4. M, p.673.

Freer Gallery (35, 10). A Promontory with Cottages and
Trees. Misty atmosphere. Album leaf Signed. Cf.
Plang Yian-chi Catar.

Chang Ta-<h'ien Cat., volIV, A Rocky Bay and Pine-
trees in Wind and Rain. Fan-shaped,

Yin-roro HREE.

Pang Yian-chi Cae.11. Two album leaves representing
landscapes. Second picnme signed.

Ibid. 11. Pine-trees aling a Stream with a Ferry. Fan
painting. Artributed.

A Ch'an monk, borm m Maghada in India who lived for some time ina temple in K'aiféng and alio during a period
i the T'iet-chu temiple near Hangehou, Active in the second half of the 13th century. Buddhist figures. Mentioned in

Kundaikan Sayiichoki (Na.rog),

Kokka 35 (Moricka collect) Féngkan with Two
Compamons, Signed, Three poems, ane of them by
the priest Han-yiich who died in 1274. B.

Thid. 710 (National Museum, Tokyo). A parr of pictures
representing  FHlanshan and Shib-td. Porm by the
monk Tsu-ying. B,

lbid. 173 {ex Count Tsuruga collect.} The Priest Tan-
Jiis Bumning a Buddha Stame Poem by Chu-shih
(r206-1370). Cf. Tays, IX; Bijursn Kenkyd 14. A.
Part of the same series as the following pictures
numbered 2 o 5.

Ibid. 201 (ex Marquis Kuroda collecr.) The Priest Yao-
shan Speaking to Li Ao, Poem by Ch'ushih. A. 2.
thid. 223 {ex Count Datd eollect.) A puir of pictures
representing Han-shan and Shih-1&. Each with a poem

by Tz'fi-chiao. Cf. Shimbi, TX.

thid. 3170 (Muraysma collecr) Vimalakirt. Signed
Poem by the monk Fo-mén (Mén Wi-kuan), A.

hid. 302 (ex Marguis Asano collect.) Bodhidharma
Crossing the Yangtse River, Signed. A2

Y t=enten & .

Ibid. 419 (Marqguis Asano collect.) Han~shan and Shik-
t2. Section of a scroll. Poem by Ch'u-shil. A. 3.

Sogen Megashii 51, 52 (Mayeyama collect,) Two
pictures tepresenting Han-shan and Shih-te, Signed.
Cf. Tosd, pp.203, 204. A,

1hid. 53 (Nezu collect.) Pu-tai and a Devoree. Poem by
Ch'u-shih. Portion of a scroll. Cf Tosa, p. 206. A. 4

T&sG, p.aoy (8. Kand collecr) Harishan; Shibi-t2, Two
pictures mounted on one scroll. B2

Seikadd Kansho (Iwasala collect.} Kuci-sung & 7% and
Chang Chuech 58 #. Poem by the priest Ch'u-shib.
A5

Kawasaki Caty Féng-kan with Two Companians. A
mounted album leaf. Seals of the painrer. B?

Set Kan (an Are Magazme) 1040, No,3 (Private collece.
i Kyfishii). Monk Yang-shas §3 |1} and Prince Hsiao
W discussmg 3 Ch'an kdan. AL

Ryiiko-in (Daitokuji). A Pricst with 3 Staff and two
Boys. Insenption by a man called Fa-ying.

The name las been used by two monk-painters; both active aroand or shortly before the middle of the 13th century.

A, Ying Yichien £ T &, who lived in Ch'ing-ta'ia ssii at the West Lake in Hangchou and is said to have beent 2
follower of Hur-ch'ong 253 landscape-painter,

B, Jo-fin # 3F. Family name Ts'ao &, 1. Chung-shih 48 45, &. Fu-jung shan-chu 3 #8 (Il = and Yi-chien, who
lived in Shang-chu i in Yang~chou and later in Wi—chou, Chekimg, H, 4. M, p.259.

Kokka 420 [ex Matsudaira collect., now Yoshikawa
Eiji). Mountain Town in Clearing Mist. One of the
Eight Famous Views of Hsizo and Hslang, Cf. Toyo
X; Sogen, pat.

Kokka 498 (ex Maeda collect,, now Commussion for
Preservation of Cultural Property), Harvest Moon
over Tung-t'ing Lake. From same series as the pre-
cedmg prcture,
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Tokugawa Museum, Nagoya, Fishing Village in Sunsct.

Tas5, p.116 (Yoshikawa, Eigi, Tokyo). The Summit of
Lu-shan. Fragmentary portion of a handscroll -An
carly complete copy of the original picture i in the
Nem Museum, Tokyo.

Murs collect., Catalogue I, 2. A Beach ar the Foor of

undulating Hills, Short handseroll, The picture i in
bad condition but may I:IC of the perind.

Sogen Meigashi, PLy6 (Murayama collect,) Mountains
rising over 2 Low Beach with Datk Trees. A later
piczure, 82

Yi Ci'incvexn 237 B or T &, or Ch'ing-nien F 5,

Native of Pi-ling (Ch'ang-chou), Kiangsy. Active in the Chis-ting era (1208-1233). Specialived in lorus and was
called Ho Yil, i.e. “Lotus Ya", Younger members of the amily continued the same tradition: Y Teii-ming 5% F ¥
was probably his son, whereas Y0 Wo-tao 12 3 3, Wu-yen 3 H, who was active in the Yiun period, was

probably his grandson. H, 4. M, pp.7, 215.
Chian-in, Kydto. A pair of pictares: One representing

Lotus and Ducks; the other, Lotus and White Heroms.
(Semnetimes ascribed to Hsit Hal.) Cf Sekai Bifutsu

Yit Cuunc-win B 4 3C, 1. Chib-fu 5 £.

Zenshil, v, XIV, where the pictures are ascribed to Y
Tri-ming. Cf. two similar pictures in the National
Museum, Tokyo, sometimes ascribed to Ko Té-ch'ien.

From Ting-yfian, Shansi. 1ach centory, Chin-shih and Han-lin member under the Chin dynasty. Bamboos after

Wen T ung, figures and horses. H. 4. L 2. L. 6. M, p.s62.

Chung-kuo, 1, 83 (Ti Pling-ted collect) A Flymg
Homse Rimning through the Air. Signed. Colophon
“by the painter, dated 1186, A?

Paintings by anonymous artists attributed to the Swng Period

1. Taoist and Buddhist

K-k. Shu-bua chi, Il White-robed Kuanyin seated on
a Bench before a Screen.

id. 1V, Mafijulri Wesring 2 Mantle of Plaited Straw.
Halflength figure. Poem by Ch'ien-lung.

Ihid. XXVIL A Hsen-jifn Carrying 3 Basker with
Fung of lmmornlicy, Cf London Exhibition,
Chinese Car., p.ris.

Ibid. XXXL A Fairy with the White Stag of Longevity.

(hid. XXXV. Sskyammi Buddha on & Pedestal; below
ewo Lokapilss, two Bhikshos and swo Bodlbsarrvas.

Kokka 421 (Engakiji. Kanagawa). Arhats; the Ti-
tzatig Bodhisareva.

ihid. 558 (Baron H, Fujitz), A Tacist Diviniry.

Shimbi, IV (Shoryo-ji). The Seventh and Eighth

Arhats. Cf, Toyd, VIIL four more of the same seties
in Sogen Appendix, 1—4. Early Sung.

Ihid. VI (Tafuku-ji). Pormair of the Chan Pricst Wu-
chun, Dated 1238, Cf. Toy5, IX.

Toys, VIl (T. Ham). The Pricst Hslan-chuang
Returning to China. Cff Kokka g6.

thid, VIII (Todai-ji). The Priest Fisisng-hsiang Ta-shib.
Sourhern Sung,

Tosa, p.2139 (Ehd-ji). The Thousand-armed Kuanyin,

Ibid p.r3a (Nezw collect) Bodhidharma. Half-length.
Poem by Té-kuang, dated 1180,

Saraikan, 1, 19 (Abe collect.) Twa paintings from 2 series
of 16, each represenaing an Arhat with Acendan,

Sigen 20, (Fang Yao—yil collect.) The King of Heaven
and other Tacist Deinrs.
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Bijusit Kenkyli 7 (Reiun-ii, Tokyo), The Sixteen:
Arhats.

Merropolitan Museum (Balr collect.) Mafijuiri's Visit
to Vimalakirti, illustraing Chaprers 54 of the
Vimalakirt Sitra, The text and the painting executed
with gold and silver on purple silk, Handscroll. Dated
1118,

z Figure Compositions ol Pariraits

Il ts"yung-pien, 18, Two' Ladies calling 3 White Bird
which s tied o a wee-branch, Probably a Yiian

paInng.

K. k., IL Schelars Occupied at their Writing-desks on a
Carden Terrace,

Thid, IX, Portrait of Lu Chih (754-803).

Thid. XXVI. Wen Yen-po and Twelve of his Friends
Meeting in a Pavilion ar Loyang.

thidl, XX XML, Three Children Playing with small Boas
in a stane basin.

thid. XXXV, A Court Lady seated on g Terrace by 2
Pond, artended by two servants.

K-k Shuhua chi, VI Portrait of Ssi-ma Kuang
(ro19-1086). Short handscroll.

(hid: X1, A Lady Accompanied by Three Servants
“"Wishing the Moon" ina Garden Well.

thid. XIV. Scven Small Children Picking Dates. A
South Sung painting.

[bid. XV. "Breaking the Balustrade.” The Emperor
Cl'eng-6i of Han dynasty condemming the duke
Chang Yil. Poem by Chien-lung.

thid. XVI1, “Refising the Seat.” A high official saluting
an emperor and the empress in a garden. Cf. London
Exhibition, Chmese Cat, p.114.

fhid. XVII. Palace Musicians. The ladies are gathered to
3 feast around a table; some are sating and drinking,
others are making music on varions instrumeis.
Possibly 4 Sung painting after carhier model.

fhid. XXV, XXV1, XXXIV, XLIV. Four pictures
representing the famomy Eighteen Scholars of the
T ang Dynasty. The men are meeting on garden
terraces and oceupied with the Four Arms: ie, Calli-
graphy, Painting, Playing the Ch'in, and games of
Chess, probably later.

Ihid. XXXVIL Two Children Playing with 2 Cat in 3
Garden. A South Sung picture.

Ihid, XOXXVIIL An Ieinerant Pedlar and some Children.

Ibid. XLIL A Herb-collector in the Moumtains.

London Exhibition, Chinese Cat., p.79. Portrait of the
Philosopher Chu Hsi {1130-1200).

Thid. pp.126, 127 (National Museum, Peking). Portraits
‘of the emperors T'ai-tsu and T'ai-tsung of the Sung
dynasty.

Erh-shih chis (Lo Chén-yii collect.) Testng the Baby
on its Birthday.

Thien-lai ko (Li Pak'o collecr) The Village School.
Albuin leaf, Cf Tasd, p.133 (now in the Boston
Museum).

Ibid. Mencius's Mother, Albom leafl

1hid. Watching a Game of Chess. Album leafl

Ibid, Fairies Crossing the Rivers Hsiao and Hsiang.
Albumn leat.

Ihid. Liu Per Paving his Visie to Chu-ko Liang. Album
leaf.

thid. Wung Hsi<chih and his Self-portrait. Album leaf.

1bid, Three Boys Watching Crickets Fight. Albun leaf.

1hid. Three Bovs Performing a Puppet Play. Album leaf.

Ibid. Chao-chiin's Journey to Mongolia. Fanshaped.
(The origiml of this picture executed in the North
Sung period, i in the National Museom in Stockholin.)

Thid. Ts'ai Wén-chi Returnmg o China. Fan painting.

Ibid. Chéng K'ang<h'éng and his Poer-maids. Fan
painting. Cf. Toso, p.134 [now in the Boston
Muscum)

Ibid. Threading a Needle on the 7th of the 7th Moon.
A lady on a garden terrace. Fan painting,

Ihid. A Lady Standing before her Dresing-table, two
maids bringing a tray. Fan painting.

Ihid. An Dnperial Concubine Bathing a Baby. Fan
painting.

Kokka 528 (Fujii colleet) A Scholar under a Pine-tree,

Ibid. 557 (Kozo Morya collect.) The Poet Tu Fu on a

Sogen Meigashii (Marquis lnouye), An Angler in
White Cloak hunched up amang Reeds on a River~
bank. {Sometimes atrribured to Hsi Tsal)

T&sB, p.i3s (K'wal Shoushn collect,) A Bird-pedlar
sccompanied by same Children. Handseroll,

Ihid. pa3o (K'o. Chéng-hsien collect.) Portraits of
Ch'in Tsu and Koei Hsiin. From an albam of pottraits
of sages and worthies.

Metropolitan Museum (Bahr collect.) A Man Sleeping
on s Bamiboo Couch. Albom leaf.
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Boston Museum, Portfolic, pp.61-65, Wén-<hi’s Capti-
vity it Mongolin and her Retorn to China. Four
sections of a handserall

Freer Gallery, lustrations 1o T'ao Yiian-ming's Kiei-
ch'it-lai 1=, The rexe on the pictare by Li Piéng is
dated 1110, bu the picrure was probably nor executed
before the Yiian period.

3. Palaces amd Buiildings

Chung-kuo, T, 66 (Ti Pling-tzii collect.) Pavilions and
Gateways {0 a Gardey, called T'ai-kn Compesing
Pocms:

1hid. 1, 79 (Ti P'ing-tzil collect.} Spring Moming at the
Pulaces of 4 Han Emperor.

I'L-l_:-. XVI. The Emperor: Y fian-—rsrm e al the Southern
Tang Dynasty with his Court Ladics assembled in 4
Pavilion where a Tacist is Hotling Snow,

thid. XVIL Enperial Palaces and Figores in the Moun-
taiiss. Hlustratiog to 4 poer by Tu Fu called “Songs of
the Beautiful Girl”. Fragrient of an early design. Cf.
London Exhibidon;, Chmese Cat., p.124.

fhid, XXIL A Lady in a Pavilion Contemplating the
Moem. Cf, London Exhibition, Chinese Car., p.r13.

Ibid. XXTX. Pavilions of the Shang-lin Park in Snow.,
Fan pamting. Cf. London Exhibinon, Chinese Cat,
peias

¥k, Shu-hua ¢hi, I High Pavilions along a Mountamn
River. Poers by Ch'ien-lung and eleven of his officials,

Thid. 1V. The Fairy Terrace on the Iland of the Im-
mortals. Probably Ming.

Ibid. VIL. Palace Pavilions and Tall Trees at the Footofa
Snow-covered Slope. Writing by Tung Ch'i-ch'ang.
Gf, London Exlubition, Chinese Cat., p, 109,

Tien-lai ko (Li Pak'o collect) The Yellow Stork
Tower. Album leaf.

Thid, The Pavilion of Prince T eng. Albam leat,

Boston Muscum Portfolio, pi7t. The Garden Terrace in
frone of a Palace. Album [caf. South Sung period,

4. {AHI_I'HF.::
It t'witg-pien, 13. Reading the I-ching in 3 Pavilion
undes Pime—trees. After Tung Yian.
Chung-kuo, §, 16 (Ti Pling-tzi collect.) A Man in 3
Boat by a Cliff under 3 Plum-tree in Bloom,
Ihid I, 10 (Ti P'ing-tzit collect.) Ox-carts Travelling
through Snow in the Mountains. Fan pamong:
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1bid. 1, 50 (Ti Pimg-tzi collect.) Seascape with Moun-
tain Silhourttes and a Bird, Fan painting.

Ibid. L, 62 (Ti Pling-tzdi collest.) Pulling Boats along the
Rocky Shore of 2 River.

Ibid. 1, 67 (T0 Ming-tzii collect.) The Wang ch'van
Gardens. A poet resting in the bamboo grove,

thid, 1. 70. An Old Oak-tree m front of 3 Mountain
Garden. Cf. Nanshil Thatsu.

thid. 1,71 (Ti Pling-tzi callect,) Pavilions with Scholars
at the Foar of High Mountains in Autumn,

K-k, XXXV, Mounin Landscape with a Temple in
3 Gully: The man on horseback 15 Hsino L

K-k Shuhwm chi, 1L Pine-trees and Rocks by a
Waterfall.

thid. ML Decply Creviced Mountaing in Autsonm
Early design. Poem by Ch'ien-lung.

1hid. V. Snow-covered Mountains by a River, Poem by
Ch'ien-lung. Cf London Exchibition, Chinese Cat.,
p.1as.

Mbid DX Sailing Boats Remrnmg 1o a Harbour at
the Foor of Verdint Mounming. Short handseroll;
eatly design. Gf. London Exhibition, Chinese Cat,,
pi12o,

[hid: X1 The Min Mounzuns after Snowfall. Beautiful
design in Kuo Hai's manner.

thid. Xi1. River Valley with Buildings at the Foot of
Deeply Creviced Mountains. Poem by Ch'ien-lung,
Early design.

Ihid. X1V, The Poet under the Pine-trees Looking ae the
Moon. Afer Ma Yian, Probably by Tai Wen-chin,
Cf K-k, XXXI.

Ibid. XVL Nigmberless Peaks and Valleys. Early design
in Koo Hel's sryle.

Ibad. XVl Fishing Boars oo the River at the Foor of
High Mountans, Possibly South Sung.

thid. XX1, A Man in a Saow-covered Pavilion Looking
at Plum-blossoms, Afier Ma Yiunm. Cf. London
Exhibinor, Chinese Cat., 112

Ibid. XXI. fishermen m Two Boats on the River.
Possibly a South Sung pictare.

Ihid XXIM1. Winter scenery with mavellers. Village by
River Spanned by s High Hedge. Interesting com-
position.

[hid XXIV. Creviced Mountams with Old Tress n
Snow, Probably a Ming pannng after Chang Séng-
yu, Cf, London Exhibition, Chinese Ca,, p.rio,
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tains with Bare Trees, Early design; late execudon.

Thid. XXXIV. Steep Monnrains and Gushing Waterfalls.
Passibly an carly Ming painting,

Thid. X1.. Sharp Cliffs and Stones in Mist: men walkmg
along the dike. A free rransposition ofa Ma-Hsia design.

Thid. XL1 The Visitor at the Scholar’s Pavilion in the
Mountains. A Ming pamting after Ma ¥Yian.

Thid. - XLIL A Road-side Im and Travelling Carts in
Snow-bound  Mountsins, Poem by Chien-lung,
Possibly late Sung,

Ibid, XLIL Scholars Meeting in Autumn Mountains
(Ch'fra=shass win-hasf Cut),

thid. XLII. A Clump of Knotry Old Trees on a River-
bank; men stepping into a boar. A Kuo Hsi design,

Ihid. XLIV. A Mighty Old Trec in the Cold. Album
leaf. A Sung painting,

thid. XLV, Fishing Boats on 3 Mountain Stream.
Possibly a Yan-Ming picture.

Sung-jén hua-2 (Li Mo-ch'ao collect] A Man Scated
in 3 Pavilionunder Two Pines by a River. Fan painting.

Tim-fi ko (Li Pak'o collect) The Thiien-tang
Bore. Fan pamting,

Ihid. Pavilion among Tress by a Bay, Gathering Crows.
Fan pamnting.

Kokka <64 (Abe collect.) Cotrages by & Lake, 2 man
sweeping the yard, another walking across the bridge.
Fan painting. South Sung.

Tava, VI (Konchi-in), A pair of landscapes: A Man
Resting under a Pine-trec {Autumn): A Man Walkmg
by a Cliff (Winter), (Kuon-ji.) A Man Walking under
3 Wind-swept Pine-tree (Summer). These three land-
scapes, together with a fourth, now lost, formed @ serics
atrributed to the emperor Hu-tsung. Cf. Kokka 155;
Shimbi, IT; Tas3, pp-36-38.

Manshi hatsu, L A Cliff by 4 River in Snow.

Thid, L A Man Washing his Feet in a Mouantamn Steam.

Tokyo Natianal Musenm (C.P.C.P.) Landscape of the
Hsiao and Hsiang Rivers. Handscroll. Wrongly as-
cribed o L Eung-lin, One of the many Sung colo-
phons (the carliese dated 1170} mentionsa " Master 1™
ay the artist, Published in scroll form by Hakubundd;
G, also Shimads and Yonczawa, Painting of Suny and
Yilan Dynasties, and Sekai Bijutsu Zenshii, vol.

T, p.136 (K'usi Shov-shu collect.) High Snow-clad
Mountains by 4 River; Pavilions and Doars.

Sogen, 11 (Ts'so Jun-t'ien collect,) A Man Seated by a
Woaterfall. Fan painting in South Sung style.

[hid. t4 (B. Tanaka), The Pagoda in the Mountams; a
Village below. Probably = Ming picture.

Bijusu Kenkyd 4 (Sugawars collect, Kamakura).
Parting at the Shore. Presented to the Japanese pricst
Eisai on his return to Japan in the eady 13th cent.
Caolophons by two puptls of Chu Hii.

Cleveland Musenm. An Endless Vista of Riverss and.
Mounitains. Handscroll. Ascribed ro the Northemn
Sung period. Another version of the same composi-
fion in Metropolimn Museum is atmributed o Kuo
Hsi, but probably not executed before the Mmg
period or later,

Chicago Institute of Art. A Southern Sung version of
Wang Wei's Wang-ch'van landscape screll. No
signature or attribution.

Boston Musexn, Portfolio, p.go. Flocks of Birds Flying
aver Bare Woods. Fan painting. Late 12th century.

Thid. p.r42. Mountains with Autumn Foliage and a
River with a Boar. Album leaf.

Boston Museum. A Boat among Reeds. Albmm leaf.
South Sung,

MNebon Muoseum, Kansas City. Winding River, with
Fishng-boats, Groves of Trees and Travellers along
the Shores. Mountins beyond A long shightly
caloured handsoroll; partly reproduced in Sogen, 10.
Possibly Late Sung period.

5. Awmimals

K—k. Shu-hua chi, VIL A Black Rabbic. Album leaf.

hid X, Six Kirtens Plﬂ.}"}.llg on 3 Garden Terrace.

Imd. XL A Herd-boy Leading Home Two Buffuloes.

1hid. X111, Two Monkeys ina Loquat Tree. Cf. London
Exhibition, Chiness Cat., p.116.

Ibid: XXVIIL. The Nine Blessings to Dlspei the Cald.
Remrn of spring, with grazing goars;

[bid. X3XXIL The Return of Sprong. A boy with mnes

gran.

bid. XXXUL A Car mmder some Mu-tan Plants. Gf.
London Exibinon, Chinese Cac, p.110;

Thid, XXX V1. White Stags and a Doe under a Peach Tree,

[hid. XXXVIL The Return of Spring, A boy with
eighry—one goats.

Thid. XXX1X. A Buffalo with irs Calf.
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{bid. XLI. Watcr-buffaloes and Herd-boys by a River.
Handscroll.

Sogen 12 (Ts'a0 Junt'ien). A Monkey on 3 Rock by a
Bare Tree. Album leaf.

thid. 23 (Yen Chih-k'si). Pasturing Goats and Sheep.
Handseroll.

Saraikan 10, 29. Thirteen Water Buffaloes Grazing o a
Landscape with Dry Trees, Handscroll, Inscription by
Ch'ien-lung, dated 1758, Various seals among which
a small seal of Po-yang Shan-jén, i.e. Ch'én Tac-fin

Niclson Gallery, Kansas City. A White Hace by a River
under a Leafy Tree. A darkenied Sung painting.

6. Flowers and Birds

K.k, XXIl. A Wild Goose Standing by some Lotus
Plants.

[bid. XXXVL A Branch of Camellia Flowers.

K-k Shu-hua chi, V. Three Melons. Handscroll. CF
London Exhibition, Chinese Cat,, p.121.

Ihid. IX. Four Quails by a Tuft of Miller. Cf. London
Exhibition, Chinese Cat., p.117.

thid. %11, Four Magpies and other Birds in a Flowermg
Tree.

Ibid. XIV. A Falcon Chasing a Mynah and other Birds.

Ihid XV, Two Wild Geese Stnding by some Reeds in
Winter.

thid. XVIL. Two Sparrows in 3 Blossoming Peach-tree.

1hid. XX. Doves Descending on a Hillock, Grown with
Shrubs and Bamboo.

thid. XXV, Two Birds and Blossoming Trees: a New
Year composition. Early pateemn.

1hid. XXIX. Peonies and other Flowen in an Orna-
mentil Vase.

Ihid. XXX, Two Pheasants and Mynah-birds among
Bamboos in Winter.

Thid. XXXIL Smmall Birds among Blossoming Camellias
and Plum-tree. A Ming picture.

Ihid. XXXV. A White Hen and Five Chickens (on
black background).

Ihid. XXX VL An Evergreen Plantina Poton a Pedestal.
A Ming picture.

fhid. XLIL Stirall Birds in a Blossoming Plim-tree and a
Tuft of Bamboo.

Stng-jén hua-1s8 (Li Mo-ch'ao collect.) A Large Lotus
Flawer, Fan painting,

Thid. T'wo Geese, Rushes and Lotus Leaves. Fan painting.

Ihid. Cack, Hen and Chickens on s Garden Teérrace
Albim leaf.

Ibid. Twis Mandarin Ducks Resting under Bamboos and
4 Plum-tree. Album leaf.

Ihid. A Blossoming Shrub and some Insects. Fan
painting,

Tliendai ko (Li Pa-k'o collect.) Magpies by a Stream
under Pine-trees. Album leaf

Freer Gallery. Two Doves on a Flowering Branch.
Atrributed to Pren Luan.

Freer Gallery, Two Mandarin Ducks under a Blossom-
ing Shrub

The main body of this first section of the Annotated Lists was fmishied at the end of 1945, bur some additonal
insertions have been made later partly based on my studies in the former Pulace Museum collection, now at Tai-

chung, Formosa.
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