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Author’s Preface to Part Two

Tre GenNerar plan and purpose of the present
work on Chinese painting, broadly indicated by its
sub-title: “Leading Masters and Prmciples”, were
Farther discussed in the to the first three
volumes forming Part One of a general history of
Chinese painting and published neady two years
ago. Those volumes make an independent unit with
their own indices, hibliographies, catlogues of
pictures, etc., covering a penod of more than a
thousand years (counting from the Bastern Han to
the end of the Sung dynasty), and are headed by the
title The First Millennimm. The general indications
of the first preface do not need t be repeated here;
they disclose, so to speak, the main lines of the
ground-plan, but a few additional remurks as to the
compasition and contents of Part Two may not be
superfluous at this place.

This second part formes likewise an independent
wmit consisting of clements similar o those of Part
One, though in different proportions, this depend-
mgmthcqmlmamdchangmmdmnut:m]
under consideration, or what may be called the
gencral thythm in the assthetic development of
Chingse painting, Though intrinsically a counter-
part to Part One, “The First Millennium”, it does
not embrace another thousand years of history of
painiting in China, but enly half the length of that
span of time, f.e. five hundred years, connting from
the beginning of the Yiian dynasty down to the end
of the Ch'ien-lung reign. It covers the successive
epochs of the Yiian, Ming and best part of the
Ch'ing dynasties, a rather composite ¢r4 of successive
dynasties, for which no better name or appellation

vii

could be found than simply *“The Later Centuries™ -
a title which, indeed, may be lacking in definition
yet seems acceptable, becawse it does not exclude
anything of importance that falls within the period
of the five lundred years mentioned above. It illus-
trates, furthermore, the futility of trying to establish
exact correspondences or concordances beoween the
dynastic periods of Chinese history and the general
rhythm in the development of pictorial art in China,
We shall have occasion to return to these somewhat
restrictive problems of historical chronology and
artistic activity in our discussions of some of the Jater
Ming painters, and may thus for the present limit
ourselves to a few additional remarks about the plan
and contents of this second section called “The Later
Centuries™.

The relative disproportion between Part One and
Part Two which becomes obvious if we compare
the two tmits, the first consisting of three, the second
of four somewhat heavier volumes, is the unavoid-
able result of important changes i the nature and
quantity of the artistic materisl, and also of the
different methods of presentation that scemed maost
concordant with the respective parts.

It is 50 well known that it hardly needs repeating
at this place that authentic paintings by leading
masters of the carly centuries of our era are extreme-
ly rare and certainly not sufficient to serve as a
general basis for 3 methodical history of Chinese
painting during the “first millennium”™, an expres-
sion which here may be taken to signify the centuries
up to the end of the Northern Sung dynasty. Such
pictures are hardly more than scattered remnanis or
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blurred reflexes of the brilliant forescence of paint-
ing that occurred at various times and places in
China during this long ¢z, If we seek more know-
ledge about the great masters and ther arnstic ideals
in those distant times, we have to tum to literary
records about therr hves, descriptions of their paine-
ings, and above all, o such discumsive essays or
treatises as contain their jdeas abour the are of pame-
ing. Literary records of this kind may, indeed, be
valuable, but owing to their various degrees of
authenticity they are apt to lead the student into the
fecund fields of aesthetic speculation or slong the
byways of philological textcriticism, for which
Western art-historians are seldom prepared:

The history of Chinese painting during *the first
millennium’” thus inevitably becomes a report based
on literary traditions and  biographical chronicles
cather than an account of styhstic development illus-

wrated by authentic works of leading masters, and

offers as such little indocement or opportunicy for
Western art-historians to express any critical opin-
jons or estimates which are not in conformity with
the indigenous traditions, This can hardly be said to
accord with modern ideas about are-history, but
somietimes offers valuable stimulation w forther
studies, as it opens up to the novice the old tradi-
tional roads which have been trodden by Chinese
historians since very early times. Students who have
esmblished their first contace with Chinese pictorial
art through books such as Herbert Giles™ Introduction
(1912) will no doubt agree with the above stare-
ment, even though they may have found more
mspiration in Fenellosa’s or Petrucei's contemporary
writings, which are more constructive and attemipt
to place the history of Chinese painting on a broader
basis of stylistic or acsthetic analysis. It need hardly
be added that neither method iy in itself sufficient s
a guarantee of success; it all depends on how each 1s
applied, i.e. on the individual capacity behind the
method.

Further discussions ¢f the merits and faults of the
respective methods would carry us beyond the fimits
of this preface, but the above remarks may be useful

as indications ar paintens along two principal roads
of approach which have been combined in the two
units of the present work, Part One bemng based
mainly on a summary of the literary sources or
documentary evidence with regard to the history of
painting duning the “first millennium”, whereas
Part Two is, as far a5 possible, a stylistic analysis of
the development of panting during the sucoceding
five centuries. 1t need hardly be added that the two
different methods or approaches to the constantly
shifting material have heen followed not only suc-
cessively but also in combimation. Information
gathered from literary sources has proved no less
useful for the historical accounts m Part Two than
in Part One, bur the authar has po longer been
obliged to follow m the footsteps of the Chinese
critics and historians <o closely. He hag been able o
mke & more independent view of problems and per-
sonalities now known through the medinm of their
pictorial productions rather than simply through
more or less vague sccounts by native crities; the
formal analysis of the local schools or divisions has
gradually become more important for the charac-
tarization of the leading masters and their ideals.
The new approach to the listorical and artistic

‘materisl i most evident in the analysis of the late

Ming and the early Ch'ing masters’ prodoction, and
it has also given case for adjustments of the general
plan to accord with changes in the stylstic currents,
and is consequently reflected in several of the descrip-
tive headings to the successive chapters. A closer
study of the general Table of Contents for Vol V
should make the student realize that an atrempt has
been made to establish 2 more funchional order of
the various local schoals amd their leading masters.
This could pot be accomplished without 2 some-
what closer amalysis of the steadily accumulating
matertal of pamntings (and reproducnons) for study
impracticable in the famework originally planned
for this book. Part Two may thus be said to have
grown into 2 rather independent product of histari-
cal research and stylistic analysis; which 15 discernible
not only in the mble of contents, the descriptive
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pressntations of the paintings, and is wealth of
hitherto lirtle known or entirely unknown illustra-
tions, but also in the fact that the contents could no
longer be confined within three volumes but had o
be given an extea fourth volume of heavier weight,

- L -

This sccond part of Clitiese Painting was recast in its
present form in the course of the last two years. a
rather long period of relative isolation during which
I had no opportunity to rénew my acquaintance
with the public and private collections of Chinese
intimes either i the Far East or in ULS.AL, from
which I had leamed so much and drawn personal
mspiration in former years. Their importance for
the sccomplishment of the present work was par-
ticularly emphasized in the Preface to Part One,
where a number of these institutions, collections
and experts in varions counirics were enumerated
and their more or less valuable support through the
supply of documentary and illustrative material
gratefully acknowledged. It may thus not be
necessary to repeat all their names againg but T ke
this opportunity of voicng once mote my sincere
tlhnhfhrthcs;rmmf'm—npmnnntbﬂlhnwm
many quarters, even during this litter stage of a
lﬂngdmwnnul work, performed in pare ar a far
distance from the sources. If these thanks are to be
given any special address, Twould direct them to the
Board and Keepers of the former Palace Collection
(the so-called Ku Kang) at Formosa and to the Freer
Gallery in Washmgton, the two centres for study
and research in the history of Chinese pamting
which, each mn its way, have proved most seful and
Important to me.

During these last two years when [ have been
constantly tied to my writing-desk at Lidings,
Sweden, there have been few occasions to meet any
experts of amateurs of Chinese painting, yee the
isolation of the author has not been complete, be-
cause bie has been in frequent correspondence with
some highly esteemed collaborators who, each in
his way, have contributed to prevent his feeling a

solitary hermit. Without entering into any further
discussion. of this psychological situation, 1 would
like t mention once more one or two of the friends
who have done most in making the author feel their
co-operation and support, i.e. Professor Wilfrid FL
Wells, now living at Bad Feilbrunn, Professoc
Chang Hsin~ch'ang of the University of Malava,
and Mr. James Cahill, the welldknown expert on
Chinese painting at the Freer Gallery.

Professor Wells has continued 1o act a5 an éxpert
guide through the refinements of Hterary English,
which has given me an inestimable feling of lin-
guistic support, but also as a loyal companion whose
pood advice and encouragement, based on sym-
pathetic understanding of the subject, have often
been a great help. It is difficult for me w find che
night words to express my indebtedness o him,
because sometimes it seems 10 me thae this work
would never have been fimshed, had ir not been for
his co—operation,

Ishould also like to renew here my expressions of
thanks to Professor Chang Tan-ch'ang, who has
checked most of the translations from Chinese
sources, in so far as these have been aceessible ro
him, and owing to his familiarity with Chinese
painting o less than the Chinese lingnage. has
saved me from many pitfalls of common transls-
tions.

The important help rendered by Mr. James Cahill
of the Freer Gallery in amending, correcring and
completing the Lists of pamtings by artists of the
Ming and Ch'mg periods would indeed merit 2
more detailed defmition than can be given at this
place, but specialists who may dig deeper into them
will gradually realize the enormous work and wide
kiowledge of existing material which has becn
necessary for establishing such catalogues.

Words of thanks are also due to Dr. Roger
Goepper, who acted as my assistant for a few weeks
in Sweden last summer, and after hic return to
Munich continued o do work on the additional
bibliographies necessary for volumes IV and VI
and on the Index of Chinese names. But as he did
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not have an opportunity to complete these tasks,
the work on the Index was taken over by the
publishers’ editing department, in the persan of
Dr. Schindler, assisted by Dr. N. Whymant, and
Professor Chang Hsin—ch'ang, to all of whom the
author wishes to express his thanks.

Finally 1 should also like to mention in particular

the help rendered by Mr. Huang Tzi-yil in reading

&wprwfsotnuntnftheLmhmmiuszﬂ par-
ticularly with 2 view to the Chinese charactess,

and also to Mr. John Ayres of the Victora and
Albert Misseam, for his careful arrangement of the
captions on the plates.

The assistance rendered by all these persons for
special sections or details m this publication has been
3 help for which the author rests under permanent
obligation,

Lidingo, Sweden
Marci 1938



The Yuan Period

The Historical Background

Txe pERIOD it the history of China named after
the Mongol or Yiian dynasty was relatively shor,
lasting hardly more than a cenvry (c.1261-1368),
bat it marked 4 deep gulfbetween the preceding and
the succeeding dymastic periods, because it con-
stitnted 2 break i some of the tme-honoured
political and cultural conditions of the country. The
prelude o the magedy leading to the polirical
collapse of China was staged in the North, whnle the
Sung still held their sway over the friendly South, as
told in a previous chapeer. In 1214 the armies of
Jenghis Khan expelled the Chin Tartars from Yen-
ching. the northern capiaal, later known as Peking,
and looted the city thoroughly, but the Chin ruler
escaped; he fled o K'a-fing (or Pien-lung) the
former Sung capital, and there re-established a
government for his shrinking state. This became
possible because the main parr of the Mongaol forces
were at the time occupied in mote exteisive
operations in the fir West even beyond the confines
of Asia, and when Jenghis Khan again curned his
artention towards the Far Easc he had first to wipe
our cermain barder states such as the Hsi-haia before
he could attack China proper;, and while the
campaign against the Tanguts (or Chins) was still
gomg on, the great khan or “"Universal Emperor”
passed away (1227). He was succeded by his third
son Ogodar, whose task it became to establish the
Mongal domination ever China.

Two Mongol armies, mnder Ogodai and his
brother Tului, marched in 1231 along & vorthem
and a southern route into China so 23 to encircle the
Chin stite, and when these operations became

known to the Chinese, they entered into the struggle
as allies of the Mongols, enticed by the prospect of
driving out the Tartars and of reconquering some of
their old territories i the very heart of the conntry.
The jomt campaign did not prove as speedy as
might have been expected; the Tartars put up a2
dogged defence and it was only after a siege of
several months that their cpital Kai-feng fell o the
Mongol army (1235), while the Chin emperor
escaped to the east, and the Tarear domination was
finally wiped our (1234).

This scemed ot the moment to contain. great
possibilities for the Chinese and to bring them the
long~desired reward for their fight against the
Tartars, but the expectations did not last very long.
It became gradually evident to them thar their
nominal ally had no mrentions of leaving them in
undisputed possession of the recovered terrimories,
Ou the contrary, the Mongols felt thae since they
had gained 2 firm foothold on the soil of China
proper there was no inducement for them to with-
draw; they stayed on, gradually preparing for
further conquest, whereas the Chinese had to let the
much coveted advantages of the victory o which
they had contributed so eflectively slip out of their
hands. Once more thar national pride was aroused
and mstead of seeking a peaceful sertlement with
their powerful ally, whose posinon i China wasnot
too strang at the time, they decided to fight, and a5
the Mangol army, in spite of temporary rebuffs,
slowly but seeadily advanced southnward, it became 2
struggle for life for the shrinking Sung empire. The
tug-of-war lasted for more than thirty years, partly
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owing to the fact that the Mongol leadess were
occupied i other war-like enterpnses further north,
and partly owing tw the valour of certain military
leaders of the Chincse whose devotion o the
national cawe never filed. But when the imperial
government in Hangchoo began to weaken under
the pressure of personal jealontes and intrigues, the
resistance of the fightng forces could not be
mamtamed.

A detailed account of the vicissitudes of the long
struggle and the shifung fortunes that it involved for
the slowly crumbling Chinese state would take vs
too far, but a few ootstanding events in the dramatic
development may here be tioted 5o as to complere
the historical background.

The decisive turn in the Mongol domination of
China became evident when Kubilai Khan, the
son of Jenghis Khan tock over the supreme power
and prockumed himself the Universal Ruler (1260),
He had grown op in the Far East and had 2
betwer knowledge of the extraordinary material and
spiritual resources: of China than any of his pre-
decessors. Comsequently he mnsferred the main
centre of the Mongol government to the northern
capital 6f China and allotred to the Middle Kingdom
a dommant plice n a wotld-wide empire. This
attinde, which also found ﬂrprm&nmﬂlcfomdmg
of a new capital called Khinhalic (which later
became Peking) and a new imperial dynasty called
Yiian (Ongmal), imphed very important new pos-
sibilities for China, which now became an iritegral
part of a political erganization which embraced
practically the whoele of northern Asia and some bits
of Burope down to the Danube: In other words,
Chinia was lifted to a leading position within the
society of nations and opened as such closer relations
with the rest of the world than it had had for many
centuries, The repercussion of this new orientation
on the internal condirions in China was no doubt
considerable, even though the main current of the
social and coltural activities remained undisturbed,

T the political field the development was muarked
by & rather slow but steady advance of the Mangel

armics towards the South, The Sumg defence
offered ar various pomts valtant resistance ad
swored some minar victorics over the invaders, but
they could not bong the avalanche to 4 stop,
Finally the capital, besutiful Hangchou, was forced
to capitalate (1279); the young mmiperor was carried
away as a prisoner w Khanhalic, and the final
scenes in the tragedy of the Sung house ook place in
the melodramatic way that was noted in 4 previous
chapter.

Kubilai Khan and his succesors on the Mongol
throne in China were by no means imimicl o
Chinese civilization and its traditional inseirarions;
on the contrary, they were quite willing 1o adopt
them in so far a¢ they could be combited with their
principles of government and controlled by their
trusted Mongol Saracen henclimen. But the Mongol
rulers knew only too well thar their authority was
based on military power and that, in spite of all their
efforts to exercise clemency and show their apprecia-
tiot of Chinese tradinons, they could never win the
confidence of the black-haired race. This is tllus-
rated tr the records of prominent seholary and
artists who uncompromisingly refused to acknow-
ledge the toreign rulers even when it would have
saved their bives, a3 for instance in the cise of the
indomitable patriot Wén Tien-hsiang * There was
indeed 2 strong undercurrent of passive resistance
purticularly among the intellectuale, a fact which
was well known to the Mangols, who consequently
were wary of plicing Ehtnacm&ﬂhninfﬂgmﬁhh
positions, Marco Polo, who during his cavels i
China (r.1275-1292) enjoved the personal favour of
the Great Khan and thus had excellenit opportimities
of observing the sctual state of things, wasno doubt
quite dght when he wrote:

“And you should know thar all the Cathayang
hued&:rrniﬁnfﬂmgrﬂml{hm because he ser over
ﬂmT:rm,mdforlhommpnnSmom,m]m
and they were not able m subimit 1o thens, seeming
to them to be like slaves. And then the great Khan
had not the rule of the province of Cathay by right,
L CF. Giles, Biogr. Diict., 2306,



THE HISTORICAL BAGCKGREOUND 3

sinee he had taken it by force; and not trusting them
he gave the rale of the provmee to Tartars, Saracens
and Cheistans who ‘were of his own family and
loyal to him and were not of the province of
Cathay."t

The well-cxperienced Venetian  recorder  had
certamly ho intention to present the situation in o
dark eoloars; he simply tells what he could see and
learn during lis travels through lirge sections of
China. He could not but note the general ammos—
phere of discontent among the former officials and
distrast on the parz of the Mongal ralers. Yer it
should also be remembered that there were im-
portant exceptions to this rule, niz. representatives
of Chmese colture, art and learning who were
willing 1o enter into the service of the foreign
governors and muade: themselves nghly esteemed.
Best known among them are the grem scholars
Yehdii Ch'u-tsai (1190-1244) and his grndson
Yeh-lii Ho-liang (1241-1327) who, though they
were descendants of the ruling house of the Liao
state, were thoroughly Chinese by education and
devotion to Confucian ideals, The former, who was
prominent in mathematics and astronomy, regulated
the clendar and controlled for 2 while the paper
money. which was bemg used all through Asa,
while the younger fimally, after long travels, became
president of the Board of Civil Office under
Kubilai Khan.®

Another prominent Chuese scholar, who ren-
dered Kubilai Khan impartant services and won his
confidence, was Kuo Shou-ching (1231-1316), the
enginger and mathematiclan who comstructed
scientific mstruments and - adoimstered the Grand
Canal which had been improved and repaired.
Other Chinese specialists served the Khan with the
construction of machines for his military enterprises
of again were placed m charge of irmgation systems
m the Euphrates and Tigris valley, But besides these
men of practical abiliry there were scholars m high
positions who won their fime as painters. We shall
meet them m later chapters, but their names may be
here recorded because of their official carcers, r.g.

Kio K'o-kung (1248-1310) and Chao Méng-fu
(1254-1322). The former rose to the posidon of
president of the Board of Justice, the latrer served as:
sceretary it the Board of War and becime tnally
president of the Han-lin college. The respect and
admirstion rendered Chao Méng-fu for his -
passed skill as a painter and calligraphist were only
after his death conditioned by critivism of his sub-
servience to the Mangol ritlers, which was sid to be
traceable -also in his perfeetly smooth and even
calligraphy.

Some of the Mongol rulers showed also special
veneration for Confucius as the supreme teacher of
learning and good conduct. Ogodal Khan re-
established the central Confucian college known as
Kuot=1i: chien, Kubilui Khan had a fine memorisl
temiple erected to him in Khanbalic (1306), dnd new
titles were bestowed on the Sage a fow years later.
All this must have pleased the ald Confucian
literati, but it did not improve their social status or
restore to them their former privileges, They were
employed in the government offices, bur only in
secondary positions, where their leaming and
administrative skill could be urilized, whereas the
leading posts were entrusted to- Mongols or other
forcigners. Prominent among these were the
Tibetan Lamas who were iuvited to the capital not
ouly as missionaries of a religion that was sym-
pathetic t the Mongols. but slso to construct and
furnish new monasteries and temples in Khanbalic,
The Tibetan Lamas were particularly favoured by
Rubilai Khan, bur the gates were kepe open for all
religions, and there were emissaries of many Faiths
who at this tme found their way to China,

Marco Polo returns in many passages to examples
about the great Khans uwnprejudiced artirudes
towards various forms of worship and expresses the
opimon that if the Pope liad sent proper missionsriis
to China, “the great Khan (ie. Kubilay Khan)
would have been made 3 Christian, becuse it is
known for certain that be had a great desire o be

' Trashatlon By AL C Mode, Se= Christlans Clirta, vy,
2 . Gllis, Siser, Diir., 2446 and 2447,
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sa', There must huve been at the time a cortain
number of Roman Catholice besides Nestorians,
though the Moslems (mainly Arabs and Turks),
Jews and “idolazers” (i.e. Lamasstic Buddhnsts) were
far more numerous. And it scems that many ad-
hesents of these varions religions had a strong lean-
mg towards soothsaymg of one kind or other, if we
may believe the testimony of Ser Marco:

“There are in the city of Kambalue, berween
Cheistians, Saracens and Cathayans, abour five
thowsand astrologers and diviners whom the grea
Khan causes to be provided with food and clothes
every year, like the poor people, ind they are
always exercising thewr ant in the cy.™ They
seetit (o have found 2 raher potent infloence in
the relipious attitude of the Mongals independently
of their docirinal beliefs.

The old tl"?'.‘iIr‘f between the Buddhists and Taoists
in China had also free play. The early Khans had
shown more sympathy for the laner, sllowmg the
Taoists to appropriate Buddhist temples and
property, but as 3 consequence of 4 public debate
between representatives of the two religionsin 1258,
the Buddhists were acknowledged as superior, a
pasition confirmed by Kubilai Khan, who in 1381
jssued an order 1o the effect thar all Tanist scriptures,
with the exception of Tao Te Ching and writings on
medicine and pharmiacy, should be burned. The
official triimnph of Buddhism was recorded in an
essay composed by a committee of Han-lin scholirs
and engraved on stonic tables,

If we may draw some conclusions from- sull
preserved works of art, it seeins, however, that the
kmds of Buddhusm that Hourished most abundantdy
in the northem proviness were either coloured by
Lamaistic tantrsm, or took the form of mnthropo-
morphic  Bodbisattva-wordup, as illustrated by
many paintings and scalptures of the time. In other
words, the religious art of the popular kind that was
used for the decotation of temples took an a mare
realistic aspect than before, which, howeves, did not
prevent the current of mystical imagery from living
on tu the pameings made for the esotenic schools.

The special form of meditative Buddhism Enown
as Ch'an, which had been one of the most potent
sources of inspiration for the painters at the end of
the Sung period. remmed no doubt considerable
importince in artistic circles, but it attracted ap-
parentdy no arcennion m. official guarters and was
more or less isolated at the monastic centres in the
South, where the artistic traditions mnherited from
the Sung period were kept alive also through the
peniod of the Mongol domination.

The important changes which took place in the
cultural and social conditions in China during the
Yiian period, were all more or less dependent on the
growing influx of people from other parts of the
wotld into the Middle Kingdom. China was ne
lomiger isolated behund walls and difficult of sccess.
The doors towards the western henusphere had been
opened and the road of communication vastly im-
proved. The foreigners who came to Chins from
western lands were of many kinds and races, there
were merchants, madesmen of various professions,
artisans and musciane from Persia, Arabia, Rusdg
and Venetia, but also political envoys bearing
messages from foreign potentates and missionaries
of the Roman church, whose efforts to spread the
Christim doctrmes brought shehe results, but who

nevertheless became active limks in the cham that

lmked Chima closer to the Mediterranean countries,

The eatliost among the religious emissaries: way
Giovanni da Pian Carpmi, who visied China
k245-1247; he was Followed by William de Re=
bracke, who wandered through the Middle King-

dom, provided with 3 letter from the Pope, in 1254

then came the Franciscan brother Giovanm da
Mante Corvino, who amived in Klanbalic 1203
and remamed there for thirty-five years, organizing
a Christian conmmunity, building two churchies and
baptizing 1 great number of Chinese and M

His unselfish and noble character carned for him the
admiration of people of all classes, and he was:
effectively supported in his activitics by the fralian
merchant Pietro da Lucalonge, who followed him
A G Moule, Clirtimss i Chi, paass
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to the Orient, and by a pumber of Franciscan friars
who were sent out to assist Frare Giovanni, The
most faous of all Christian emissarice m China at
this period was, however, Odorigo da Pordenone,
who has left an 1 mg account of his long
joumey and the three years that he lived in Khan-
bahic (e.1325-1328), 2 period durmg which the
Franciscans stood inspecial favowr ar dhe court
‘of the emperor Tai-ting for Temur Khan),) On
the other hand it should be remembered that
there were Chinese and Mongol Christians of
the Nestorian fiith who stirted on the long joumney
across Asia in order to visie the Holy Land, and
who were received with honours by ruling princes
in Enrope,

Yiet, as pointed ont above, the cultural interchange
berween the Far Fast and Ewrope wasmot furthered
solely by men who travelled in the interest of their
religion. A far greater number of the people who
travelled n both directions were tradesinen or
articans secking new markets, or adventurerss who
had heard alliring accounts about the land beyond
the seas and the deserts and wanted to try their
fortunes under new stars, Marco Palo mentions
them in his description of Khanbalic: “the foreign
merchants and travellers of whom there are always
great numbers who have come to bring presens to
the Emperor, or to sell articles ar Court, or because
the city affords so a mart to attrace traders™;
mihcmﬂshuwthmlxﬂplcwctclﬁdgcdin
hostelrics in sccordance with their nationality, “as i
we should say there is wme for the Lombards,
another for the Germans, and a third for the
Erenchmen, And thus there are as mmny good
houses in the suburbs as inside the ciry.”

Few, ifany, of these men had the same opportuni-
ties as Marco Polo of observing actual conditions in
China and of recounting any of their experiences.
yet they were all supporters of the newly awakened
Eastern Current (Drang mach Osten) in the affairs of
the Western world. And it may be noted in
particular that they wereall greatly impressed by the

Mongol state and the pose-houses slong the high-
ways, which were all supported and controlled by
the central govesnment, Maroo Palo, the mdefarig-
able recorder, tells us thar “at every twenry-five
miles, or anyhow at any thirty miles, you find one
of these stations on all the principal highways lead-
ing to different provincial governments. And the
samg is the case throughour all the chief provinces
subject to the great Klian.™ It may be wondéred
whether any of the grear Western powers in the
thirteenth centiry had a berter mad ssrvice. Marco
Polo, who had travelled widely, did not think so; he.
adds: “Never had emperor, king. or lord such
wealth as this manifests; for it 5 2 fact that on all
these posts taken topether there are more than
300,000 horses kept up specially for the use of the
messengers. And the great buildimgs that 1 have
mentioned are more thim 16,000 in number, and all
richly furnished.”

The above lines may serve as an example of
Marco Polo's picturesque and entertammg way of
telling about condirions in the Cathay of Kubilai
Khan: To quote more of his recollections “concemn-
ing the kingdons and the marvels of the East™
seems superfluons at this place. but anyone who
wants to know something abour the life of the
Chinese and their mstirutions under the cfficient
cotitrol of the Mongal government will find much
to entertain and istruct hin in the vivid account of
the Venetian. It has made Marco Polo’s name famons

all over the world and brought Chim of the Mongol

penod closer to us m a human way. On the other
hand jt must be regretred that the writer does not
tell more about the artistic products of the Chinese
people. He inserts 2 few remarks sbout the mang-
facture of porcelam and silks (pmdum which ar that
tiine were im to Europe in considerable
quantities), bot he offers no descnipnon of their
decorative character and quality; ather examples of
the artistic culture of the Chinese, such as pamtmys,
VEF Yule-Cordicr, Cathay awd the Wiy Thather (tati—gre)

1T iy Ll Ciormmnd - de Miwie Coveiune Short reporm by
Growmet inx Histoire de Moyen Age. Loy Baypires, 1040,
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for insance, scem to have been non-existent o
Marco Polo: there is not 3 word about them in his
aceount, His observanons were confimed to martters
of practical utility and personal experience, and
though lie came from Venice, which at the nme was
rich in golden mosaics, he made no approach
comtemporary figurative are in China, _

It b as a maner of facr yery difficolt, if not
impossible, to give the art of panung which exsted
in China at the time its proper place in the historical
milien outlined abowve. The lines of connexion were
very thin. The Mongol rulers had hardly any need
for painting and even if some rare exceprions Imong
the high officials took active part in the life and
endeavour of the creatrve circles, they can hardly be
said to have builr any bridgges between the Mongol
court and the vealm of srt. In other words, the
official support or enconiragement whichmany of the
leading painters had enjoyed durmg the reign of the
Sung dynasty existed no more. There were noacade-
‘ies, no burcaux of art, except for such 2 form of
religions iconograplry as thac controlled by Tibetan
Lamas, no particular demand at coust for high-class
works of art. There were some outstanding excep-
tions among the painters, 3s noted above, as well a8
in other sections of cultural workers who accepred
official appointrents, but they did not serve the
Mongol rulers m their capacity as artists, bur simiply
as meriterious officials, Most of the painters lived
far from the arena of political strife and the hubbub
of the market places it relative isolation. Ther
endeavour wus to detach themselves from  the
actuality of existmg political condinons, fe.
ignore the loss of narional independence and foreign
occupation. There were old painters surviving from
the Sung period such & Chao Méig<hien and
Chéng Ssi-hsiwo, who went stll further m this
respect and tried by their mode of life and art w
create 2 kind of atmosphere m which the romantic
refinement or lassitude of the Sung court sill
secmed to prevail.

Such were extreme examples of the endeavour to
keep vp the connexion with the preceding epoch,

but the tendency may also be traced in the works and
words of some of the pamters active during the fiest
half of the Yiian period. It would cectainly not be
eorrect to explam it simply asa phase or result of the
well-known traditionalism. of Chinese panting. It
had at this time a defimte national accent, expressng
a kind of nostalgia. 2 romantic endeavour to pre-
serve also in the art of pamnting memories of a grear
national epoch, still near in time and yet far removed
from actuality in a cultural as well as political sense.
The contnuity of style and idess was not only
aesthenically natural bot morlly satisfving to some
of the best painters st the time when the Mongol
power was at 15 height m China, and it was also
appreciated by discriminating critics such as T ang
Hou, who refers to it in lus Hia o (written about
1329) from which the following remarks may be
quoted:

“"MNowadays people, in looking at paintings, do
not pay attention to the transmission from master to

disciple, nor do they investigate the records, If 2
painting 1 in conformity with their opmions, they

consder it beautiful; 1f it docs not agree with their
opinians, they regard it as bud. But if one asks them
why they like it, then they are quite confused and do
not know what to answer. '
“I have been a keen student since the age of
seventeen of eighteen. Whenever 1 saw a picture
which I loved and enjoyed, 1 was reluctant to lee it
out of my hands. | visited connoissenrs und inter-
rogated them politely about everything. | borrawed
the literary records and learned them almost by
heart, ‘rstng thetr words' carcfully. In chis way, by
looking at the old paintings conmually and n-
vestiganng the traditions about them, I acquired
somie knowledge. Ifyou do not pay pmper attention

to these things, you will not be better than those
whe listen o sounds and follow shadows.”

Connoisseurs of the kind that T'mg Hou had iy
mind when writing the above have no doubt
existed at all times and in many countries, but they
may have thrived pasticularly in epochs. when ast
was not a vital current in the culrural temper of the
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ruling eliss This was o some extent the case in the
Yiian period; yet there was ni6 such break or gap in
the general flow or development of painting as in
the palitical course of the national events. The
beoad undercurrent of the art of pantmy remamed
the same as before, the

me & principles and ideals change
very licde. though ar times the current seemed to

How below ground rather than in the open air, Nor
did it lose by this i force or mtensity; it was
contmuously nodnshed by new confluents, which
made it grow and swell in bulk, chos reaching its tull
stenigth only at the very end of the peniod when the
Mongol domination was losing its hold on the
Muddle Kingdon,



Religious Painting

1

Wall-paintings

A pance numsen of the religious pantings with
Buddhist or Tacist motifs which are commonly
classified as works of the T ung or Sung period were
actually excented during the Mongol occupation, or
shortly before, while the Chin or Jurchen Tarmrs
Reld their sway over northern Clina. The traditional
classification of these pictures may in most instances
be explamed by the fact thit they represent more o
less faithfully carlier designs and are often stylisticlly
as well asaconographically elosely dependent on the
maodels of eatdier peniods, The continuity was in the
field of religtons paintmg ummparred by the dynas-
¢ changes, though the output changed in volume
according to the degree of religious fervour and
attitude prevailing during the respective epochs.

in the light of this 1t may easily be understood that
most of these paintings are more interesting from
wonographic and  historical viewpomts than a
works of art. They form, 0 1o say, 2 separate
curront o province within the field of Chmese art
with enly shight contacts with other kinds of con-
temporary painting. A closer discussion of the
material would thus fall rather outside the limis of
the present publication and it 5 hardly possible as
long as svstematic historical investigations of the
witll-paintings sill o be found m Buddhise and
Taomst emples m Clona are mussing. We can here
add only a few remarks mainly based on the reli-
gious: pamtings which have found their way 1o
Western musewms.

From a techmeal pomt of wiew, the output of
religions pictires may be divided into two main
gronps, onc comprising the wall-paintings (whether

fn sit, ot transferred to Western: muscums), the
otheér consisting of the great mass of movahle
pictures o silk or cloth made to illustrate the
teachmgs or to serve as edifying decorations in the -
temples on appropriste occasions. The former group
is represented by some very large so-called frescoes
(actually painted i a dry plaster ground)) detached
from certam temples i the southem part of the

Shansi provinee and now exhibited in the museums

in Toronto, Philadelphia and Kansas City, They
have been discussed by several specialists, most
recently in parncular by Ludwig Bachhoter, whe
has established their mutual seylistic affmity and an
approximate date of execution around 1320.' The
compositions are arranged in the traditional way
around a contral Buddha — . Amitabha. Sakva-
muni, or Maitreya — whais placed on a lotis-throne
and elevared above the surrounding Bodhisarrvas,
devas and attendanes, All thess members of the
hicratic assemblies are represented according o
time-honoured  patterns a5 symbals of divine

inspiration and protection mther than as ordinary

limman beings (PL1). But in addition to these
supreme celestial guides there sre ar both ends of the
large compasition in Toronto minor groups formed
by realistically characterized figures which, accord-
ing to Bachhofer, represent the parents that will be
chosent by Maitreya at the time of his future m-
carnation i the human waorld, In one of these
' €. Bachbofer, “Mabireys in i bt

o b s S o o e
prores i Torpore, guonsd sboye, and and correety

W. C_ White's bovk Chaew Tremple Frrscoer, A Soudy wf Threr
Wall-pasutiegs of the Thireeensh Censtuey, Temouto 154
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groups we may observe how Matreya’s future
father — a stour old gentleman in ceremonial
costume with a long beard — is being tonsured by a
monk, while the kneeling servants at hus sides seem
to be rather troubled at his decision oy retire fram
secular life (Plz). The scene was evidently popular;
ik is repoated in other wall-paintings, it ofivred an
opportunity o the professional temple painters to
display intercst in dramatic seenery and human
charactenizanon. besides their skill i repeatmg the
hieratic compositions with all their “dustered lines™
and curling folds on 2 monumental seale.

The picture in the Toronto Muscum, which
represents the Paradise of Maitreya, is accompamed
by two other large compositions made up of long
processions of dignitarics, which have been identi-
bied as represenmtions of heavenly consiellarions,
i.z. the Northern and Southern Dipper, in accord-
ance ‘with the Tacist cosmogony, All these wall-
paintmgs were made for 4 large hall in Hsing-hua
ssil, a temple near Chi-shan i southern Shansi, amd
i the same building was also found an inscription,
according to which “the drawimg and pamting was
done by the tti-chap Chu Hanku from Hsiang-ling
hisien and his pupil Chéng Po-yiian”, The inforna-
tion is interesting from an historical viewpaine as it
gives the name of an otherwise unknown pamter
who heee is classified as 2 fai-chan, which implics that
he also was a member of the Hanlin college. A
picture like this should consequently not be con-
sidered ssmply as the work of a craftsman, in spite of
the fact that it s rather schematic in design and
crude in execution. The pamter who was responsible
for the whole scheme of decoration was evidently a
person of superior social and artstic sanding and
puay have functioned as the head of 4 whole group
or school of painters who co-operated m executing
such 3 large work. The quality of these wall-
paintings i certainly not very high — if compared
with the pictures of the T ang and earlier periods in
the Tun-huang ¢aves, they certamly Gill much
behind as wocks of art - bue they are marked by a
rather definite style which scems to have supplied

the general formulition or pateerns. for religions
wall-pamtings in the Yilan peniod. Other large
wall-decorations of 2 somewhat similar kind may be
seen m the University Museum in Plulsdelphia and
the Nelson Gallery of Kansas City, while single
figures detached from larger compositions exist in
the Fogg Museum in Cambndge, Mass., not to
mention the specimens of vanous dates which used
to decorate Is Maison C. T. Loo in Paris sand which
at least m part scem to have been produced by the
repainting of carlier figures.

le may not be necessary to dwell m this connexion
on several examples of the kind of traditional
religtous pantings mentioned above, bur 1 would
draw artention to the wall-paintings with profune
motifs which decorate the Ming-ying wang uen
(f.£. a special pavilion) of the Kuang-<héng ssil in the
vicmity of Chao-chéng i Shansi. These picrures,
which were described and illustrated in part by
Lawrence Sickman®, sre particalarly noteworthy
becase ol their illustrative motife and the fact that
they are dated (1326). They are no longer i a
faultless state of preservation, but ane of them may
here serve as representative of a large section of
popular wall-paintings i the Yilan period. The
pavilion and its decoration scem o have been
erccted in honour of the Ming-ying wang, the spirit
of the local mountains and sprngs.

The morifs represented were evidently mspired by
popular Taoist conceptions of nuture which, s t
speak. through the force of circumstances became
realistically coloured and fused with scenes from the
theatre. The pictures which represent scenes from
the Chinese stage may have been made to com-
memorate the dedication of this building m honour
af Ming-ying wang, the local spirit worshipped at
this plice, or some other festivaly with a similar
purport. And it is interesting to note the influence of
the theatre on the art of painting; a comexion
which 15 not known from earlicr pictonal doci-
ments. The theatre picture is dated 1326 and should
' Liweenee Sickman, "Wall-piintings of the Yilan Period,
Revue des Ares Anunigues, 1037
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thiss be remembered as an historical evidence of the
populanity of the stge m the Yiiau period. In the
other pictures at the same place the: Tacust digni-

ies, such as the humanized spirit of Ming-ying
wang. appear cither againse broadly sketched hills
und trees of i homely interiors enthroned ar the
side of their consors and served with food and
fowers by youthful damsels (Pls.3, 4),

The pictures m the Ming-ying wang tien can
hardly be classified 2 individual works of art of
outstanding quality. They are rather uneven, prob-
ahly executed by several artists under the direction
of one muster, yet they represent the spirit and style
of & definite group or school much in the same way
as the large religious wall-decorations mentioned
above represented the unified efforts of a school of
professional temple-painters, But they are decidedly
less schematic and traditonal than the Buddhise
paintings; n some of them the guasi-religious or
legendary element is overshadowed or trans-
figured by the paimtes’s interest in nature and acnual
human life which, mdeed, endows theso prcrures
with 3 new and difterent kind of artistic mterese.

This kind of realistic illustrative pamting on a
large scale seems to have enjoyed a growmg popu-
lariry in the Yiin period: it flourshed not only on
the walls of Taoist sincruaries but also m profane
surroundings, possibly in connexion with the nsng
interest in the art of the theatre. Tris well known thar
story-telling and recitation, which have always beeny
popilar among the Chinese, gradually gave way to
dramatic acting by which historical and legendary
sutbjects were brought closer to the common people.
Tir what extent thiis also had s reperenssion on the
are of pamting is hardly known, but 1t may be of
interest to quote here ae least one example that
mmght serve to slfustrate the kind of realisne figure-
painting that grew up in comexion with the
development of drama.

1 an thinking of the lirge but much trmmed and
worn picture m the Naronal Museam in Stock-
halm, which though execured mainly in ok with
somie addition of reddish and brownsh pigments on

paper, appears more like a wall-painting than like an
ordinary lumging-seroll. The colours have grown
dark with age and dir, bmthcpuwcrful design and
the platic modelling of the figures are ummpaired
(PLs

Th)e motl s mspired by one of the sroces
ncluded in the popular chronicle known as Shui-hy
e i refers to an episode from the adventurons
life of the robber chief Lu Ta, while be stayed in a
monastery disguised as 3 monk m order to escape
the hand of justice. It happened then that he saw a
man walking up to the momastery wath two large
jars of wine intended for some workmen. Lu Ta's
anquenchable thiest for witie was aroused by this
sight; but as the wine—carrier refused to pare with his
precious barden for money, Lu Ta gave him a
violent kick thar made him mmble over, Lu Ta
grasped the jar and emptied it - as seen in the
picture — and then, when the wine went into his
head. he ran amok causing pamic in the monastery,
as turther told in the novel? Episodes from the
Shui-hu chuan chronicle are said o have been
cireulited in the ¥itan period not anly by story-
tellers bat also by sctors, and one may indeed ask
whether 3 preture like this was inspired by or done
in connexion with some stage performance. It has
the immediate appeal of such, and the painter could
hardly have given such a perfece display of the
intricate movements by which the two figures are
mterlocked and of the tension in their muscular
limbs if he had tot actually observed 3 smilar
Cene.

The picture 15 certnly not an anatomical study
trom nature, being rather an artistic srmsposition or
mnterpretation of nature wath strong realistic accents,
but itis carried our in 1 fashion which, in spite of
some uncouthness, leads owr thoughts away from
Chinese paintings and muakes us recall drawings by
early Renaissance masters like Tura or Signoarelli.
Through this strongly marked churacter it acquires an

historical importance by far exceeding irs aesthetic

! The swory may be rrad in Engfish trmalstiom by Peard
AlEMew are Brothiers, pp?ﬁ,‘f:g by it
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mierits. The p:cnm: is ot the work of an muxt:mdmg
master but an interesting remainder of 3 trend of
mictorial art that seems to have been unknown m
carlier periods and rarely culrivated in luter times.
The want of comparative marenal makes it difficult
o propose 3 definite date for this picture, but

stvlistically it stnds closer to some of the large
wall-paintings and the quasi-religions pictures of
Arhars and Taoist Sages mentioned below than o
any other picture known to us, The conclusion to be
drawn from these gemeral stylistic consideranions
points definitely to the fourtcenth century.

Some Lohan Paintings and Yen Hui's circle

1 we may draw some conclusions from still existing
examples of religious art created in China tn the
thirteenth and fourteenth centuries, it seems evident
that the production of wall-pamtings as well as of
Buddhist sculpiures on 2 large sale (hainly in
wood) was more abundant 1 the northern than in
the southern part of the country, The nvading
foreign dynasties which during these cenruries
occupied various seetions of North China umder the
mme of the Lino, the Chin, and the Hsi-Hsia,
all showed a marked interewt in Buddlism, which
found expression m new temples and ther decora-
tion with pamtings and sculptures, In the southern
provinces. which remamed (partcularly s cul-
tural setise) under Clunese domination almost to the
end of the thirteenth contury, the religious interest
had a mace philosophical bent and found expression
in meditation and introversive thought with less
need of imagery. The pictorial equivalent of tus
was, a8 we have seen, the individualistic Cli'an
paintings which had very shight, if anv, connexion
wath traditional forms of Buddhist arr.

Besides such monochrome ink-paintings inspared
by the meditative practices of the Ch'an Buddhises
there survived, however, at some of the religious
contres in southern China schoals of Buddbist
imagery which found expression in detached

intings of Buddhas and Bodlusartvas as well as in
Athats and other saintly beings. We have in a

preceding chaprer illustoited 2 few characreristic
specimens of this kind, existing tmamly in Japanese
temples, and pointed out that some of the pamters
who were responuble for them continued their
activity even afrer the end of the South Simg period.
The best known among them, such as Lu Han-
chung and Chin Ta-shou, better known as Hsichin
chii-shih, conducted schools or smdios in the
Ning-po segion where large quantities of Buddhist
pamtings were produced accordmg to raditional
patterns which lived on into the Yiian period and
later. Most of these later pictures are not signed, but
their general characreristics derived from the pre-
decessors of the South Sung, are casily recogmizable
Among those which are preserved in Japanese
temples may be recorded, for instance, the series of
Sixtoen Arhats. belongmg to Ryuko-m at Daitokuji
in Kyoto. Thess pictures are provided with an
inscription by the priest Issan (Ichine) who is said to
have brought them wath him when he came to
Japan in 1209, They may be said to adhere in type to
the Lu Hsm~chung tradition, though the composi-
vons include more illustranive details, such as
clements of landscape or fumiture as well as
acolywes and servants, which ale serves (o
give them a more illustrative profane character.
They muay be said to carry over the South Sung
school traditon of Arhar-pamting inw a more

genre-like fashion (PLG).
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But this was not the only type of Arhar pamnting
exasting at the time. There was also another current
according to which the Arhars were represented m a
mare strange outlindish fashion like old men af
Hindu or indian type. solared and sunk m medita-
tion withous any serving acolytes. These may be, st
least m pare: descendants of the grim and gnarled old
men whom Kuan-hsin of the ninth century imteo-
duced in the guise of Arhuts. Their fantastic, not ©
say grotesque, types appaled particularly o
painters of srrong temperament and seemed to have
fitted info the realistic wend which gradually be-
came manifest in the religious painting of the Yiian
period. There are many varations of this type, as
may be observed if we compare for instance the
highly dramotic and spirited Arhats from Seiryoji
(Kyiito) with the tather guiet bur strongly charac-
terized Indians or Central Asians who fill the
roles of the Arhats in the Tokaian collecton in
Kyvoto, These stem 1o be the resulr of observations of
actual living models and remind us as such of a
statement by Chao Méng-fu m the eolophon to his
famous scroll representing the Sixteen Arhats, Here
he writes that he followed the manner of Lu Léng-

ich (the pupil of Wu Tao-tza) and represented
the Arhass not as Chinese monks, but with the
likeness of men from the Wistérn countries whom
he tud seen and befriended when serving as an
official inn the capital. The actual pretuse s lost, but
there can be little doubt that it represented the holy
men with a high degree of individual characreriza-
ticms.

This trend of naturalistuc Arhat pamting became
gradually an important cusrent within the religious
art of the Yiian period. It can be followed through a
pumber of interesting pictures mostly i Japanese
collecrions but also represented i the Boston
Museun, for instance by the foreeful picture of an
Arhat seated i a root-chair and holding a reliquary
on hit roiseed hands, while an official kneels in
adoration at hus fees,

Amang the examples m Japan should be remem-
bered the series of sisteen Arhars formerly o

Hoshakuji (Yamazaki provinee) and now in the
Marnyama collection in f'.lsnh (Pl.7). They have
sometimes been homoured with the name of Yen
Hin, to whom we shall rerum prmuﬁj'. but they
haye no ggnature and theee is no historical evidence
for the artribution. Yet thev are evidently works by
a prominicrit master of the Yiian period. The designs
frave a monumental stamp; the figures are large and
placed in rocky niches or caves, same of them being
accompanied by # serving monk, others: seated
alone, motionless, in meditation. The types are
clearly non-Chinese ‘and swongly mdividualized.
The economy of means and simplicity of armange-
‘ment which find expression i the structoral styliza-
tion endow some of thess Arhats with the quahity
of great sculpeural crearions, Their fame i Japan
15 testified by the exsstence of a series of old copies
m Kammnji in Kyoro which are attributed to-an
artist of the fourteenth cenrury.

A sull more incisive individual chacacterization
may be observed in the Achar picture which 1s dated
by inscription in the Chib-<héng era (1341-67), Itis.
known to me only through the reproduction m
Kokka 537, the picture itself bemg lost. Here the old
mar i seated in a contracted posture m a low arm-
chair: lis enormoas hands are lified and folded a5 if
he were praymg or evoking some invisible presence.
The: powertil head with Its sunken, face 300 high
nose is fromed by white hair and a shorr white
beard aud illumined by the expression of spiritual
glow from deep-ser eves. Compared with the gnm
Arhats created by Ku.m-hsm, he Inoks almost like 2
frendly old prophet, bur at the side of the smooth
Chinese monks whe hold the place of Arhats in late
Sumg paintings, he is a fmatic consumed by holy fire
(PLB).

The stylistc  comespondence  between  these
strongly characterized Arhar paintings and certain
Tacist figares traditionally classified as works by
the pamter Yen Hui, is so close that it seems fitting
to add here o few wonds about this patnter of Tacist
and Buddhist subjects. His 77 was Ch'in-yiieh and.
he came from Chisng=shan in Chekiang, bur we
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have no cencerning his life and activity
except that he excelled i painting devils, wlich
were most lifelike, besides representing Buddhis:
and Taoist saints, But, to judge by the pictures
preserved under his name in the Ku-kung collection,
he alse did landscapes and prerures of monkevs. The
m.tpmmm:utmmp:ksnf‘fmﬂm:gmw
religions pamengs are (or have been) in fapanese
collections, and it is through some of these thar his
name has become widely known; their popular
appeal depenids on the almost drunaric characteriza~
uon of the figures and an excellent rendering of the
bodily forms and movements.

| am thinkmg in particular of the large pictures in
Chioni in Kyoto representing the Taoist Immortals
Li T'ich-kuai and Lin Ha-hsien. The attribution to
Yen Hui, which is based on the seal 6f the painter, 1
generally accepted as correct, The pictures are very
impressive: as illustrations and through their bold
and masterly brishwork, qualities which, how-
ever, hardly suffice to conceal a ouch of vulgarity
attaching o a wvivid representation of certain
thaumaturgic mysteries of popular Tacwsm, L
Tich-kuai seems to be projecting his anmimit, or
vaporous double, whicl is mounting on high in the
shape af 2 sl tran in the cloads. He is evidently in
a state of extraordinary nervous tension, as can be
seent in the movements of his fingers and toes and
the intensiry of his facil expression (PLo}. Lin Hai-
hsien, whose image is still weed in Ching as a pro-
tective and lock-bearing talisman, is represented
with a very large three-legged toad (the moon-toad)
on his shoulder. It is the animal that he pulled our
from a well and which now is seratching his ruffled
hair with its long claws and causing 2 somewhat
pamful enjoyment.?

[t should also be remembered that these pictures
have served as models for several pamters of the
Rano school, as pointed out by Omura in his
enthusiastic appreciation of then. To guote: “The
brosh is handled in a moghty and forceful manmer
and the work evinces abumdant life, while the almost
supernatural spirir makes s foel a8 if we were about

to be attacked by same imcammy spirit(!) . . . When-
ever those great artists Cho Densu, Moronobu,
Tanyu and othets of our country depicied these two
hermuts, they always took their models from these
two pictures."®  Whatever  objections. Omura's
words of praise may evoke, it must be admitted that
the two pictures have exercised 3 consideruble in-
fluence m Japan, particularly through their bold and
sweeping brudhywark and their obvious illustrative
meTits.

Hardly less important from an artistic point of
view are the two pictures in the National Muoseum
m Tokyd (formerly in the Kawasaki collection)
which represent the nistic hermits of the T ang
period Han-shan and Shib—+#, well koown to us
from the works of some of the Ch'an painters. The
unquenchable mirth and freedoni from all materal
restraings characteristic of these youths appealed no
doubt to the Taoists just as much as to the Ch'an
philosophers, and they were welcome subjects to
patnters who gave realistic mterpretations to
religious ideas, The pictures are done mainly i ink,
with shght touches of colour in the-faces, but they
are niot written: down as freely as the spontancous
interprerations of the Ch'an masters, bur outlined
with vigorous brish-strokes and shaded in places,
which serves to bring out the full volume of the
wide mantles. Shili<2 is leaning on hig broom and
Hin-shmn is bending forward, they are both langh-
ing with wide-opened mouths and screwed up eyes
as if acting to an audience. The characterization is
stramed, the stniving for outward effect obvious and
not in harmomy with the best traditions of Ch'an
pamtmg.

Other figure paintings attriboted to Yen Hui in
Japanese collections are mostdy mferior w and
different from the above-named pictures; some of
them may have been executed by Japanese rather
*Yhie pomarior of i Haktin towsih the e of the Y tan
petiod ls il proved by the decree of the etnperoe Shur-+, wiio
in 1340 conberred on lim: the poshumone udde “The Loyal

Prince whese higeht intelligence pencerated the Geeat Doctnns",
1, Daréd, Recliorches qur ley Superstititiing o Chise, 1.0X, psz.

&L 5yd Biftew Tarthan, yol 1X, p.33.
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than Chinese artists, or at least copied by the former.
Yen Hut's quasi-religious pamtings seeny, indecd, 0
kave been most popular in Japan, whereas the
prctures which are ascribed 1o him m China are not
so closely connected with the marenials discussed m
the present chapter. Yet two ar three of them may
well be remembered at this place because they
tllustrate the realistically humorous aspect of his arc
which m some extent alio is promtinent m fis
religions paintings.

This strain of grotesque humour ts most essential
in the long handscroll (belonging o C. T, Loo &
Co. in New York) which represenss Chung K'ves,
the Demon Queller, remming from the hunt,
followed by a number of quasi-human shapes and
devils who are making up a fitting retinue for the
truly gargantuan figure on the rickety donkey. The
subject has lent itself to a motley display of humor-
ous figures m more or less fangastic sicuations, an
opportunity which the artist has utilized con amore.

~ Another picture which may be recalled here 15 the
hanging-scroll m the Palace Musenm representing
Two Gibbons in a Loguat-tree,! which is painted
with ink only like some of the mumor Taoist figures
mentioned above, The trunk and the leafy branch of
the tree in whuch the monkeys are playing, are
drawn and modelled with consunimate skill and the
same ts true of the soft fur of the monkeys, whle the
painter i chamcrerizing their round faced, has
stressed thewr likencss with certam rustie homan
typey such as he has depiered, for mstance,
tepresenting  the langhing boys Hanshan and
Shiki-t£, The distance between themi and the gibbons
in the loquat-tree s not very great.

The current of style (so characteristic of Yen
Hui's paintings) in which quasi-teligious legendary
monfs ds well as profane subjects are represented
with the same unconventional realism, may also be
observed in certaim anonymous paintings of approxi-
mately the same period.

An mterestmg example of this group s the lagze
picture in the Nationid Museum in Stockholm,
which represents a kind of Taoist prophet m the

shape of a hoary old man of foreign rype. with
aquilme nose and 3 long beard, smting on the
ground with 3 small gile casker on-hus rarsed hand.
At his side is 2 large white glass bottle with a red
coral branch: the rest of the picture 1s done simply m
ink- The man is completely wrapped up in 3 wade
mantle formumg deep tolds over his arm and legs by
which the plastic volume and the structure of the
figure are brought into strong relief. The picture has
evidently been rimmed, which makes the figure
appear somewhat cramped, but this has not lessened
the almost dynmamic concentranion of the tmse
features and penetrating regard, One may hesitate as
to the exact mterpretation of the monf, but the
figure 15 indeed 3 most impressive representative of
that ageless race of mystics who had acquired some
actual knowledge of Tao, mcuding the art of
ndefmite prolongation of life, The golden casket on
his hand may well contain the precious pills of
longevity: they are, however, invistble while the
monumental design and the plastic modelling of
the contracted limbs and decply folded drapery
endow the bgure with a high degree of armstc
significance.

The pictures discused in the preceding pages,
whether of Taoist or Buddhist ongin. all represent
tingle figures which gain their main interest as
works of art from the more or less marked in-
dividual characterization. But besides these many
other pictures were: produced for the temples,
which illustrared religions or philosophical concepes
in 3 more symbolic way, with a larger display of
figures placed i landscapes or arranged in hieratic

designs. Those referring 1o tenets of Mahayana

Buddhism had generally a more rivualistic character,
reminding vs of Indisn or Central Asian models,
than the pamtings made by the Taoists wha had no

R, b e, ol XXXV (4 B0 i <3 1 ind) booaw mot
sgued bur the anributiout to the paser b of kng eanding mmd
bOrIns SONVINCIE.

The acher previre srortbured vo Yen Fi iy due Pabice Mgk
(Kb, shwrbina o, volSV), & wuiter Lindwape with fignres,
called ¥t An fndifizrenr to Cold swid Smow®, repreHm 3
style more characteristic of the Ming than of the Yiian perind.
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such iconographic models to lean on, and conse-
quently could illustate their cosmological o
thaumaturgical ideas m more taturalisne pietorial

Such Taoist paintings are, however, relatively

seldom seen, though three excellent examples arc
preserved i the museum in Boston. They wers
formerly atmibuted to Wu Tao-rzii and are said to
have formed part of the imperial collection. The
connexion with Wu Tao-rzii Is evidently not very
close.t yet iv may have been caused by the general
conception of the unusual motfs. The pictures
represent the Deities of Heaven, of Earth and of
Water, accompanied by retimues of subordinate
figures, and this together illustrate the Taoist
Patheon, The rulers of these various regions of the

world are represented, so to speak, i thew respective
elements, the King of Heaven being seated cross—
legged on a placform ar his desk on circling clouds
(PL124), and the King of the Waters is carried by a
dragon over a stormy sea (Pla2n). The former is
surrounded by heavenly maidens and  celestial
porentates, the latter by the violent spirits of the
storny, all srving to emphasize the dignity and
mighe of these rulers of the elements as they maye
with the winds and the clonds through their re-
spective spheres. The artistic significance depends
mainly on the suggestion of a kind of costmic sweep,
or life-breath, in the designs which indeed mighe
have been ongmally composed for large wall-
spaces, wheress the actuul execution of the pictures
is rather nghr and fimcky.

Buiddhist feons

Among the Buddhist pictures, which are far more
numerous, might be mennoned various representa-
tions of Bodhisattvas with their more or les
prominent atteibutes or surroumding elements, smch
as the lion of Mafijuir, the clephant of Samanta-
bhadra, or Kuanyin's racky seat by 2 willow an a
river-bank. The latter i particular enjoyed great
popularity in the Yian period and later, and gave
fse to some famous composations such as the
Kuanyin pictuires in Daitokujs, formerly avributed
to Wu Tao-tzir. In fact. many of the most impres-
stve Buddhist pictures nmde in the Yiian period seemt
to retain elements of T'ang models i their designs.

The relation may be ohserved, for instance, in the
beauriful picture (pamted with colours on silk) in
the museum in Kydey, which is sad to represent
Mafijusa in the guise of an old white-haired man
seated om a high chanot drawn by o white elephant,
any interpresation which, however, may be ques-

tioned, since the elephant is the special seat of
Samantabhadra, the Bodhisattva of leammg and
mtelligence and not Mafijulrl, who usually rdes
on a lion, The elephant is here introduced not
only as a drauglit animal bur also in-a number of
minor symbaols enclosed within cireles on a dark sky.
The conception seems to have a cosmic or astral
backgmund, and by its formal design it rominds us
of the previously mentioned picture from Tun-huang
representing Tejaprabha Buddha as Subduer of the
Five Planets (dated 897). The exccurion in colour
and gold on dark purplish silk i of very fne
quality, and enriched by an abundance of exquisite
omamentil details (PLes).

! Adcording to o note by Trang Flou i Hia deien, 2 pupil of W
Tao—txdi, called Th'ao Chung=yilun, punted the Three Sovercigne
of Heaven, Earth and Witer, Genetally (pesking, e Fallowed
W Taw-taey, bar-did hot grasp bis style, Avthe end of Tis e he
misde paliings with @ fme Brush i order w distingudh himself
and oo -make his ownseyle.
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There are other pictures of a related kind and
origm though more stricely hieratic in design i the
niuseim in Boston. For instance, the one (11.4001)
which represents Sakyamum Buddha scated on a
charior drawn by 2 bullock among stars and constel-
latiems. The design is in. this case pracucally recti-
linicar, which may be said to emphasize the abstract
beaury of the cclestial hierarchies. No less far
removed from the world of material illiswon is-the
picture (17.6142) of Buddha Fxpounding the Law.
The Sakyamuni-triad s here placed at the top,
while rows of great Bodhisattvas and devas form an
audience below, The rich omamentation with gold
on red and green colours adds a certain brilliancy
to the decorative effect of this solemnly hieradce
composition. It approximates in some degree
to the type of strictly forimal Buddhist pamung
which was produced at this ume for the Lama

temples m the northern provinces and m Mongolia
{Plag).

lewill be renuembered that Kubila: Khan called in
one of the learned High Lamas of Tiber to serve s
head of the officul Buddhist herarchy and o
supervise and encourage the erection of Lana
temples with all their paraphernalia of ritual objects
and paintings in the capital, A special mspector was
appujﬂrcﬂ to control the execution of such “ndtan™
paintings, 4 they were called by the Chinese,
which were at that ime produced in great quantines.
Few of the early ones have been preserved, but their
decorative character and style have become known
throngh lster repetitions. And as this rather special
type of pamung enjoyed mmperial support and
recognition, it naturally exercised some influence an
rraditional forms of religious painting in China,
though only for a relatively short period.



Traditionalists: Painters of Figures, Animals, Birds

and Flowers

L

Chao Méng-fu, some Pupils and Members of his Fumily

Tue RELATIVELY short dumtion of the Yiian
dynasty which, according to afficial reckoning,
occupied the dragon throne only eighty—cight vears,
makes 1t inexpedient to adhere exclosively o a
chronological presentation of the painters who were
active durmg this period. One mmglht perhaps
distingaish two generatom within this span of time,
the firse mﬂﬂﬂtﬂ‘lg of men who carried on the Sung
traditions in their paintings, and the lamer of
painters whose orientation was more mdependent
and who in several cases continued their activity
into the eady decades of die Ming dynasty. But
there were also 3 number of less outstunding wmlents
who were born around the middle of the thirteenth
century and felt the impulse of the new age without
expressing it so convincingly as the leaders of the
mivement.

The pamters who may be classified as tradi-
tionalists such as Chao Méng—fi and the members of
his family, Ch'ien Hsiian, Jén Jén-fa and Lin K-
taiy and others, won their fame mamly as painters of
human figures and horses, while the later s=¢ or
slightly younger generation, lieaded by the so-clled
“four grear masters of the Yian period”, were
responsible for the new type of landscape-pamnting
which became of decisive impartinee for the suc-
ceeding development. This predonunance of certain
motifs within the successive generations was, how-
ever, not of an exclusive kind; the eraditionakists did
not paint only figures and animals, nor did the
promgonists of the later movement do only land-

seapes. Besides these motifs favoured respectively by
the traditionalists and the landscapists, there was ane

(7

kand of paintng that both generations cultivated
with the satne keenness, f.e. bamboo-pamiting. This
had always formed a criterion for mastery of
the brush, but it reached now a wider popularity
and more general importance than ever before. It
was systemnatically studied and set forth not enly in
excellent paintings but also in 4 theoretical treatise,
and 1t was used by the most promment men of both
generations 1 a favourite pictorial symbol for their
indrvidual concepes and mastery of the brush. We
shall have occasion to retum to this in connesion
with the works of several of the leading masters of

*

- *

The first two or three decades of the Yiian period
were thus in the ficld of painting dominated by the
traditionalists, i.e. pamters who continoed stylistic
tradinions of the Sung period or carlier times, yet ar
the same time gave mdividoal expression to the
new spirit of the age. The foremost place among
them was, indeed, held by Chao Méng-fu and it
secrns thus natural to start with him, even though he
was twenty years youtger than Ch'ien Hsitan,

His life and activines are well recorded in history
owing to his successful official creer. He was bomn
in 1284 at Hu-chouin Chekiang as the son of a noble
family descending from the first Sung emperor, and
educated at the impenal college in Hangchou. Ax the
fall of the Sung dynasty he retired into private life,
but x fow years later (1286) he, like a score of other
retiredd scholars, accepted an mvitation to appear at
the Mongol court, which was greatly “impressed by
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his bright spirit and extracrdinary refinement, The
InperoT Shib-tsu (Kubils Kh;tn} called him “Omne of
the Immortals’.” He was appointed Secretary to the
Board of War, and served under the emperors
Cht'ang-tsung (12051308, Wa-tsung (r3o8-1312),
Jen—sung (1312-1321) and Ying-tnng (1321-1324)
and was promoted several times, reaching finally the
position of a director of the Han-lin College, and
scrved also as governor of Kiangsi and Chekiang.
He died 1322 and was honoured with the post-
humous nte Duke of Wei and the name Weén-nin,
f.0. Refined and Clever.

His pamtings and writngs are usually signed with
liis by-name Tzii-ang (The Diguified), but popularly
he was known by the deseripuve appellaion Sung
Hsfieh tio-jén, the Sage of Pines and Snow, The
biographers quoted above! add the following re-
miarks about his impressive manners and intelleceual
gifts: “He was by nsture sharp-witted and con-
scientious and never mdulged i foolish talk ar
hughing, After once reading through a picce he
could recite it. His poems and wiritings were ¢lear
and lofty in the old style. He was a promment
connoisseur of antiques and picrares, and e
painted landscapes, bamboos, rocks, hunmtan figures,
flowers and birds. all in the most refined style. He
was alse an excellent callipraphist; as such the
foremost of his nme. .. His: gencral abiliry and
fame were hidden by his eminence in painting and
calligraphy. He was widely known as a painter and
calligraphist, but few people knew that he also was
an excellent author and sall fewer knew him as an
admmserator.”

Chao Méng-fu's great fame and promment
position in the hstory of the fine arts i China are, as
a matrer of fact, based on his mastery in calligraphy
even more than on fhus painted waorks. In the former
art he was, according to Chinese historians, a
supreme master without an equal at the nme,
whereas some of the other Yian painters could vie
with him in certan branches of picrorial are, such a
lindscapes and bamboo-painting. He was ablero wse
with equal success various styles of calligraphy, such

as el characters, model style, nmning hand and the
hsio-k'wi (small model seyle), which aroused the
greatest admiration among comoissenrs, "His writ-
ing was delicate; beautiful, well-balmeed and
harmonious like the character of the man”, to quote
Chang Ch'on. These qualitics, which bore witness
to the suprenie mastery and versatility of the writer,
could however be explamed and esimated dif-
ferently, as intimated by Chang Ch'ou in. the
following passage:

“Triiang's style of writing was gentle, elegant
aned harmonious. He was 2 distane follower of the
true school of Wang Hsi—chih. Bur his style is too
beautiful, seductive and delicate, it is lacking m the
spirie of firm and compelling principles, [t seems
consequently not equal to Wen Tien-hsiang's
manner of writing, which was clear and penetrating,
straighiand inspired."

The distincrion drawn berween Chao Méng-fis,
who went into the service of the conquerors and
Wen Tlien-hsiang, the famous general, who pre-
ferred death to the honours offered him by Kuhilai
Khan if he would swear allegrance o the ruler,
reflects the point of view of the Chinese patriots.
Chao Méng-fu may have been an admirable ealli-
graphist and painter and a very able and upright
official, yet he could never become the idea! of the
truc scholars or grow into the heart of the people
like Su Shik or Mi Fei, because by yielding to the
wishes of the conquerors he chose the path which
led 1o fame and success, but not to the pure and
shining glory of the unyiclding patricts. This is also
illustrated in some ancedotes referring 1o his way of
writing and pamtmg. We are told that he tried in
vaitl to complete 4 dumaged scroll by Mi Fei by
filling i the missing lines i imitation of the Sung
master, He did not succeed, a3 admitted by himnself:
"Moderm men can never artain the level of the wld
masters’ © there was sonnething missing in Tzi-ang's
attempt to imitate Mi Fei, probably something of
¥ Frows Shisdilh baivpan, quoned i Shi-his fang, vobso, PRI
40,
¥ Sliu-lisst fang, vol. 19, .48,
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the volitional energy or vigorows thythm so
characterisnic of the proud Mi.

Through some of the descriptions of Tzii-ang’s
way of pamting we learn thar this too was done with
the greatest ease without any apparont exertion of
the will or preparatory concentration: “When he
was sitting with guests he would take paper and ink,
and amuse himself with making dots and splashes of
ink. When be wanted to make 2 tree, it became a
tree, and when he wanred to make a rock it became
a rock.™ He was, 50 to speak; a born “man of the
brush” and this fimdamental feature of his arristc
personality was developed through never ceasing
practice i perfect accordance wath old Chinese
tradimons, Most informuative in that respect is the
often quoted colophon which he added m his old
age on a picture of earlier years:

“Ever since my youth I have loved to paint.
Whenever I obtained a bit of silk or paper | could
not help asking for 2 brush to make a drawing. This
picture was done it my carly years. Though it does
not show grear strength of the brush, it has some-
thing of the spirit of antiquity (classical sparit).

“In the rime that las passed since then my hair and
beard have grown white and my manner of painting
has developed, but Ihave also grown indifferent to
multifarious matters. [ could no longer sueceed in
making one or two such pictures, if [ wished to do so.
Yu-chil wanted me to write one more colophon,
and so | have macle this record.”

The indertone of dissppointment; or sadness, thae
runs through this note by the old man. on a2 work
from his carly days, seems to indicate that in spite of
all success and official promotion, he felt that hie had
not quite reached his goal as an ardst. The very case
with which he could do everything, including
painting, his Githfulness to the old models, and his
occupations with “multifirious matters” may in-
deed have facilitated his carcer in many ways, but
such exertions did not offer stmulue to a creative
activity of 3 more independent and exclusive kind,

In some calophons Chao Méng-fu has also given
striking definitions of hisy principles and ideals as a

painter. The following may be said o conmain the
key to his artistic arorude:

“The most important (preciows) quality m &
painring is the spirit of antigquity (the anclent ideas),
If this is not present, the work i not worth much,
cven though it is skilfully dome. But nowadays,
Pmplcwha:r::h!:mpamrmrhaﬁmbrmhm:
delicate manner and to lay on strong and brilliant
colours comsider themselves skilful painrers. They

are absolutely ignorant of the fact that the works in

which the spirit of antiguity is wanting are full of
taults and not worth looking ar.

"My paintings may seemn to be quite smply and
carelessty done, but true connosseurs will realize
that they are very close to the old models and may
therefore be considered good. This is m!d for real
connoisseurs and not for ignorammses.”  (Dated
1301.)

Chao Méng-fu's insistence on the spidt of
antiquity as a sing qua non is indeed significant, but
one may ask what this actally implied in way of
mmitation, how far back in nme he sought his
models, and which particular masters he chose as his
guides in art. Judgmg by paintmgs sall existing or
described, his preferred models are painters of the
T'ang period such as Wing Wei and Han Kan,
whereas he considered himself quite equal to Li
Liung-mien, the foremost representative of the
“classic spirit” n the Sung period. It is well known
that Chao Méng-fu painted a free version in colour
of Wang Wei's Wang-ch'nan seroll and also that he
based himself on the Tang master’s works in other
landscape-paintings, such as the one called “Ch'iso
and Hua Mountsing in Autumm: Colours” and the
“Village by the Water"".* The comparison between
Chao Méngfir and the horse-painters of old,
meluding Li Lung-mien, has been repeated by
various authors; Chao's own opinion about it is
A Quoted Fromy Fine-ci i paiyiny s ime Shu=loug plu, wol 53,
2 The Hemsh Muscum possesses o copy. #itet Chao Meng-fi's
verarm of Wang Wez's Wmng-ch'uan scroll. The o of the
Ch'fae ard Hog Mountaing, which W sestioned i Shw-hus fiong

(val.toy pogrh)y has been. pubilished in i seil] prprodoction by
thiz former Palace Museum in Pekig
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expressed ima coloplion quoted from Cho-king I

“From my youth | liked to paint horses, and |
thought that 1 knew their character completely, My
friend Kuo Yi-chih once presented me with a poemi
i which he said: "People always compare you with
Lung-muicn; mot reabizing that you have surpassed
Te'ao Pa and Han Kan'. This rlk about Ts'ao and
Han is an exaggeration, but & o the comparison
with Lung-mien, | have no objection and may well
be equal to him."

Horses formed no doubr favounte motfs for
Chao Méng-fi he represented them either pastur-
ing in fields or mounted or led by their grooms, and
though he is said o have followed in the wake of
Han Kan, the actual stylisuc correspondence be-
tween the horse-paintings by the two masters is not
very close. Chao Méng-fu did not imitte Han
Kan's fiery steeds or paint the inmatess of the
mmperial stables, but represented horses of a - more
comnmon and domesticated type, some of them
boken in by Mongol siders. Nor are his horse-
puntings as 1 rule solated studies of single animals,
but more complicated compositions in which the
horses appear in groups or characteristie relations o
each other, sometimes in landscapes enjoying their
treedom mn nature,

It should also be reculled that these horse pictires
had generally a symbolic or metaphorical meaning
as cxplined in 3 colophon by Wang P from
Ch'ang-lo on a famous picrure called Horses on
Pasture under Old Trees (dated 1300). The horsey
were tepresented unrestramed by bridles or whip,
pacmg or frolicking under the mees and feeding on
the fresh wild grass. “Maybe”, says the wrirer, “'thar
Chao Méng-fu made thu picture a3 2 metaphorical
illustration, becawse do not gentlemen of worth also
like to enjoy their ease and freedom whenever they
& rid themselves of the fetters of official dutics?"

e seems, however, VETy uncertam whether any of
the mote or less antractive horse-paintings which
have been preserved under the mame of Chao
Méng-fiy actmally were executed by the master, He
had salful imitstors among the members of his own

family as well as among other painters wha special-
1zed ‘i horse-painting. He served as & model for
them all and his signature was probably freely used
o increase the value of the pamtings. It is con-
sequently Br from casy to devide which of the
many hotse-paintings that carry his name shoold
actually Be accepted as his own works, Two
of three examples may here be mentioned as.
lustrations; they are all contmupons seroll composi-
tions with 2 number of horses.

One of the most uetractive 1 2 picture m the
collection of Prince Matsukata, Tokyo, known to
me only through the reproduction m Koklks 433,
where it i described as “undoubredly penuine,
though with many repairs”, Tt represents eaght
horses, some of which are being watered and washed
on & river-bank, while others are leaving the bath
with riders on their back, The animals and the men
are pamnted in bnight colours aganst the neutral tone
of the sandy shore, but to what extent this rarher
stking pictorial execution should be accepted 25 4
suppart for the atribution of the signature may be
questioned (PLs),

Anuther seroll lkewise representing cight horses,
and also belonging 1o a Japanese collection, i
known through 3 full size collotype reproduction,
The animals are here represented it an entirely
different manner; they have no trappings or bridles.
whatsoever and there are no men to ke care of
them or to interfere in their rather intricate’ move-
ments and postures, which seem to have been chosen
with u view o exhibiting thetr musculir strength
and mohility. They are of a yery sturdy, not o say
heavy, type, reminding ue of the kind of horses that
usually are ascribed to Han Kan, but according to
the signature they were painted by Chao Méng-fn in
the year 1309. As far as may be seen mn this excellent
reproduction, the execution in a kind of kung-pi

‘manner is, however, too mechanical for an original

work of the Yitan period or earlicr; it seemss more
like the work of a conscientions copyist of the Ming
period. Bue the picture is remarkable for irs design
b She-fu fang, voliso, passh . -
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and asan historical document illnstrating the relation
between Chiso Méng-fu and Han Kan (PLes),

Pictures such as these two scrolls and several
others ropresenting horses with tiders, ascribed to
Chas Méng-fu (Pl.17), remind s of some remarks
by the Japanese Zen-monk Osen Keishan of the
fifteenth century, who i a coluphon to a picture by
the nmster offers the following informarion as to the
frequency of then existing imitations after old
masters, including Chao Méng-fu:!

"I have often heard people who travelled in the
South (of China) state that most of the paintings
which in thae pare of the coumtry nowadays are
called Famous works of art are imitations and by no

means old, They arc given names and provided
with these:als of ancient and more recent masters in
order to brng wmore predie o the picture<lealers.
Less than half of the pictures are genume, and not of
recent date, but the envoys (visitons) from Japan and
Kotea buy them and brng them home. To this |
simply add, ‘what is net i them is in rhis’ (4
penuine work). How could this be other than 3
divine work by Cluo Méng-fu, fe, a rare and
villuable things*

The confusion noted by the writer has cortainly
not become less with the years; it muost be admitred
thar the limiting line berween Chao Méng-fu's own
horse-paintings and those by his imitators is in some
cases rather faint.

A third landserall with Chao Méng-fu's signa-
tare, representing horses, 1.0 the Freer Gallery. Te is
execeuted with light colours in a very refined hung-pi
technique and does not show much affiniry in style
or composition with either of the two preceding
omes. There are fifreen homes conducted by three
rooms across a river ford; some of them are pawsing
in the water 10 drnk, the others arc passing slowly
onto the o te shore. The r:x:k} shores with
leaty trees, of which only the lowest section can be
seen. form s pleasane scene into which the horses
merge most natirally. The brushwork has & subde,
ot to say elegant, qualicy of which there was no
trace in cither of the preceding scrolls, aud there can

be hittle doubr that the picture is o' homogeneous:
original work of the Yit perind. Bur it may be
admitted that it has not much of the “classic spirit”
of antiguity (in any smse of these words) which
formed the undercurrent in old Chao’s creations,
and one might thus wonder whether a picture like
this was not done by his son rather than by himself
(PL1R).

It may not be necessary to dwell here on several of
the horse-pamtings which pass under the name of
Chao Méng-fii and mostly bear his signarare, since
none of them (to tmy knowledge) can serve as an
authentic starting peint for 3 closer sppreciation of
the master’s individual genius. We may rather tum
to the well-known pictare in the Freer Gallery
which represents a goat and a sheep and which may
be considered as the most authentic testimony of the
painter's excellent faculty of characterizing domestic
animals and his mastery of the brush in 3 kind of
combmed pictonal and kung-pi sevle (PL1g),

The two animals are placed on 4 neutral back-
ground; there 1s no suggestion of natural scenery or
a horizontal plane, yet they are brought in relation
to each other by their postures: the goat is lowering
its horned head as if ready for 4 fight or an atrack on
the prowd and wealthy ram which looks down upen
the opponent with a somewhat disdainful expres-
sion in its narrow eyes: The situation takes place in
the backyard of a country farm and the artist has
watched it with keen interest not only in the physical
appearances of the animals, but also in their inten-
tional behaviour, This is also contfirmed by his in-
scription on the picture in which be savs: “I oftem
painted horses, but wery seldom sheep. When
Chung-hsin asked me to paint I amused myself by
making a pictuce from life, snd though 1 could not
equal the men of old, it contains the reverberation
of the life-breath (ch'i-yiin) "

The note is particularly interesting on account of
its emphasis on the face that the snimals were
painted from life and yet with the old masters in the

! The coloplon is quored [fom Hom Kyibsheoeky i an grticle
by Tant Shurmchi i Bifutes Kenkyil, 46, pass.



2 THE YUAN PERIOD

thoughs of the pamter. They might be sad 1o
ilhustrate how the spiris of namre was o less

important to Chao Méng-fu as an arost than the
spirit of antiquity; it was the combination of these
two ideals or lines of endeavour which formed the
guidance for his artistic acnvity. This is to some
extent -evident also m the horse-paintings which
pass under his name; the best of them reveal
certamlty a close study of the living models, but at
the samie time the endeavour to transmir them in 3
style based on early models. One of the most
interesting examples of Chao Méng-fu's clbse study
of early models 1s the short scroll in Hui-hus kuan in
Peking, which is called Watering Hores i the
Auturmn Fieldst and according to the inscription
exceuted inthe vear 1312 Ir is painted with
rather heavy green and brownith coloors in an
archaistic style, probably after 2 model of the
T ang period.

Chao Méng—fu's dependence on early models is
still more obviows in 2 number of L*.rge cedoured
landscapes with illustrative saffage. They belong to
the ¢lass of academic pictures which may be called
pompier to use a modern term and, thought pro-
vided with the signature of the maswr, one may
wonder whether he did nor leave the execution of
these large decorative compositions to assistants.
The monfs of these: picrures are Hlustrations to
ancient legends or history, such as The Emperor
Tang (of the Shang dynasty) Summoning Y
(dated r3o9), the Abode of the Immortals (dated
1319} (Pl.29),; A Literary Gathering in the Western
Garden [i.e. the mecting in Wang Shén's famous
garden) after Li Lung-mien’s original and provided
with an mseription by Y@ Chi (1272-1168), These
are all in the Ko-kung collection, but there are
others of 2 stmlar kind in private possession, as for
mstanee the large picture known as The Dragon
King Paying Homage ro Buddha, which forms part
of the J. 1. Chan collection in Hongkang. This is
mentioned by An Lu-s'im in Me=yiian hvit-kenan
(vol.V) together with a very beautiful picture of
Sakyamu, represented in red mantle, seated o a

stone and holding in his hands 2 fi~{ and & fm, “done
it the namer of T'ang paintees”, An Lu-is'un men-
rions furthermore a picture of the Seven Sages of the
Bamboo Grove which wis painted partly in ink and
partly i colours: “In domg the bamboos he fol-
lowed Su Tung-p'e and in painting brightly col-
oured human figures he followed the Tlang
masters, 3 description which confirms our apprec-
ation of Chao Méng-fu as a faithful taditionalist,

Besides these large hanging—<scrolls with mountaing
nsmg through the douds and figures gatherimg in
the airy pavilions, there are 4 few minor landscapes
with a more defimte local character, such as the
short handscroll in the Kukung collection knownas
the “Ch'izo and Hua Mountams m Autamn™, It is
an carly work, dated 1295, suid to have been pamted
for a frend ealled Chon Klm.g—cl:lm.whﬂeﬂh:m
Ming-fu was staying as an official in Shantung. The
scenery includes the two moontins after which the
picture is clled md some groups of trees in open
Hat commtry, but these clements arc mther frecly
adjiusted according ro conventiondl desions of
eatlier times, The historical fame of this picture,
which is executed wath light éolours and ink in 2
somewhat dry manner, is hardly due to any extra-
ordinary pictorial qualities of beauty, such as may be
found in the ink paintings by Huang Kung-wang or
Wu Chén, but seemis rathier based on tie senown of
the maorif (the two hills) and the name and posicon
of the arnst. It confirms the impression that the
tradinionalist Chio Ming-fu is far more in evidence
m the coloured paintmgs than in by ink-sketches,
which are done in & more spotitancons manner and
possess, when at their best, o perfoctly balanced
rhythmic beauty that may be said w reflect the
life-breath of the creative master.

The best among these minor Lindscape designs
are composed of dry trees and garden rocks (Pliz1),
aF of young bhamboos and ofis of epidendrum
among mossy stones. They are essentnally akin 1o
VA [ater version ol thin pictire in the M Mieum
coamns the mdrmmaron that it wis doie after & wiek by et
K'usn of the Tang poriod.
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the ink-sketches hy the gentleman painters of Sung,
though rendered with eyen greater case. Their
artistic significance depends on the ductlity of the
brush-strokes, It is these which impare the sap of
sprng to the bamboo shoots and the silent yet sing-
ing thythm of life w the slender epidendrum leaves
issumg mn long waves like sprinkiing cascades from
the hollow stones. It muost be admiteed that in paint-
mg these Chao Méng-fu surpasses all his pre-
decessors, including Chao Ming—chien and Cléng
Ssi-hsino, as may be seen for mstance in the beau-
tiful scrall in the possession of C. T. Loo Successors
or in New York (Plzz),

Chad Méng=fu has alse pamnted some complete
landscapes in ink representing open views over
lonely waters, inote or less remimding us of Ni Tsan's
renderings of such motifs.! In ane of these pictures
there is'a pavilion on the shore m which some pocts
are assernbled, as told in the mscriptions by Yang
Wei-chéng and Tung Chii<ch'ang; in the other
there are no buildings, only two tall pine-trees and
some brambles among the boulders on the near
shore, while the rest of the picture i an open view
over silent waters that merge with a low horizon n
the far distance. This picture was once in the eollee-
tion of An Lu=ts'on, who describes it as follows m
Muo~yiian huikuan, vol.V:

“The landscape is pameed i rthe style of Ho-yang
(Kuo' Fisi), the brushwork is pure and vigorous,
The scenery 1s rendered m a simple and summary
amammer. There are two tull pitie-trees, same strangely
shaped stones, thomns and brambles, a sandy shore,
and minor stones, all wonderfully painted. The
opposite shore is composed of a mountain ridge and
strerches of flir country, and far out on the nverisa
single baat with an angler, which produces an air of
calmniess and distance.”

At the beginming of the scrull is the following
mscription: = Tzd-ang did this picture of Two Pines
in-a far extending view to amuse himsell™, and 2¢
the opposite end the arust wrote: “In my early days,
whenever 1 was at leisure from my studies, | used o
play with a small brush, bur 1 could never acgmre

skill in- pamting landscapes. | have not had the
opportinity of studving some of the extraordinary
warks by the T'ang masters such as Wang Wei, the
two Li and Chéng Kuang-wén, nor even the great
masters of the Five Dynasties Ching Hao, Kuan
Tung, Tung Yian and Fan K'uan, who werc
superior to pamters of recent tmes. As to my own
works, thougli [ do not dire 1o compare them with
those: of the ancients, yet if § look at the pictures by
men of today, [ miay claim to bea linle different,
Ych-yiin asked me to do a painting, and so | have
writtew this at the end of it” (PL23).

Through a picture like this Chao may be said ta
hiave asserted hus place in the front rank of the great
landscape-painters of the Yilan period, It may
appear more tradinonal than coreesponding works
of the younger generation, it does not possess the
breadth and sweep of Huang Kung-wang's best
wirks nor the spotless purity of Ni Tsan's simple
mk-drawings, yet it is distmguished by grear refine-
ment and a degree of structural beaury that rarely, if
ever. has been atmined by the pamters who
specialized in landscape, Yer Chao Méng-fo was no
specialist; he did not repear humself over and over
again with the same kind of motifs or ideas; he was
more of an all-round arst. And winle he mmstered
many kinds of pictorial expression with the same
ease, his techmical skill along various lines and his
attachnient to the prnciples and ideals of the old
masters did not prevent him from remaining an
mdividual master of superior type, He formed &
link with the past and became as such 2 guide for
younger men, but also through his most spon-
tneois works. opened new roads of approach
towards such problems of expressiomistic ink-pame-
ing as occupied most of the best painters duning the
latter pare of the Yiian period. No one could with

Cese himlscape woills e bodh reprodiced ln Chitgda
sty oy the present cwner of the plegare with e paviliion
im the shore 0 unkoown, whereas thie Liteer picturs B one of the
reeasures of the (202, Wang collecoon m Mew Yok, Cf. MNoas
it parsligue of the eshilvrion of Clrriese Landicap Painting im
Cleveland, 1934, Anoilier verson of the sune Sesign b b (he
posimmoni of (. T Loo Succesor. N.Y.
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better reason be placed ar the head of the pictorial
development m the Yilan period.

* e *

We ate told that Chao Méng-fu used to sy, not
without prde: “Every member of my tamly is &
skilful painter or calligrapher”. Tlus included lus
wife, Kum Tao-shing, and brother Chao Méng-yii,
as well as lisson Chao Yung and his son's son Chao
Lin. They have all won for thenselves places in the
history of Chinese painting, though of a secondary
rank, and since they all worked in the shadow of the
great master (partly os hus pupils and assistanss) it is
not easy fo armve 4t 3 proper sppreciarion of dhcir
individual menrs. Bor whatever their luscorzcal
assocmtions may have been, it is evident that each
of them did some paintings of a defmite type and
style that merit o be remembered as individual
varations on certan aspecs of Chao Méng-tu's
art,

Kuan Tao-shéng, or Kuan Fo-jén, was eight years
younger than the master (ba26z, diajzs); she
searred as his pupil and seems o have been highly
appreciated by him as a pamter of bamboo in
particular, if we may draw some conclusions from
‘the hshand’s inwcrptions and the fact that lie did
some pictures jomtly with his wife, The maim subject
of her painting was bamboo, but she abo painted
lan-tmm and oocasionally figures, such as the little
ink=sketch of Kuanym with the Fish-basker (in the
Abe Collecrion, Osaka) which, according to an in-
scription (dated 1302), was made after 4 picture by
Wu Tao-tzit. But nothing would be more difficulr
than to trace any kind of stylistc resemblance
between this fugitive sketch that seems o be
written down rather than pamnted and some figure of
the kind that passes under the name of the great
Tﬁng master, The dr.lwmg 5, however, worth
remembering as a genuine recond of Kuan Fu-jén's
quick and jerky brushwork.

The samic kind of almost nervous vividness is
characterstic of some of the small lamboo stadies
provided with the pamiter's seal and signiature in the

Ku-kung collection. We find it m the very chinand -
denider bamboo plmt growing by a deeply fisured

marden stone, o puetare which has the gracetul

charm of a woman's brush. Tung Ch'ich'ang has

wiitten an etcomium at the top of the picture,

praising it a5 3 masterpieee of its kind (PLagn).

Another mmor painting by the artist in the same
collection i muoumted together with some other
contentporary pictures on 4 handseroll called Yiian-
fén thi-chia. It represeurs & bamboo grove along a
river-hank enveloped i a light haze which i
rendered with a very sausitive brush. According @
the inscription it was painted in 1308 Similsr
pictorial qualities may also be observed in a small
hangme-scroll in the collection of Dr. T. Monyain
Kyiito, which is knowt under the name The Purple
Bamboo Rerear. It has rwo inscriprions by the
painter, one of them being dated (206, The picture
s mo longer i a pure conditon, bang somewhat
worm and dirty, but it las preserved an infimare
charm of 1ts own; the lirde homestead in the bamboo
grove at the oot of misty hills is pained with
wtmost care the bamboos have an almost feachery
appearance; it Is very simple but has the genuine
touch of 3 record of pleasant memortes done with
love. The other lamboo paintings with Kuan Fu-
jén’s signature, to be seem m several public and
private collections and mentioned in the Lists, have
not the same imprint of genumeness (Plas).

Chany Yung, =3 Clung-mu, the son of Méng-fu,
was born 1280 and contmued h\sacanr until abour
or shortly after the middle of the hmrmenﬂlcmmry !
He served like his father m official 1oms, ob-
tamned the rank of fai-chao 2t the court of Kubilai
Khatt and was appointed governor of Hu=chou. As a
painter he was active dlong similar lines to his
father, doing figure and horse-pamting no less than
landscapes ‘and  birds; His on Chao
Méng-fu's style amd models is most obvious i the
horse-paineings, which often impress vs more as free
versions of the father’s designs than as individual
creations, whereas s landscapes reveal @ more
detinite pessonal charscter which shows that Chao
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Yung absorbed something of the new spirit or
artistic attirude which Tound expression in the works
of the great landscape-painters during the lateer half
of the century.

Typical oxamples of his horse-paintings in the
munmer of the fither may be scen m the Ko-kung
collection, such as the pictire of a mian in 2 ved coat
on a white horse under leafy trees (inscribed by
Tung Chi-ch’ang) and the picture of five vanonsly
coloured horses on pasture under large green trees
on s river-bank. The landscape is here no less
important than the horses and the Mongol grooms,
who is seated in the shadow of a tree, The picture is
signed and dated 1352 and provided with two
poems by Lin Yung of Ping-mén and Wang Kuo-
ch'i of Wo-hsing (PL26).

Another chafacteristic example of the Chan
Méng-fu tradition transmutted by Chao Yung's
brush, 15 the short handseenll rcpnu.hlﬁ:d in Chamg-
ko ming=hna ehi (vol.2g) which three beaunful
horses are sanding in frant of somne trees, The horses
are of the same type as these described m the carly
part of this chapter, all placed in side-view and
executed with utnost care. The poture s signed and
dated 1345 (Pl27a). In other pictures such as the
shorr scroll in-the Freer Gallery, 4 similar steed is
held by a Muongol groom (PLzys), These animals
are all of the same breed, i perfect represantatives
of the imperial horse-breeding, but they offer very
little of mdividual interest. _

It showild, however, be remembered that there are
also picrores of wretched starved horses ascribed to
Chao Méng-u and his son, but none of them has
been identified with certaimty. Yet here may be
recalled m parm:uln a large album-leaf 1w Hikkaen
(pl.33) representing an old muare which is lying on
the ground with folded legs, outstretched neck and
halfclosed eyes; while 4 monkey is dingmg to the
horse’s back. The characterization of the two
quite ibcongruent animals becomes very effective
through the contrasts and must be based om a very
keen study of nature. [f Chao Yong actually has
Bemmptmﬂh!eﬁrrﬂmpu:mmaﬁpmuppmd it

the traditional antriburion, it may be said to add 2
new feature to las arnstic profile.

His nsme has also been attached to some very
decorative pictures of large white birds in Japanese
collectioms,” but a there is uo Jupide or authority
whasoever for these armbunons, we have no
reason to discuss the paintings ar this place, The only
bird-paintings which actually bear his signature
represent magpies and mynahs, execued inink anly
and with no insistence on decorative effecr; one is
dated 13197 and the other 13407

The most sigmificant items in the list of Chao
Yung's individul works are no doubt the lmd-
scapes: There are at least half a dozen such pictures
which may be accepred as authenne and about the
same number of more doubtful arrbutions. The
best known ameng these s probably the River
landscape with Fshermen, now in Mr, Frank Caro's
gallery in New York (formerly in the Chang
Ts'ung-yii Collection). It must be a relatively late
work, conceived and executed onder the influence
of Wu Chén's art. The ald decaying trees om the
rocks i the foreground form an fmpressive sil-
houetre against the smooth grey water swhere two
fishing-boats are famtly visible in the evening haze.
The quier mood is reflected in the grey tones of
various depth liid on with a soft and yer firm brush
(in 4 manner recalling Wu Chén, though a linde
heavier).

The sane kind of broshwork may be observed in
the fan-shaped pictwre belonging 1o the Natonal
Musews in Stockholin, in which the old writhing
mrees domumate the whole field and strike a deamaric
fote in the compasition of rough boulders and
rocks along a narrow stream. The expressionistic
effpet is increased by the condemsing of the design
(Pl=8).

The picture i the Honoluly Academy 1s 4 more
traditional landscape i which again influences from
UThe best seatnples of dits kind of puintiigs are ' Nidhi
Hengranji, Kvita, snd i the Kawamahi' colléctioimn
107, Shing Kachi (Gaunm, pLis..
¥ o, Orerours, Bungfin Gaen, | 12,
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Wu Chén aud Huung Kung-wang may be traced.
The broad mountain stream constitutes 3 back-
ground for tall leafy trees and the man who sits
in their shade, The upper balf of this composition 1s
occupicd by a deeply fissured mounwin cone. Every
detail is rendered with distimction and ¢learness; the
brushwork is remarkable for its combination of
structurdl definition and soltmess of touch. In regard
o technical execution the picture would hold s
place at the side of the most famous works of the
period.

Chao Yung was evidently a highly gifted bur
sumewhat uneven painter; but it was only ar
exceprional moments that he fele free to give expres-
siont to his own ideas-and dii-piin; then he did land-
scapes charged with life, like the lirtle fan-pamumg in
Stockholm, But much of what e painted was
sin:Fhr a restatement of his father's concepts ind i
this way he became the puirdian of an over-
whelming artstic inheriance.

L * *

The famly tradition was continued by the sonsof
Chao Yung, though with graduslly decreasing
strength and success. According o the record in
Tu-dnii pac~chien one of Chao Yung's som, called
Féng, rz4 Yiin-wén, panted epidendrom and bam-
boo just a3 well as the father, and as “the farher
wsually signed his name on the pictores by the son
(v make them more desimble for collectors) the
name of the latter is not well known™. No picture
sgned by Chao Féng or attributable to him has, to
my knowledge, been recorded.

The other son of Chao Yung, called Lin (with the
121l Yen-chéng) is better known a5 3 pamter through
at least four signed pictures. The most interesting of
these is the handseroll in the Freer Gallery which
represents & cavalcade of Tartar horsemen (doie it
ink with geld ormaments) which is copied afrer an
earlier model (now m the museum m Boston) prob-
ably by a Liao panter; the others ase more or les
modified vrrsions of desgns by the older Chaos
rendered without any noticeable individual accents.

According to the inscriptions on fwo of these
pietures, dated 1360 and 1365, they were execured
no less than one hundred and EFH_. Trma_ftﬂ'ﬂlt
grandfather’s acuvity.

R * -

Besides the members of Chao Méng-fu's family,
his wife, son and brother, there were 3 number of
other artisss who, according 1o the records, profited
by the personal mstruction of Chao Méng-fu,
thongh devoted themselves to varions kinds of
painting. Three of the best known among them
may be mentioned here as examples of the master's
influence, which remained a cenmal current in
Chinese painting il the middle of the fourteenth
century.

Ch'én Lin is said 1o have been 4 personal friend of
Chao Méng-fu and pracuically of the same age
(e.1260-1310). He painted every kind of subject,
such as landscapes, figures, trds and Rowers, “and
as he received instruction from Chao Méng-fu, he
made great progress, and his pictures were not
comman or vulgar”, This may aleo have been the
result of his meessant copying of the old masters; we
are told that “whenever he ssw an old picture he
made 2 copy of it which looked exactly like the
orgimal”. No painter of the South Sung o Yiian
period proved more successful in: painting such
copies.!

A painter of this type can hardly be expecied o
have created much of original mportance, but it
may be useful for the historian o know some of his
warks since they arc casily misxed up with those of
contemporarics or earlier pamters. The three ex-
amples of his are in the Ku-kung colleetion, which
have been reproduced, are quite different from each
othier; the first is a picture of Cliung K'uet standing
on 4 slope under same leafless tress, which might
casily be attributed to Chao Meng-fu, if it did not
have Ch'én Lin's signature and date (1300);® the

* T pao-shiien; vol ¥,
b K b ohif, wol XX,
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second represents 4 large duck standing on 4 fiver-
bank, and is dated 1301 and provided with inscrip-
tions by stich prominent colleagues of the artist as
Clao Méng-fu and K'o Chiu-ssih. This is a work of
the Huang Ch'iian type,! whereas the thied is a river-
landscape with some old trees on the rocky share,
bearing three poetic inscriptions and the artisc’s seal;
it is painted with rich ik in 3 mamer which re-
pminds us of Chao Yung's best landscapes® 1t-would
be hard to say whethet any of these represent Ch'én.
Lin's own artistic ideas or whether they should
simply be taken 38 proofs of his grear vessatility.
Ch'én Lin seems to have been a representative of the
growing eclecticism among the traditionalises,*

The same must have been true of Ch'en Chung-
jén from Hangrhou, 4 somewhat younger man who
also received advice from Chao Mimg-fu. ““When
he lived in Hu-chou, as a difector of the Anting
college, he discussed methods of pamting every day
with Chao Méng-fu", who, accarding to T u-hii
pav-chien, “‘did not equal him im all maccess™. To this
Hsiz Wen-yen adds the substantiatmg remark that
“when Chao Méng-fu on a lagst occasion saw his
friend's pictures of Howers and bards, which were
bristling with life and comparable to the works of
the old masters, he sad with a sigh: "Even if Huang
Ch'iian would come back o life, he could not
possibly do better than this!" So high was his
estimate of Ch'én Chung-jén.”

The painter is represented in the Ku-kung collec-
tion by 2 rather strange picture called The Hondred
Sheep® A great number of dimumutive sheep are
represented i the company of children, and in the
midst of them there s a fat boy dressed like a
Momgol prince and his servant with a goar, both
represented on a much larger scale than the rest. The
composition is said to have symboh ¢ reference to the
new awakening of life in early spring.

Other works attributed to Ch'én Chung—jén
include a scroll painted, according ro the inscniption,
after a model by Chii-jan.* and a quite difierent sore
of lindscape which, if it were not provided with the
painter’s seal, probably would be anributed o 4

follower of Kao K'o-kung* It represents a high,
deeply ereviced rock dsing from a misty sea and a
Aute-plaver m a boar ac it foot. With this romanric
gir it makes an interesting motif, expressively
rendered. If the atrribution is correct, it must be
admiteed that Ch'en Chung—en was a lughly
imaginative artist besides being an excellent imitator
of the old masters,

Woanyz Yitan, i fo-shu, Jrao Tan-hsien; also came
from Hangchou, Tn his early years he studied
pamting with Chao Méng-fu, who gave him good
advice. “As a consequence his paintings were done
after the manner of the old masters, and not in the
(later) Academy style. In his landscapes he followed
Kuo Hs, i painting Howers and birds Huang
Chi‘fian; and in figure-pantngs the T'ang masters.
All his works were refined and wonderful, but mou

lv so the ink-paintmgs representng flowers
and birds, bamboos and stomes. He reached the
highest level of this period.™

Wang Yiian's activity as a painter must have

over a wide scale of motfs; according o the
abave record he did landscapes and figure-paintings
as well as Aowers and bamboos. which might con-
stitate 3 reason to introduce hitm here instead of in
b, wol VL
* Ka-frrng, vol XXXIX.
B Kk sfeefria ol wol XLL
* Sagen, poal.

* Sagem, p4z

& Hiss-shaifi hoz-yow sonak T bt pro—ieem, vol.3.

& The Plare (Nouag) on wheh Chién L' tiver view 15 Tepro-
doced abso mcludes another sonwwhat Lrger album-daal {from
the frrmer Munchy Honshold eodlection} which s sigaed by
Wi Chiisting and dated 1352 The rwvo pictnres lave 0o direct
stilistic ectmexion snd sre reproduced on the same place for
reasoms of soomomy, yer they are both of romarkable guality md
a5 such notable example of the high sandard of Lndaape-
patning reached by lesser—dnown artishy during she frsr half’ of
the fotrteenth comry.

Wei Chiu-nng, whise tzii wat Ming-hsiian, i anally counted
amemyg the specnalives of boundary-painting, but be was evidendy
alss capdble of doing l;mlmpﬂmlhru:mepcrmulnnmuul‘
Mg Kung-wang, not bo sty Wang Mémg, wher at the time of
this pictire had ot s yer beeane 3 Yeading master, The picrare,
which reproenn a mver lanbucepe dividad by & suountiin ridge
and some pavilimes ilong dir shisee, ivan interesting example of
th kind of pictoril compositions that becamne most spprecaared
by the Four Wangy aed W L.
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the chapter on bamboo-painting. But no authentic
landscape or figure composition by Wang Yiian has
o my knowledie been preserved: his name is
nowadays attached only to pietures of flowers and
birds, bamboos, scones, shrubs, and blosoming
trees; motils which he reated mycolour as well as in
monochrome k. The coloured paintings are
mostly of small sizc. i.e. album-leaves or fan-shaped,
and as such more difficult to judge or atrribute than
the larger panungs which are based on ink-draw-
ings and in which the actual brishwork can be
followed more exactly.

The snall coloured paintings are most common
in Japan., where they have been particularly esteemed
as fitting decorations for the tea-cercmony moms.
Some of them represent 3 single flower, others a
braiwch of a blossommg frue-tree, others agam a
large lotus-leat with dragon-fies or with small bicds
in the sume intimate manner a3 may be scen in
pictures ascribed o Chao Ch'ang. Among the best
examples of this group should be recalled: A Branch
of Wild Gamellia (formerly Magoshi callecr)t
Wagtails on Lotus-leaves, and A TDiagon-fly on a
Péa-vine, two paintings in the Hikkden album (now
in the T. Nakamura Collecnon),* and the Hibiscus
Flowers, formerly in the Pang Yiian-chi Callection,®
bur none of these s w my hn)wt:dg: acually
signed, though most ol them are marked with the

painter’s seal. Their artistic disunction is 4 matter of

the sensitve execution with colours, highly finiched,
yet suppestive of life in natuee, but they can hardly
be accepted ds specimens of Wang Yilan's individual

le.

The larger hangmg-scrolls areas a rule execured in
A very meat Mung-pi nianmer, sometimes with slight
addition of colour. The compositions are dommated
by sl bamboos or blossuming shrubs in garden
rockeries by 1 p-cmd or a mver: There are large birds
on the ground or in the water and puller ones
flurtermg among feathery bamboa-leaves. The fol-
lowing may here be mentioned w1 chronological
arder: Two Turkeys on 3 Rockery; A Swaymng
Bamboo and Branches of a Blossoming Shirub,

dared 1344 (Choo Hung-sun Callection);* A Sing-
mg Thrush in o Blossoming Peach-tree and Tall
Bambsoos; Ducks Asdeep, dared 1346 (KA shu-hua
chi. vol XXXV); Bamboos and 3 Blossoming
Gardenia by a Garden Rock; Two Duocks in Water,
dated 1347 (private collecrion, New York); Young
Bamboes and 4 Flowermg Rose-bish on a Rocky
Shore; Small Birds on the Ground and in the Air,
duted 1347 (tn another private collecrion i New
York). Closely related to the two last mentioned
pictures is another in the Abe Collection in Osika
Mussum which represents a Tuft of young
Bamboos on 4 rocky Shore, two Quails and small
Birds on the Ground* It is not dared bur fully
signed, like all these mentioned above, and said o
be panted after 2 work by Huang Ch'ian, known
as Bamboos and Small Birds, The picture may be
the same as the ome described by An Lu-ss’uman
Mo-yitan hui-kitan in the following words: ™A paint-
g in ik on paper, represeating butterfhics, two
quails, sparrows; voung bamboo-shoots witly loose
scales and green skmns, done m & vigorous and
etaceful manner. The bambouos in the panting are
all rendered i ourhine and filled oot with light nk.
The rocks on the lillsde, the water of the stream,
the wild plants and berbs sre all wonderfully pameed.
According to the msctiption in l-shy (it was)
painted by Wang Yiian, Jo-shni, in imitation: of
Huang Ch'iian's Bantboos and Small Bird<™

Tt 15 interesting o note that An Lu-ts'un, the
excellent connoisseur of the aghteenth century,
praises in paricular Wang Yilan's manner of paine--
mg the bamboos in outline and then flling out the
leaves with shades of ink, 4 manner which required 2
very strice control of the brush as i also confirmed
by Li K'ang i his description of this technique,
Wang Yiian developed it 1o a degree of perfection
not obrained by any other of the contemporary

4 Kolka 771,
* Hikkiw 6, §7.
* Plang Yikmechi eatalegme,

* Ségem, pae
Stk 1,21,
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masters ‘who specialized in baniboo painting. He
used 1t not only m painemng bamboos bur also for
reeds, willow-leaves ind Rowee-perals and gave thus
impressions of utmost lightess a5 if the Howers and
leaves were wouched by a breath of wind,

Tr may thus be sad thar Wang Yiian holds a place
of his own among the bamboo paintess; he has
always been particularly admired by the Chinese
experts as one of the greatest men of the brush, and

with good reason. But in addition o this technical
perfection several of Wang Yiian's pamungs have a
special historical importance as substitutes for the
famous works of Huang Ch'an, his particular
model, and other painters of the early Sung period
whose onginal creations have been lost. He was a
faithful traditionalist but at the same ome had a very
defimite mdividual talent and was one of the maost
accomplidhed painters of the Yifar penod,

Clt'ien Hsiian, Jén [én-fa, Liu Kuan-tao, Wang O and Wang Chin-p'éng

Caao MEnc-Fo and his son were not the only
painters at the beginning of the Yiian period who
excelled in hoese-painting; there were other prome-
nent masters who paid special ateention o this
miotif; it was, indéed, geowing very popular as a
restilt of the Mongols' grear predilection for and
constant association with horses Among the early
painters who contributed to this vogue without
bemg exclusively hotse-painters should also be
mentioned Chiien Hsitan and Jén Jén-fa, whose
activities at least in pare followed hnes paralle! o
those of the Chao famiily.

Ch'ien Hstian had, as 1s well known, spent the
best part of his life under the old regime, and he
eemmned frchful o its maditions m his personal
symupathics as well as i his artistic ideals. Te passed
his chin-shih degree 1260 (or shortly after), and died
presumably fifty years later. The main part of s
activity was thus pmctically accomplished when

Like a few uthers of the old Sung srdses he becamie
known under several more or less fanafol names
such as Shanchii, Yii-t'an (Jade Pool), Sun-feng
(Peaceful Peak), Ch'mg-ch'il, Chach'van wéng

(referring w his birthplace near Wu-hsing), ete.
Togethor with Chao Méng-fu and six other Sung-
bom men he was classed among the Fight Scholurs

of Wu-hsing. bur while Chao Méng-fu and some ot
the others accepred the mvitation to enter the service
of the conquerors, Ch'ien Hsiian “clenched his
weth and did not join the crowd”, w0 use the
expression of Hua-shik hui-pao. He lived as a hermit
i the South, “went on writing poetry and painomg
until the end of his life”, and drowned his pamiotic
disappointments in wine. His artistic acavity is said
to have been dependent on this, but the enjoyment
had 1o be regulated according to-a certain messure:
“When he had not taken wine, he could nor paine;
and when le was quite drunk, be could nor do
so cither; anly when a little tipsy was he in the
right mood for pamting, then his heart and hand
were in harmony”. And his works were in. great
demand: *“When he had done a picture he had no
leisure to pay any further attention to' it, because
there were always amareurs who took it away.
There are people today who have pictures with
very fine and clear records to which are added false
poems and mixed writings, These are frauds, not
done by himself, or not works which satisfied him
(éven though he may have done something on
them),™

The list remarck should be kept in mind as a

| CGrupted fromy Flaey I ien par-giim heae, e Shiv-liua plia, wol.3s,
Pt
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warmning when we are trying to pick out the authen-
tic works ot Ch'ien Hsiian among the great pumber
of paintings — some with his signature and some with
fme inscriptions or colophons — which pass under liis
name, If such a critical selection were difficult in the
painter’s own lifetime, or shortly after (when the
above femark was made), it must be still mare so
today. We must here limit ourselves to u few
examples which for stylistic reasons may be accepted
as his wark and more or less indicarive of lus genius,

The early writers emphasize particularly his skill
in following certain old masters: “As a figure (and
animal) painter, he imitated Li Kung-lin, as a painter
of Howers and birds he continued the madition from
Chao Ch'ang . . , in painting green and blue land-
scapes he followed Chao Po-chii”, bur, as was sud
by another eritic; “his landscapes are powadays
rarcly seenin the world".! His skill in imiwating the
old masters without the least aberration is further-
more illustrated by the following anecdote:* “Once
he borrowed from a collector a picture representing
2 white goose, This he copied during the night and
mounted it, The nexr day he returned the copy
mstead of the original to the owner of the picture,
who did not notice any difference. The people from
Huchow (ie. Wo-hsing) inherited the style of
Shun-chii; they are all fimous for their <kill in
pamnting.”

It may be remembered that several of the grear
masiers of the period, ncluding Chao Méng-fu,
Wang Méng, Wu Chén and others;, came from the
same districe, and the firsenamed & wid to have
sought Ch'ien Hsitan's “advice in painting”..

The morifs for Ch'ien Hsiian's ﬁguro—pamml.gs
are partly chosen from Buddhist legends, and partly
from ancient history, and often treated with a touch
of humour or imagination that miskes them enter—
taiming. That is truc of his representations of the
Sixteent Lohaus, in a seroll in the former so-called
MNational Museum in Peking, and of The W.
of the White Elephant, a motif of which he paiused
at least two versions, and also of such pictures as The
Emperor Ming-huang Teaching Yang Kueiei to

Play the Flute; and the ilhstration of Yang Kuci-fei
Mounting 3 Groy Home in order to follow the
Emperor (who sits on lns white lu_m.e], not to
mention the Evsperor Sung T ai-tsu playing Foot-
ball, and the strange Tribute Bearers with ther
terrible Mastiff and s Puppy, paintings known
cather m ongmals or m copies which sre more or
less typical of the master.

The most delicate of the ubove-mentioned paint-
tnugs is perhaps the little handseroll (formerly in the
Tuan Fan collection) in which the Washing of the
Elephant is represented in adherenice to 3 T'ang
model, yer with sufficient freedom to lift the miotif
out of the worll of ordimary uman evens and
envelop it in a legendary armosphere (PL31). The
scetie is dominated by the huge white animal which
is seem in frone-view and is so large that it reaches to
the very edge of the picture. Men with long heooms
are trymng in vam to reach the back of thiv enormous
creature. The beauty of the picture is, however, not
only = matter of the design, but also due to the:
exquusite brushwork, a bung-pi style, combined with
light wuches of colour, as for mstance in the red
cloak of the supervising monk, Ch'ien Hsiiait was an
accomplished master in brmging our delicate shades
in the characrerization of the figures by expression
and movement. This can alio be observed in the two
small handscrolls, one cepresenting the Tribute
Bearers with their Mastiff, and the other the Flute
Lesson of Yang Kuei-fer. The design of the former is
probably borrowed from 3 picture by Yen Li-pén,
but the characterization of the strange men, one of
them with the puppy in his arms, is (juiite
tuan; they have an air of rerribifita, but st the same
time reveal 3 certam hesitation fn advancing with
their frightening tribute animals (Plzaa),

The other picture recetves its distinction from th
central group formed by Yang Kuc-fei and the
emperor, who is hielping the young lady to keep the
flute in proper position, The two figures stand in
¥ St Hu Wineg, i,

*From Ha Ch'ang~ju's Clichung o, quoted m Shishu phi;
vol. 41
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isafation in the contre of the picture, forming, o to
speak, the tongoe on a balance, which is continued
towards both sides by secondary actors; i, courtiers
who are listening to the air and beating tme with
their hauds or wooden clappers, while 2 dwarf is
dancing to the messure. The contrast between these
various figures serves to emphasize the serene grace-
fulness of the central group (Plj2s),

The picture femmunds us to some extenit of Lt
Lung-mien's Chi-jang ', the handscroll with
dancing and music-making figures, one of his most
vivid studies of actual life. Recalling the former and
comparmg it i thought with Ch'ien Hsiian's
painting, we realize the difference between a creative
genius and 2 praceful mraditionalist, Emh painers
were inspired by “the spirit of antiquity”, but they
interpreted it differently according to their narural
gifts and temperaments,

Another episode in the romantic story of the
caiperor Ming-huang and s fateful beaury is
illustrated in a handscroll formerly m the imperial
collection, but now on the market m New York, It
represents Yang Kuci-fei trying to mount 3 large
dapple-grey harse in order to follow the émperor
who sits on 2 white horse ready for a riding tour,
(Accordmg to the inseription he has pad o visit to the
lady and presented hey with an ormamented hamess
and a carved saddle.) Two women servants are
liftitig the gorgeowsly dressed lady into the saddle,
which 1s being fastened by a groom, while an ofder
man is holding the horse. The emperor watches the
procedure with rather superalious attention while
some servants with tall ceremonial fans and the
emperor’s bow are sunding close by (PL33). The
illustearion which sevms to refleet 4 happy and care-
free moment in the romantic adventure of Yang
Kuoei-fel and the emperor acquires, however, a
ruther different significutce when we read the m-
scription E:r:.r the pamter, who asks (in substance):
“Why was it that the sugust persons here seated
on fine horses were obliged to mravel on mule-back
when flying to dismane Shu frome the devastated
capital?”™ The magic theme of national disaster was

a source of inspiration to more than one of the late
Sung pamters. The moral inference of their paint-
ings commiended them to the scholarly class. It may
also be noted that Ch'ien Hslian's composition has
been repeated wath dlight variations in 2 later picture
which forms part of the Berlin Museom collecoon..

The picture seems to possess the exquisite refine-
ment and graceful stuffness (if the expression may be
understoad] of the painter’s genuine works, but as
I have not seen r]:::u:igiml | moase reserve & final
opmioi. The general characteristics of the figures
and the breed of the horses are quite different from
the corresponding features m the Chao pictures. The
figures are thin and ceremoniously stff, the horses
short and full-bodied riding mounts with very thin
legs, such as were bred in the imperial stables butnot
on the pasturing grounds of the Mongols. We are
here, ¢o to speak, 2 generation behind in time, The
artist has endeavoured 1o evoke an archaistic impres-
sion of bygone rimes without renouncing his own
very sensitive brush-manner.

The archaistic tendency of Cli'ien Hisitan's art is
also prominent m his landscape-paintings; they were
done, according o the records quoted above, in the
manner of Chao Pochii, the South Sung master
who became famous throogh his landseapes in the
so-called “blue and green manner™, sometimes with
the addinon of gold outlmes, Chao Po-chit in this
respeet followed the traditions of T ang times known
through the works of the two Li, father and som,
which he developed into a highly canventionalized
decorative manner. This seems o have appealed to
Ch'ien Hsitan in lis search for the refined and the
old-fashioned; he rried to follow along similar lines,
sacrificing something of his intimate feeling for the
living beauty of nature to the stylization of the
forms mto 2 pattern of unrfied decorative effect.

Various stages or degrees in this development
niay be observed m his small lindscapes; thus the
scrall in the Memropolitan Museum which illustrates
a_passage from Tao Yian-ming’s “Returning
Home™, is painted in 3 somewhat freer and more
fluent manner than the picture in Mr. C. C. Wang's
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possession, which represents Wang Hsichih (the
great calligrapher) admiring the long-necked white
geese in the water, and this again is not 5o firmly ar
strictly convennonalized as the scroll formerly in the
Manchu Household collection (7) representing a
river view with some large trees on the rocky banks
and bears on the water.? In this picture the styliza-
ton it line and colour 15 carmed further than in the
twoother examples. The picture has thus, in spite of
its very modest dimensions, obtained a kind of
seroctural grandewr, producmg (ar least i 2 photo-
graph) the effect of 4 large mumal  decoranon.
Chien Hsfian must have seen excellent examples of
early landscape paintmg and ahsorbed their prm-
ciples of design without copymyg them in demil
(PL34).

It scems rather surprising that the archaism of
Ch'jen Hsitan, which is obviouws in his landsr:npu
and to a less extent in some of his figure-paintings, is
hardly traceable i the pictures of Howers, birds,
inseets, fruits, vegetables, squirrels and rats which
form the major part of the ewvee nowadays ascribed
to the master; their artistic ments are rather depen-
dent on their intimate naruralism than on any kind
of conventiomal stylization. It is noe pessible 1o
enumierate them all at this place; we must limit ous
ubservations to two or three examples and refer the
student to the List for the rest. A favourite composi-
tion recurming in several of the pictures consists of
rtle-doves {or similar hirds] on branches of
blossoming fruit-trees (PL3o). This is the motf of
the very charming, though somewhat damaged
handseroll i the Cineinnati Museum. and in the
picture in the Nezu collection in Tokyo which veas
included in the London exhibiton of 1935, They
are both executed with very light colours and hardly
perceptible outlines on paper and may be described
as somewhat belated products of the kind of fower
and bird-pamniing which was cultivated ar the begin-
ning of the Sung period by Chao Ch'ang und also o
some extent by academicans of kiter date, The con-
nexion between these pictures by Ch'ien Hsiian and
eatlier products of scademic flower-painting may be

realized if they are compared with the well-known
pictore of Two Doves on the Branch of 3 Blossom-
ing Pesch-trec in the Freer Gallery (Noa6.523),
which with its charming design and soft harmony of
greyish and reddish brown fones is 3 noble specimen
of late Sumg art: It belongs to the same kind of
nature studics ay Ch'ien Hiiian"s best works. though
executed in an casier; loss finiecal mmmer (Pl3 j}.

Several other mitior pictarss of hirds in blosom-
g trees. of i combination with friits, mm:hnd
to Ch'ien Hsitan in Japanese collections and repro-
duced in srandard publications* bat their individual
characteristics are not very pronounced; some of
them look more like imitations after works by
Sung academicians. More definite mdividual featares
of style may be observed in the pictures representing
Rats rating through & Melon (i the Hikksen
album)* A Ceab and a Radish (Murayama collee-
tom)," Mice and Fruits (Shéng P'ing-ch'én collee-
tion, Hongkong), and A Squirrel on the Branch ofa
Peach-tree {in the Ku-kung colleczion ) (P1.36). All
these small animals engaged m more or less stealthy
with a gram of humour that makes the pictures
entertaimng as [llustrations, _

Other mtmate stadies from nature which may be
accepted as Ch'ien Haitan's wiorks, TEPICSCnit yege-
tibles, flowers and insects. The painter must have
taken the mme delight in strolling through the
gardens s Chao Ch'ang, his predecessor of the
:m:hctnrurrhisnidmhaw:dme.l-lispinmﬂuf
Egg-plants, Melons, Pumpkins, Cabbages, etc; are
not only exace in every stalk and every nerve of the
leaves, but evocative of the svour of the froits and
the fragrance of the flowers.

The most bralliant llustration of life aniong roshes
and weeds, where grasshoppers and beetles gind
* CF. Ny, Shana Katga Shi, pl.6g.

* Examples: Bird on the Branch of s Plum-sees (Sakai), Tapa X,
plioo. Birds on the Branch of s Pomegranare (Ruroda), Tapa

IX, pliot. A Sparrow mid same Peachios (Amatio), Kbl g
4 Hildh dom, pla,

¥ Kirkkea 2378,
* Kk ahwefiin chi, vol.zé.
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dragon-flies swarm, is however the handscroll in the
Detroit Institute of Fme Arts, nowadays known
wmder the title Early Autamn (PL37). The happy life
of inscots and frogs among the plants on 1 muddy
shore is here very entertainingly displayed with 2
brush that seems to have moved hghtly as a mom-
iig breeze, leaving traces of light colours and
thin ik which suggest the rransparent haze and
pale colour-harmony of an sutumn morning i the
soath. No one who is sensinive o picrorial beaury
will deny thar thisis o rare nuasterpiece of its kind,
but how many would atrribute it g0 Ch'ien Hsiian if
it did not bear his seal and signature and were not
accompamed by importnt colophons? It 75 quite
different in style and execution from the pictires
which form the nuclens of Ch'ien Hsin's pictorial
production; it has nothing of the somewhat re-
straming traditionalism or finicalness that we have
phserved i the other pictures heee ascribed to him,
but is painted in a freer, miore suggestive pictorial
manner, Consequently it scems to me more logical
(from a stylistic point of view) not o include it
among Ch'ien Hiflan's own pictures: It is aleogether
a more advanced produer, more detached from the
Sung tradition than anything done by Ch'ien
‘Hsitan, who after all was one of the most faithiul
traditionalists n the history of Chineso painting.!

- b 4

Jén Jén-fa auained lus artistic fame mamly as a
horse-painter; but he also did landscapes though of 2
rather raditionul type. He cannot be placed on a
Tevel with Chap Méng-fu or Chien Hstian, yet he
holds a promment plice m the firse generation of
Yiian pai and is a no les ouspoken iraditionalise
than the two alder masters: The dare is nor known,
bur his birth tnay have occurred during the third
quarter of the thirteenth century; s mam acuviry
seems to have belonged to the first hulf of the
fourteenth century, Like Chao Méng-fu, he served
as an offical in the Mongol government and
was made Assistant Controller of lrrigation (i the
River Conservancy Burcau) and wrote u treatise {in

tem ehitan) called Shui-li shu. His (=i was Tzii-ming,
but he became generally known under the sobrigquet
Yiich-shan or Moon Mountain.

Most of the numerous horse-paintmgs which pass
under the name of Jén Jén-fa are of a relanvely
simple type, representing one or soveral hooes
placed in side or frontview, standing quite sall, held
by a groom; or walking lessurely. The pictures are
thuss 2 kmd of horse photographs, skilfully coloured
and fmished, intended to give a proper idea of the
beauty of these fashionable animals, which are of the
samie breed as the horses in Chi'ien Hiian's paintings.
There are 3 number of mior examples of this kind
in fapanese collections, as alio more extensive
compositions, sach as the seroll i the formor Lo
Chén—yil callection, which shows five horses and
four grooms® The picture is dated 1304 and is thusa
relatively early work, but the painter has rrpﬂmd
the same design with some munor modificanions m
another soroll dated ten years Jater, which is in the
Fogg Museum, Cambndge, Mass. Both pictures are
renarkable for their technical perfeetion, the horses
are distinguished by their colours, which vary from
black to dapple-grey, but are otherwise all bf the
samic noble type I:i‘l.'] 8).

An interesting exception from this rather unified
kmd of horse-portraits may be observed in 3 seroll.
The Lean and the Far Horse* which was exhibited
in Hui lom-kuan in Peking 1954. According to the
cxplanatory insenpuon by the pamrer, the two
harses contrasted hHave a dymbalic significance: the
starved and exhausted mare staggering on nickety
legs witlt hanging head is a picture of the poor who
are forced to work without suresase to the very
limir of their capacity, whereas the well-nourished
horse, glossy and proud, is 3 symbol of the kind of

V1 thus teganive verdicr s accepred, Chisen MHsiian's signatare -z
well a5 she colophom attached 10 the mernre miss be explinad
a4 Lter faboriiatbionsd, (i shis i noe the apinies of Prof, Ridurd
Edwearils, wlinse beaiifiil arncle o this pictore i Archives of the
Clhifuese Are Socicey in America, 1053, shonld be suudied by sl who
are mepresiod s the probliom,

¥ Ol Kildes 323, 401 #1306
® Tasi, poigh,
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people who have no need to exhawst themselves
with hard labour. It mayv be remembered that the
playing and frolicking homses in Chao Méng-fu's
pretures also had thewe symbaolic significance (sug-
gesting carcfee officials), but the socal compassion
which forms the undercurrent in Jén Jén-fa's picture
is not known to 1w from any earlier pictures of the
kind (PL3g):

The most elaborate horse-painting by [én Jén-fa
known to me 5 the large handscroll in Mr. Hoch-
stadter’s collection, which represents five Princes
retumimg on Horseback from a Feast, followed by
four Grooms, A lew vears have passed sinee 1 saw
this remarkable specimen of his work, but ir made a
deep impressiont on me with its vivid rendering of
the energy in the horses’ movements. The picture
was in this respect tather different from and superior
to the average horse-pamtings ascribed to Jén Jén-fa.
The sturdy animals scemed o be galloping with
irresistihle speed, completely dommating the situa-
tion, while the noble human beings in more or less
undignified postures on their hacks looked like
helpless appendages to them. Here an exuberance of
eh'i=yitn had been et free juse as irrosistible to the
attentive beholder as it was to the swaying riders
on the horses” backs,

Jén Jén-fa’s main efforts as a pamter were certainly
directed towards horses, yet he also occastonally did
Lindscapes and figure-pamtings. The former are, o
judge by tradinonal attributions, mther conven-
tional and need not detain us, the latter are sorme-
umes remarkable as illustrations, as may be realized
from 1 large scroll formerly m Japanese possession
but now formmng part of the collection in Huidua
kuan in Peking. It represents the famous Taoist
Ching Kuo-lio performing the mircle of pro-
ducing 2 emall horse speeding in the air before
the emperor Hstian-tsung (847-850) of Tung times,
The effect of the picture is mainly dependent on
the psychological opposttion  berween emperor
and thaumaturge: the former, who is more than
twice as large as the lareer, sits like a Ieavy sack
of mert flesh incapable of understanding vwhat

s going on, while the latter, a thin and nervy litele
firllow with a white izoatee, has lris mouth ope in 1
conjuration and his cagle eyes fored o his corpulent
lord. The courtiers taking part m the sénee give
maore eloquent expression w their astonishment than
the emperor, who seems to be under the conjurer’s
spell. The picrare is as 2 whole a very rare, if nat
unique, illustration of the kind of Taoist prctics
which were appreciated in high quarters, nor mly in
the late Tlang period but ale by some of the
Mongol emperors, and were quite fimilue also in
artistic circles. But they have very seldom fonnd
their way into representative figure-paintings (Pls
40, 41].
e k W

The more or less elaborate lndscapes (mostly
wath figures) which tadinonally pass under the
tiame of Jén Jén-fa, soch as the rwo large pictares in
the Tokvo Art Academy which illusraee Music anad
Calligraphy, Chess and Pamung, mspire moredonbt
as to the painter.! They belong to the sme das s
some of the lindscapes in Japanese collections which
arc ascribed to a panter called Sun Chiin-u, who is
practically tmknown in China. The notice aboue
him i T'u-hmi pas-chien is limited to the seternent
that he painted lindscapes and figures and followed
Ma and Hsia. This is also born out by the two
pictures in the Scikada (Iwasaki) collection® re-
presenting, respectively, a man seated under 1 jerky
piie-tree on 3 mountain terrace overlooking 2
sty valley: and (the other) ewo men i a pavilion
o 3 rocky ledge by a mountain stream under pine-
trees rising through the must; they are both com-
posed according to the unilateral design well known:
from Ma Yiian's paintings. It should sl benberved
that the sharp-cdged angular rocks are paintedirs the
Jerky manner, with a squeezed brush, tha we
observed i Hiia Kuei's and Ma Yitan's paingings. In
other words, they are typical producy of the
academic tradition. The same s true of the vécy
attractive little picture in Yoroku-m of Danokuj,
Y CE Toyd, X, phixat, 103 and Keble 331
3 Toyd IX, plarm, 111,
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whereas the two hindscapes with the highly oma-
mented pavilions in the Nezu collection revesl a
more artificial manner.

These were no doubt 2 number of pamtens during
the carly part of the Yiian period who continued the
seylistc tradinons of the Sung academicians just as
fithfully as Clilien Hsiin, J&n Jén-fa or Sun Chimn-
wé, but most of their works have not been idennficd
md their naines sre not recorded in the literature.
Owmly two or three of the most eminent can here be
mentioned.

Lin Kuan-tao -seems to have been a promment
member of this generation, though not exactly a
follower of the academic current. He came from
Chung-shan in Hopei and called himsell Chung-
hsten; his mam activity belonged 1o the last quarter
of the thirteenth century, I 1279 he was summoned
tor the comrt 1o pamt Kubilai Khan,! and a possible
result of thes visit may here be mentioned — 1 picture
m the Ku-kung collection represenning the emperor
with a number of retamers on o himting expedition
on the plains beyond the Great Walll Thete are ten
mietibers in the party and they are all mounted on
fiery Mongolian steeds impatient to speed out in
fying gallop over the sandy lulls. Further away
beyand the smd-dunes cimel-caravins emerge into
sight, adding a touch of local life and armosphere to
the drab coloured wide cxpanse that fills most of the
spacious picture. It is signed by Ly Kuan-tao and
dated 1280 and may well be the famous painting
which: plessed the Mongol emperor so much thathe
canferred on the painter the tide of st Overseer of
the Imperal Wardrobe (Plyz).

Lin Kuan—t1o was particularly appreciated; m his
wotk he managed to combine the most wonderful
points of a number of old masters, and did duswith
s much ease and virtuosity that 1t is difiicule 1o
recognize the same arnst in the various pictures
sscribed to him. The broadly painted large mow
landseape m the Ku-kung collecoon, which bears his
uame, is thus quite distinet in concept and execution
from the figure-paintings, among which Kubilai
Khan's Hunting Party holds the inost important

place, Beside this may also be mentioned a short
handscroll i the Nelson Gallery i Kansas Cary.
called A Poer Taking his Ease. The tnan is reclining
on a couch placed in front of a large screen, which s
decorated with a picture of a similar scene, while a
table and some plants and musical mstruments stmd

gt the head end of the couch, and two wonien (e

one with-a large fan) are -approaching from the
opposite el They seem to have attnicted the
artention of the mum, who s moving his feet rest-
lessly and holding im his hands a Ay-whisk and 2
bamboo-suck (Plaz),

The llustrative contents of the picture are all
displayed with grear accuracy and contribure o
create thatatmosphere of summer ease among books
and plants so dear to the Chiness scholar. The
composition is probably, atleast to some exeene,
traditipnal; we find it repeated, with some minor
differences, in a picrure in the Freer Gallery (11.233),
which is considered, T believe, a repetition after 4
Sungs anginal To what extent that may be true also
of the picture in the Nelson Gallery, is difficult w
tell, but the execurion of it bears the imprint of the
Yitan period. Its former armibution o Lin Sung-
nien, which is reported by Kao Shih-ch’i {at the
beginning of the cighteenth century) i Chiang-ts"un
shu-kua n, has m later times been ousted by the
mote probable stibution to Lin Kuan-tio, which

seems to be conifirmed by the two small characten
foan anid tao at the very end of the scroll.®

v Cf Hua-dhih hui-yae,

® e may dlo be mentioned o passing tees lomg handacrolls,
beltnigtie to the Proer Gallery, the one compesed ol twenty-one
ok the oeher of rwomy-four plamres, which iflnomete rewpec-
tively tice—rcaltute mnd sericulives Bach plovmes it jocompanied
by & pocm written i ol charieters; the peicrs o wiell aa thie
pictures ate copied aftor carfier origimads by Lou Ciiik of vhe
Kaossung reign. At the beginniug iy s mecrpiion by Chlien-
hmg and of the emd onfophond siged by Chiao Teb<hiin, e,
Clhian Mbsiz-yil, the brother of Clulo Miwg-fn, by Yoo Shih,
ritic of tie muie period il some tther writcre The two series
are enrically composed and complie cach oder, they wers
both repradoced In done mgravings by pedey of the emperor
Clitiers—lime liy 1900 umder the conmmon dtle: Kilmpchil 1.
Theit Historical lierest i greater than their srmstc ymporfance;
they sre mocndindml copceptions e modified repesitions of
mimiter cerbier pamiings intended £ offts sesrptive mforinaion
b Chiees's pweo ooother culinres
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Chang Wi, with the =i Shu-hou, and the buo
Chén hsien-shéng or Chén ch'i-shing, was 4 some-
what younger traditionalise, active in Hangchou
about the middle of the fourteenth century. He
painted figures in the pai-mian technigue, following
i this respect quite closely in the footsteps of Li
Lung—mmen. Several of his works are, as 2 matter of
fact, free transcriptions of compositions by the Sung
master. This may be said of the handseroll m the
former Natiomal Muoseum in Peking, dated 1366,
which represents the Eighteen Arhats. and also of
antother scroll in private possession in Peking, daced
1360, which tllustrates the story about the Dragon
King who came out of his cave to pay hamage m
Kuan-yin, and stll more ofhis excellene dlustrations
to the Nire Songs of Ch'il Yitan which he made (in

1346) after the model of Li Lung-muen's k-

drawmgs, These form the ten sections of a scroll,
cach accompanied by & poem, while an imaginary
poitraitof the poet Ch'é Yiian forms an introductory
picture to the whole seroll. An Lu-tsim has left a
short record (in Mo—yitan fui-kuan) about this very
rematkuble specimen (now in private possession in
New York) of a Yiian version of Ti Lung-mien’s
famous painting. Tt may indeed serve bewter than
many of the pictires attributed to Li Ling-muen to
give an idea of the great Sung muster’s style. Yet ditis
not 3 copy but a free manscoipnon m which the
paintes has introduced figures drawn from life ©
play the roles of fourth—century characters. Like most
of the figure-painters of the Yiian period, Chang Wi
combined his admiration for the old masters with a
redlistic mterest m actual life, and he possessed the
strength to recharge with his own sentiments and
observanons the formal patterns which he borrowed
from masters of the Sumg period (Plegg, 45).
Wang Cheén-p'éng followed somewhat similar
lines in his artistic activity. He came from Yung-
chia m Chekiang and was active at the beginning of
the [ourteenth century, His (2if was Péng-mei, but
he became known under the appellation Ku-yin
Cl'u-shuhi, The Hermit of Lonely Clouds, which
was bestowed on him by the cmperor Jén-tsung

(r1312-1320)) He was oceupied with various kinds
of landscape and figure-painting of the kind that
fvurished m Hangchou dunng the South ‘Sumg
period and also with religious ﬁgmumMﬁﬂn!
style and so-called boundary or medsured painting
(first developed in the tenth century); for which he
earmed parncular fame,

Among Wang Chén-p'éng’s landscapes may be
tecalled a birge album-leaf (formerly in the Manchy
Howsehold collection) which represents 2 Man
Seated on a Mountam Ladg: overlooking a misty
gorge, & typical com m the best academic
style which probably would be -ascribed to Lou
Kuan or Lin Sung-nicn, if it did not bear the signa-
ture and seal of the arnse *

The wellknown handscroll i the Boston
Museum which represents Hanti nursing a baby in
the presence of five lemale atendunts, is 4 good
example of his quasi-religious figure-painting. The
strictly centralized design, the types of the fipures
and the calligraphic stylization of their garments in
regular wavy folds, bespedk -2 gl;uﬁmg influence
possibly of the T'ang peniod, which we also noticed
in some of the previously mentioned wall-paintings,
Bur Wang Chén-p'ing has traslared the clements
of style which he approprated from religions
paintings of the T ang period into a kind of pri-mige
manner which he developed through a elose study
of Li Kung-lin's works, This is obviow from pic-
tures such as the one mentioned shove, and it 15 also
pointed out by the critics of the Ming period and
later who have wartten colophons o the pcture. It
may be said to confirm the siylistic relution hecween
the religious pamtmg of the T'ang and the Yiian
periods and as such possess considerable historical
interest without being a work of art of ounstanding -
umpartance (PL46).

In connexion with this picture in Boston may also
be recalled 4 larger scroll in the Lily collection i
Indianapolis which illwstrates 4 popular motf from
Hanti legend; iz, Demons arracking. the glass
¥ Thie biographicil die o T wduil pas-dlifen, vull €,

* Cliting Kung T+ ang pl. 1o,
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Bowl in which Buddha had enclosed Hariti’s Son.
The composinion:contains s medley of small figures

in violent movement, funining and fighting, which

require very close attenoon to be fully appreciated;

they are all done in a fine pai-mine mammer, The

mass of Aghting fgures, fantasne animals and
fluttermg banners etc., are all dawn with minute
exactness, though at the same time kepe together
surgmg waves which llustrate shifting stages in the
An enurely different kind of figure-painting with
ihe painter’s signature and the date 1310, Was
formerly in the Ti Pingzi collection and is
reproduced in Chung-Ruo ming=due chi. It represents
A Toy-pedlar and two Elderly Teople with their
Cliild, The figures are drawn on a fairly large scale
and the rest of the composition s filled with a rich
display of toys and utensils such as |anterns and
balls. Aags and banners, boxes and bottles and all
sorts of trinkets of paper and bamboo in bright
colours, Wang Chén-p’éng must have been familiar
with Su Han<ch'én's popular representations of
similar motifs, bur he has recast the wsual composi-
tion rather freely, spreading it over 2 wider stage
with more -:[aails, created MOTT space, and. (.'.I'lem’.‘—-
terized the figures— the old man in particular — with
1 sympathy and realistic incsiveness that goes
bevond the art of Su Hat-ch'én (PLy7).
Each one of the above-mentioned pictures reveals
a different aspect of Wang Chén-p'éng's pictoral
wupry, they are all interesting of their kind, yet none
of them may be said to give the key to the painter’s
historical fame. This is mainly dependent on his
ansurpassed skill in so-called chich~hua, or boundary-
pamnting, f.r. pictures exceuted with the help of a
ruler and a pointed brush, which gives them likeness
to line-drawings. It was a technigue developed by
Kuiy Chm:g—s_hlli:n the tenth century (as told inan
earlier chapter) for the répresentation of architec-
tural modifs sud the like. Wang Chin—p'éng adopted
similar prieiples, but mostly on o small scale. His
pictures of this kind are, as far as T know, allin the
size of large album-leaves, though the buildings are

highly omate and rich m detail. Their historical
character isa matter of the names (L.e. the Palace of
Prmnce T'ang and the A-fang Palace of Ch'in Shih-
huang-ti) but not supported by the architectural
forms or types. They have been copied not only in
ink-drawings of lter periods but alo in silk-
embroideries (as stated in an inscription by the
printer Hsia Ming=yitan on 2 picture m Boston), a
technique that carresponded to their ormate character.

Beudes such paintings of elaborate pavilions on
high terraces Wang Chén-p'dng, however, also did
pictares of omate ships and dragon-boats in the
same technigue. There are two such pictares in the
Ku-kung collection quite similar in design, as they
both represent the so<called Drsgon-boat Festival
em the Chin-ming Lake at the Summer Palace of the
Han emperors. The first, which is now somewhat
damaged and dirry, is dated 1310 and the second
twelye years later, a date explained in au inscription
according to which the onginal picture was pre-
sented to the emperor in 1310; but when the elder
sister of the emperor saw e, she was so impressed I:w
it that she asked for a similar one, The painter did
the sccond picture in compliance with |1Lr orders, but

at the same time apologized in wiitng for the poor

execution which he said was due to his old age. This
second piceure s sull in 2 state of perfect preservation
and shows no traces of inferior technical execution.
Tt is signed and dated 1323.

The high appreciation bestowed in China on such
examples of boundary-painting may scem rather
exaggerated to Western students, but it is to some
extent explained by Chao Méng-fu i the following
advice to hus son Chao Yung: “In most kinds of
painting it is possible to dazzle the eyes of the pen—plc
even if one neglects the rules, but in bo
painting it s not Foml:rl: here one is obliged to kc:rp
strictly to the tules” Boundary-painting seems
indeed o have placed the painter under more strict
rules than other kinds of ink-pamting and may in
this respeet have been muore chsely akin to certain
forms of archaic wniting which were considered
maost difficulr and 2 test for rail schiolars,



Bamboo-painting

I

Li Kfan and Ls SJ':ih-hsfng

SEVERAL oF TiE leading masters of the cady part
of the Yiun period. whose works have occupied us
Jin the preceding chapters, painted bamboo besides
othier subjects, bur they did not specialize in this; it
formed only 3 minor current in the general How
of their crearive activity.

But there were other active about the
same time who devored most or all of their artistic
¢forts to this poble motif and whose fame with
posterity is the result of their specialization. Through
their activity bamboo-pamting was agam placed in
the foremost rank of pictorial art — as in the time of
the gentleman pamnters of the rwelfth century —and
gained an historical and aesthetic importance that has
riever been surpassed. This was not only a matter of
artistic preference but also 3 result of the symbalic
significance tradinonally sttached o the bamboo
motifs. As often explained by the arosts, it lmplied
an allusion to the chin-t=i, the gentleman scholar or
representative of all that was best and noblest i the
cultural tradirions of the Chinese. Bamboo-painting
thus expressed ideas similar to those artached 1o
paintinigs of plum-blosonts and orchids (ln hia)
which (as we have seen) became particuarly dear to
the Chinese in periods of foreign domination. n
addition to this the bamboo held a particular place
38 o wst-mofif in the wchnical eaining of the
Chinese pamter and thus also became a critenion of
the painter’s quality not only 3s 3 man of the
brush but also s a charscter. Bamboo-paintng
formed 1 close parallel to Chmese script and as such
mirrored the most intimate reflexes of the arrist’s

[Latiln
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The early miasters of the Yilan period who de-
yoted some attention to bamboo-painting were
survivors from the South Sung period. This has
already been noted with regard to Ch'ien Hsiian and
Chao Méng-fis and Tus wafe, bur it was equally truc
of Kao K‘okung imd Li K'an, All these painters had
their roots in the previous period. The second
generation was represented by soveral excellent
bamboo specialists such as Ko An, K'o Chin-ssa,
W Chén and Ni Tsan, wha were active to the very
end of the Yiian period, or even later. In addition to
the above should be remembered a thicd generaton,
comisting of men like Sung K'o, Wang Fu and
Hsia Ch'ang and others, who continued the samo
tradition of bamboo-painting during the early years
of the Ming dynasty,

Each of these paintors may be said w have re-
presented a style of his own, yet they all followed
the same geeral tend, the same method and
principles of artistic transmutation, and it may thus
be said dhat from an lustorical viewpoine their
importance in-some cases depends more on their
participation in the prevailing vogue of bamboo-
pamtmg than on ongmal or outsranding wdividual
creations, Their paintings are to o small extent
unpretentious mi-plays”, fugitive and charming
like short poems, and more difficult to deseribe than
to enjoy. n view of this, we shall ditect attention to
the general characteristics of the bamboo-pamters
rather than 1o special mdividual features, 2 mode of
pn:ﬂ:dun: Faciltated h}' t|lc c:lcl;:.:*."i:l]t tratise hy e
of the lesding muasters i1 which the essentials of
bamboo-pamting are set forth in grear decal.
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The author of this treatise was Li K'in, and the
utle of his book Clin-p'n hsiang-lu, A Systemutic (or
Derailed) Treatise on Bamboo, usnally called smply
Cﬁu-?'n.'ﬁ. Bamboo Treatise,

Li K'an, known under his ¢z Chong-pin, and
his fhiao Hsichai tao-jém, was bom in Chi-ch'iu,
near Peking rags and died 1320. Atan early period
he entered the service of the Mongol government
and had a brilliant official ‘carcer, well recorded in
the historical chronicles, but of no particular interest
to us, since it had uﬂl_ir shight connexion with s
artistic actvity. He rose finully o the presidency of
the Board of Civil Service and became a member of
the Privy Counil of the emperoe Jén-tsung (1312
1320}, who only reluctantly consented to his applica-
tion for retirement. With the passing of vears Li
K'an's mam meerest, however, was more and more
directed towurds the study and painting of bamboo,
which finally resulted m the composinan of the
Bamboo Treatise (Chu-p'u)) 2 work that has
securcd him a more permanent place in the caltural
history of China than all his mentorious actions as.an
offical. '

The text, which exists in two or three dightly
varying editions of the Ming period (besides laer
oried), contains not only an historical aceount of the
development of bamboo-painting before the Yiian
period and methodical advice for students of this
speciil kind of painting, but also descriptions and
classifications of the many kinds of bamboo-plants
wlhiich grow in varions parts of China. This 1
preceded by introductory chapters written by K'o
Chien and Li K'an himell, which have a more
mntimate personal tone: The anthor here tells about
his gradual development mro an insatiable en-
thusiast of bamboo-painting and bamboo lore. He
spared no efforts to get hold of the best specimens of
hamboo-painting and mavelled widely 10 improve
his knowledge of the many species of this wonderful
plant, Li K'an's mreoduction is not smly s cxcep-
tinnally wivid document of seli-characzenzanon, it
also transmitts something of the wraditionalism and
boundless appreciation of the great Sung masters

that prevailed m official arnstic circles in the Yiian
poriod. The nuin portion of it is here quoted in
transhation.

The Author's Introduction to the Bamboo Treatise®
“In former umes when [ saw people painting
bamboos 1 often watched cheir manmer of using the
brush. Their works scemed t© me, to begin with,
quite good, but | soon found that they did not
conean likeness. I turned away from these pantings
with a sigh and did not want to look at them any
more, thongh there were dozens of them. Then 1
abtained some pictures by Mr. Tan-yu which were
of 3 different kind and gave me new impulbes for
study. Examining into the origin of these paintings,

1 found that Tan-yu studied with his father, the old

Huang-hua,* who had leamed from Wén Hu<chou
(Weén T'ung), It was the first time §heard the name
of Win Hu~chou, and I had not seen any pictures by
the rwo ald masters.

“Later on, in the company of Secretary Ch'iao
Chung~shan, | ssw 3 handseroll by Huang-hua
representing 4 branch with a few leaves restng
against 4 stone in greenish colour. 1 wondered
whether Tan-vu could reach the same level. 1t was
my desire to Follow it a5 2 model but 1 was not able
to do so. Someone told me that, thangh Huang-hua
belonged to the school of Wen T ung, he used to
place the bamboo-branches in lamp-light so that he
could trace their shadows n his pamtings. Hi

L An cxcellent Geanmum teammalstion of the. mmin portiond of L
Wean's Chip'ii, crefully cmmented anid stodied s cotmeslon
with contomporary mmd later writings oo bamboo-painting, wae
piblished m 3 swns of amides by Eoee Aschwan Frmz zu
Eippo-Blssterfcll, omider the sithe L1 Ko dmd sine Sue
fillrliche Brucheeibnmy dey Bamibun®, Ogtadal, Zeltecheil), Lpg—
1y, A svigwlmg frer Enghidh muﬂniuuuflii{mlllmn-
duction to thivteeariss is incioded i An Albawcaf Chinese Bambogs
by Willimn Clizrles Winiz, Tavonto 16545,

2 Tan-su was the koo of Wang Man—ch'ing. 3 paimter scuve jn
the thireenth ooutary, He was the wm of Wmg Tlng-yiin,
whose My wan Huaip-duas shan-jén (1151-1202), Works of liis
were muesmricmed b0 varr ditension of ters betive under the
Clun dynasey and it was abo pometad owe that be was the nephew
of MiFe

* Acoomduig to the edit. i M tOwng=ehin, Pary:11 sect VS 30



40 THE YEAN FPERIOD

micthods were differaait from these of ordinary men.

Tanyu sumply followed his father's manner of
painting and did noe find it necsssary to study with
anyone clse. This seemed to me quire nghe.

“As | recalled that Tung-p°o and Shan-ku (Hung
T'ing-chien) and all the famous masters of the Sung
and Chin dynasties had praised Win Huchou's
brushwork as equal to the Creator’s work, I felt
sorry that | could not see his work at once. But when
I came to Chien—t'ang in the I-yn year of the Chih-
yitan era (1285) and saw more than ten copies of his
waork, they were not enough to arowse my admira-
tion. 1 jumped to the conclumon that Sus and
Huoang's (high) estimate was caused by their friend-
ship with Weén, and that connoissenrs of liter nmes
simply tned to keep m harmeny with them
discussing the strong and weak points of Huang-hua

“Then | happened to meet my friend Wang
Trich'ing and discussed the matter with him.
Tri-ch'ing said: “You have probably not seen any
genuime works, Our predecessors did not easily
indulge in praise.” | answered: 'l have seen such
works many times. How could all those larpe
mnscriptions be false?’ Tzi-ch’ing said: "How could
they be anything but false? | felt quite confused and,
doubting Tzi-ch‘ng’s opmion, Tasked rudely: “Did
you voursell ever see 4 real work by Huang-hua?'
Tziich'ng answered: I have certainly not seem
paintmgs by Huang-hua, and you have néver seen
works by He-chow. How are we then to decide whao
18 right and who is wrong? But there is an official i
the palice who has 3 genuine picture i his collec-
ton: shall we borrow it tomorrow 1 order o
decide for purselyes a8 to the proper standard?

“The next day Tzii-ch'mg came to me with
something in Mis hand. It was 2 scroll-painting
representing five stalks, done with thick and thm
srrokes; balincing each other; the branches and
leaves, which were bending and turning m various
directions, were wonderfully lifetike and natural;
they made you Feel as if you were sitting by the
Weior Chi River. [ realized that the opinions of our

predecessors were by no meant erroneous and that
Huang-hua really had learned from this, and thar the
staternent regarding his shadow-painnngs was Tack-
mg i foundation. | felt ashamed char all thar 1'had
lrewrd and seen was so limtited in comparison with
Tzii-ch'mg’s vast knowledge: | asked him to offer a
good price for the picture, 50 as o secure it, anil
made a tracing of it on otl-paper. It was then rken
back to Wei-yang (to the owner), When | came
again next year, in the fourth manth, the picture
was offered for sale, and [ paid for it with twenty-
five bank-notes (i.e. tooo cash). This gave me mugh
satisfaction for the rest of my life.

“Since that time | have sequired three more
scrolls, and they made me drop my previous
manner of working and follow them as my master,
Days and months passed and | finally chonghe thae 1
had reached sonte knowledge, Amatears came in
increasing number to ask for my picrures, con-
sequently they were widely scattered and {wrongly)
appreciated. Only Haen-yii Po-chi said: "Bamboos

‘drawn in ink are rebined, bue it §s sdll better to

paint them m their natural colour: then they will
he not only refined but also true to nature.” He
encouraged me 1o add green and blue colours to
my ink-bamboos. The pictures this complered
looked all right {in 2 general way) but they were
not entirely good,

"1 started searching for the right method agam,
bt the common aroses” works were not worth (a
close) examination. As [ was investigating pictures
by old and modern masters I obtained a stone-
engraving after Wang Yoech'éng (Wang Wer) of
the K'ai-yiian era (713-742) which had lost its
original Hnes throvgh repested rubbing, [ also
obtamed Hsiao Haeh-lii"s picrure of bamboo-
shoots, but'the sk of it was dunaged and the
brush-strokes indistinct. When [ was about ro make
1 copy ofit my old friend Lin Poch'ang dropped in
and said: "For a Jong nme | have had in my posses-
son (two) pictures of 2 bamboo-grove by Li Plo
which you no doubt would like; consequently | wall
present them to vou," These two pictures were both
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old pieces from the Hsiian-ho miIm:nou and o
beaunful that no later paintings could equal them,
Through these I again learned the right method of
pamung bamboos (i.c. i colour}).”

[The following paragrapls in which the uthor
tries to reconstruct & genealogy of bamboo-painting
through the T'ang and the Five dynasties contributes
very little, if anything, to a better understanding of
this art; they are based on hearsay rather than on
actaal observations, He winds up his account with
the not inexpected coticlusion that the paintmg of
hamboo in ink as well as in colour starred with W
Tao-tzi.] Then ke continues: “In the Sung period
the paintess of bamboo became gradually very
nmmerous, and when Wén Hu-chou finally appeared
e wis like a bright sun in the vault of heaven that
ontshone the torchhghts, or like the sound of a big
bronze bell by which the tinkling of day kettles
was drowned. Even a man as bold and noble as
Master Su (Su Tung-p'o) venerared him durig lus
whele life (as his master].

“It:may be that there are people today who would
like to gladden cheir hearts i this wonderful garden
of art but do not know the rules and standards, In
painting coloured-bamboos [ have followed Li P'o,
but for ink-bamboos [ followed Wen T'ung, Yet
when 1 was carving a swan, it became more like a
duck. | know that I should be ashamed fas an
wnworthy follower of the great masters).

“Fortumately 1 am living as an: official m the
capital under this glorions dynasty when aultural
refinement fourishes richly, and as a petry offical 1
have made several journeys which have given me
the honour of mecting able and worthy men at
tmany places and of learming special points (concern-
itig l:inmh-m:ii] through conversations with them.
And | had also done my best in collecting pictures
for several years, before mk—bamboos came under
my observation through the old Fuang-hua; then
ten years passed before 1saw a Win Hu-chou, and
thiree years more before 1 saw bamboo-paintings
in colour by Hsiao Yiich and Li Plo. As it was so
difficult for me to get as far as this, how much more

(difficult} must it nor be for poor scholars who live
and study in retirement?

“My love of bamboos developed still more after
retired from official service, and it has been increas-
ing all the rime. Heaven fulfils men’s wishes! |
travelled e thousand Ii; | ascended K'uci-chi (in
Chekiang), passed through Wao and Chn (Kiangsu
and Hupei), crossed over the Min mountains (in
Fukien) and windered over many mountains and
rivess and through forests in the south and in the
gast, And wherever 1 travelled | looked only for
‘these gentlemen” {the bamboos) and cxamuned all
their specics most carefully with a view to their
shapes and colour, their conditions of growth, their
flourishing, age and quality,

A lew yearsago, through the far-reaching power
of the Court, 1 was sent to Chiao—chih (Cochin-
China). There T penetrated deeply into the bamboo
country, examined strange specics, and classified a
great tuitnber by analvsimg thetr resemblances and
differentiating their special features, As'1 did not
quite trust what had been writeen about them, I took
great pains in conmparing and deciding, umtil 1 forgot
the distmenion berween miyself and the bamboo. |
may indeed say with regard to bamboo-pamnng,
that 1 have detected the wonderful skill and inten-
tion of the men of ald. But it is not ¢asy to ascertam
the essence of an art.

"He who composes poems in cacved seal (senpt)
is not 3 fallgrown man. In the Commentary to
Erl-ya it is said: "How could insects and fishes be
important things?’ Those who devote themselves to
petty subjects in paimting [such as bamboos| may be
laughed at by men of fame. Yet Tlove bamboos and
feel happy with them: indeed, my mrerest i them
has grown into a passion. | fear that there are also
other people in the world who are suffering from
the samie disease and who, since they are far removed
from sntiquity, have no opportunity o gain some
knowledge about its traditions (with regard to
bamboo-pamting). Therefore 1 have hee given
complesr descriptions of the two perfect methods of
Li P'o and Wén Hu-chan, respectively, and written



2 THE YilAN PERIOD

down-with grear care what | have learmned in former
years. T have thus given an sceount of what 1 have
learned abour wdeas, composition, and brushwork
and also about things that should be avoided m
painting. Norhing has been hidden. T hope that men
of future days who may pay some attention to this
book will not regret i,”

L4 o L3

This general, mainly biographical introduction is
followed by a discussion or analysis of various kinds
and elements of bamboo-painting meended o serve
as gmidance for pamitors, It is. divided iuto two
main parts, the first devoted to Bamboo-painting in
Colotr, the second to Bamboo-painting in Ink, and
these main sections are sub-divided into chapters in
which the writer disonsses first Composition,
Sketching and Colouring, and then, in the second
section, how the Trunk, the Joints, the Branches and
the Leaves should be rendered in paintings executed
in ink only. These latter chapters are illustrated with
drawmgs wihich greatly facilitace the understanding
of some technical pomts ity the author's dissertations.

The mterest of these various chaprers 1o Westemn
semdents is somewhat unequal. They contam, as will
be seen, a certainamount of theoretical and historical
information beudes more specialized  technical
advice regarding the methodical procedure, the
proper way of planmng the compesinons and of
rendering the main elernents such a8 rhe stems, the
beanches, and the leaves, f.e. by proper use of the
brush, the ink aud the colours, Tty all these matrers Li
K'an has very litrle of essential importance to add to
the store of knowledge inheried from the great
masters of Tang and North Sung dynasties. He
bascs himsell particularly on Wen Tung and Su
Shihi, quoting their words about the seerets of
barboo-painting over and over agan, bur whereas
their pronouncements. were mostly in the form of
Poctic Hterpretanons or SpONLANeOus IHPressons,
Li K'm elahorates the ideas into systematic descrip-
tions of the various stages and elements of bamboo-
painting. The fundamental problems are the same a3

before, and also their solutions, but the approach ta
thein s modified tn accordance with the changes in
the spiritual clinwate of the respective periods. It may
well be admitted that his way of discssimg and
illustrating these marers brings them closer to the
undesstnding of common practitioners than the
hints and glimpses of acsthetic cxaltation offered by
the poct-painters of the Sung period; he i les
inspiving though more explicie. His mreatisc was
composed with a practical end in view; it was to
serve as a4 guide for painters as well as a source of
mformanon for amateurs of bamboo, His main
concern is for the proper method, the knowledge
and skill to be acquired through systematic practice:
“He who © able tm follow the rules and principles
will not cause any defects by himself . . . whereas
he who is hasty and reckless will never, T fear, be
able to grasp the rules and principles, or accomplish
anything fworth while). Consequently, the student
must start from the rules, only so can he reach the
goal (grasp the art).” This deliberare insistence on
formal training as the road (o suceess in painting is
certainly characteristic of the great vogue of bam-
boo-painting in the Yiian period when it had
become more: than ever 3 counterpart to calli-
graphy.
* x

The Hue-chu p'w (Esszy on Bamboo-painting)
apens as follows:

"“Weén Hu-chou revealed the secret of bambeoo-
painting to Tung-p'o when he sud: "Wihen the

Tamboa stares to grow it is only a shoor of one inch,

yet the jomts and the sheets (cuticle) are alrcady
there; everything from the cicada’s belly (the root)
and the serpent’s scales (the sheets) to the bamboos
that may grow eighty feet tall and stand straight like
men with drawn swords, is there in nuce, from the
very begitning. Bamboo-painters of today add
jomt after jome, leaf after leaf how could such things
becane bamboo?

“To paint bamboos it is necessary to carry the
whole thing first i the mind. Then, seize the brush,
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concentrate your attention and fix your cyes on the
thitng you want to paint. and follow it up quickly,
Move the brush, go straight ahead and follow what
you see (as squickly) as the buzzard swoops when the
hace jumps out: if you hesitate for & smgle moment,
itis gone!

“Su Tung-p'o said: ‘This is the way Yiik'n
taught me, but [ eould not do ix. 1F the heart knows
the ight way, bur one is imable w0 act accordmgly,
it is because the mmer and the outer are not a3 one,
the heart and the hand do tiot correspond. It is the
Fault of msufficient study.”

“When Su Tung-p'o thought thas he could not
do it, because e had not studied enough. how conld
later people succeed? Theymay know that bamboo-
puinting does not consist m making joint after jomnt
and piling up leaves, but if they have not conceived
the whole bamboo in their mind, from where could
it them come? They cover the high and far away and
try to skip over the preparatory stages by giving
free play to their feelings, They rub and smear i
every direction.and fee| quite unfertered. Bur there is
no other short cut in the painting of bamboos than
ro grasp what is nataral (or, self-cvident=tasi-jan).
Consequently one must do every joint and every
leat according to the (proper) method and keep on
practising without ever growing tired. One muse
gather one’s smength for & long while, rely on
oneself and hold the bamboo completely in the
mind, then only should one grasp the brush and go
shead, tracmg what one sees (through the mnd). If
one does not act in this way, it is vain to grasp the
brush and gaze ar the thing m front; one will see
nothing to trace. But he who is able w follow the
(proper) rules and prmaiples will not cawse any
defecrs of his own. Why should ove be afrad of
not accomplishing this? Even if one sticks too
closely to the rules and precepts, one will after a tiue
pass. beyond them. Whereas he who i hasty and
reckless will never, I fear, be able to grasp the rules
and principles, or accomplish anything. Conse-
quently the student muse sare from the rules; only
so can he reach his goal.”

The author then mentions the principal stages or -
elements of bamboo-panting i colour. The firse
und foremost is Composition. I discussing this he
wifers the following mformaton about preparatory
sketches for coloured paintings: '

“One muse start by making a skerch with char-
coal and then scrutinize it to see whether chere is
anything unsansfacrory in it The brush should not
be used o soon. Only atter a secand exammation
of the charcoal skerch, and when it bas been care-
fully corrected, can one start painting without
regretting it afterwards. Pamnters have always re-
garded the ition as the most difficule thing.
For all men have different affections, likings,
talents, and characteristics, and ever a fther cannot
transmt such dispositions o his own son, though
the two are the closest relatives. How such less can
the tongue mansmit this to the brush! One cannot
transmit everythimg.

“But there are certain points 1 be avoidéd which
should be known. They are called: to bump
against the sky; to fall down on the earth; 1o be oo
heavy, or too light, an the one sude; joints placed
regularly opposite each other; stems in straight rows;
‘s bell-frame’, ‘a large eye’; the branches towards
the front; the leaves towards the back, These are
the ten faulis which must not be commitied. For

the rest everyate may follow his own ideas,”

The author then proceeds to discuss other elements
of caloured bamboo-painting, but these passages are
of 4 more technical narare and contain less of general
mterest. We [cave them our and pass on to the
chapter on Ink-bamboos called Mo<hu p'n, which
also Is linked up with the preceding remarks con-
cerning the Composition:

“In paintings of ink-bamboos the (principles of )
composition dre the same as in pictures with colowred
bamboos. But if one does noc render the stems, the
joints, the branches and leaves according to the
rules. one-is simply wasrting one’s labour, and the
picture will not becomse perfect, There are dirk and
light shades of ink, and heavy or light ways of
handling the bruth; in moving the brush to and fra
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one must know the right dirccrions. Lusuriant
growth and andity may be expressed with dark and
light (ink) or with coarse and fine (brishsuokes).
In this way leaf after Jeaf pl.u.n:d on the branches,
and branch alter branch on the joinss, Shan-ky
(Huang T'mg-chien) said: “If the living branches
do not correspond to the joints, the leaves will be
topsy-turvy and not at the places where they belong’
Each brush—stroke must express an idea of life, every
side must be absolutely natural and the four sides
must fit together o something complete. Branches
and leaves must have the movemenr of life. Only
then is the bamboo perfect.”

The author then indulges in the usual criticism of
mferior bamboo-pamters who make their pictares
cither too sketchy or too detiled and who arc
vulgar and coarse. because they do not know the
rules; and fmally returms sgam (o 'Wen T ung who

s “a Sape born with knowledge” worked “mn
h:rmuny with Nature . . . He kept within the

rules and yet roamed beyond the dusty world. He

could indulge in 4l the desres of his heart without
transgressmy the mles” Weén T'ung’s method 3
then further particolarized and illostrared with
regard to different portions of bamboo-pamtings,
such as the stems, the joints, the branches and the
leaves. A few short extracts from these parms nay be
added to complete our presentation of Li K'an's
Mo—chu p'u

“If yon paint only one or two stems, you can use
whatever shade of mk (colour) you like; but if there
are three stems or more, rthose in front must be
painted with durker ink and those towards the back
with heht mk- If you pamnt them all m one shade of
colour, it will be imposible to disunguish bersween
the foreground and the background. While the stem
miist be pzi:m:ud jomt afeer jomt, from the top
towards the root, the idea (impetus) of the brush
(pi-i) must go through (contmoe) unmpeded. At
the top of the stem the joing are shorr; then they
become gradually longer, huot near the root they
become shoreer aguin.”

The leaves of the bamboo may be said to ofter the

{inal test for the brushwork of the artist; they are all
fundsmenally of the same shape, bur must be
reidered with variety and supplencss:

“The brush must be apphied with strengds and
sharpness, It must be well Alled (with ink) whes
brought down on the paper, and cmpﬂul (squeczed
out) when lifted ap again, If one pawses a single
moment, the leaf becomes thick and blont, not
pomited and sharp. It 1 the most difficult thing m
bamboo-painting: if one cannot master it, one will
never do teal ink-bamboos.™

According to this method theee are certain things
tir be avoided that the student should know; “If the
leaves are thick, they must not lock like those of &
peach=tree; if they are thin, I;hcymmt not look like
willow-leaves. Firse, they should never grow alone;
second, never grow in parallel pairs; third, never
grow like the character 1 (), fourth, never grow
like the character ching (4F): ffth, never grow like
the fingers of 4 hand, or rewemble (the wings of) a
dragon-fly. Every leaf, whether curved or straighe.
turned ourward or inward, slanting down or poing-
ing up. beaten by the ram, or fhuttermg an the wand,
has 1ts own appeatince, Il they are all madi accord-
ing to the same pattern, one is simply blackening the
Gl

* * E

Li Kan's pamtings are nowadays not very often
seen, bur those which have come under my observa-
tion are excellent proots of hus skill m applying his
theories in practice and following closely in the
footsreps of the old masters. Foremost among these
should be remembered the large handseroll which
has been divided mro two almost equal parts
(possibly already in the Mitg period), of which one
15 in the Hui-hus kuan m Peking and the other in the
Nelson Gallery in Kansas City. It represents tufts or
clumps of widespreading bamboos which are cur at
the foot and the top so as w fit into the horizoneal
format. To the section now i Peking is arcached a

colophon written in large characters by the painter

and dated 1307, whereas the section in Kansas City
has an inseriprion according to which it was painted
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fora friend called Hsfian—ch'ing, who recited 3 pocm
ony. the beatity of bamboos, The poem i copied in
the fist colophon wntten by Chao Méng-fu in
1308, and after this follows a second enlophon
written the followang year by Yiian Mimg-shan, who
also wasa prominent official and sometime served as
President of the Board of Rites.

It i 2 pure ink-painting, and the artistic signi-
bcamce of it df.pemir mainly on the brushwaork and
the gradation of tone, The general principles of the
pictorial treatment are much the same as in the
bamboo-paintings ascribed to Wén T ung. The
branches with their twigs and leaves arc spread out
widely towards both sdes m successive vertical
layers, marked by gradual increise in tone, so that
the front layer becomes the darkest and the most
remate layer (in the background) the lightest. This
was also the method of Wen Tung. but it has
become more accentugted  in an exceadingly
mtricate netwark of branches and leaves: The same
model apparently was also of importance for the
painting of the leaves, though the mdividual
differences here become more noticzable; the tonch
of Li K'an's brush is rather seronger or sharper than
the ductus of Wén T'ung's brush. By insistence on
the formal perfection he loses something of the
spontangons freshniess which endows the carlier
bamboos with irresistnible charm.

The long lancealate leaves, sametifties pointed and
siff like spearheads, sometimes more like tattered
wing-feathers, are pamted with quick decisave
touches of 3 well-soaked brush. They stream out in
every direction, some rmsing, some falling, others
-hcmﬂi:ltg and TWISting OF CTOsSing over each oiher,
but i spie of the astounding skill. not w say

virtuosity in the handling of the brush, it must be

admitted thar the general impression of these
luxuriant bamboos 18 not eutirely free from the
kmd of technical monorony that betrays the theormst
rather than the painter (Pleys, 49).

This kind of relative stiffness or formality is still
more noticeable in some of Li K'an's hanging-scrolls
with bamboos. There were two of thems m the

exhibition in Hai-hia kuan (one mainly inink, the
other with addinon of greemsh colour}, both
representing two or three slim stalks of bamboo
growmg from chinks between boulders or m
fissures of the racks. A third picture of & similar rype
(belonging to the Shangha: Museum) s reproduced
in Gemes of Chinese Painting (voll, plo). Tr is dated
the year before lus death (1319) and may be said to
confirm the impression of his supreme skill in
transmitting the formal beaury of the bamboos ma-
carefully finished natural seripe.

Li K'an was no doubt the most thorough and
highly specialized bamboo painter in China before
the Ming period, yer he occasionully also did other
dhings, such as old pine-trees on rocks, as may be
seen in the Ku-kung collection and the Lily collec-
don in Indianapolis. These too arc painted i
adherence to earlier renderings of the same mouf,
known from the works of Li Ch'éng, Hsii Tao-ning,
Kuo Hsi and other painters at the begimning of the
Sung period, but if we compare Li K'an's old pine-
rrees with those of his predecessons, we must admir
that he represented them less dramancully, bur with
a degree of formal exactness: that was unknown o
the painters of the eleventh century. Ti K'an was
Jjust as much of 4 natoralist in doing these pine-trees
as in fiis bamboo-paintngs. He gives us a clear and
convincing account not only of what he had seen
with his searching cye, but also of what he had
experienced in his creative mind i eontemplating
such hoary guardians of decaying forests. '

This becomes most evident if one compares Li
K'an's old trees (Pl s0) with those painted by his son
Li Shili-hsing (r282-1328). Some of the prctures by
the younger Li are free versions of the fathet's com-
positions, as wimessed by examples in the Fogg
Musenm in Cambridge, Mass, and in the Ku-kung
collection, They arc still faichful 1o the old pacerns
in their designs, bur the somewhat spiritless manner
i which they are pamted makes us realize that the
artistic significance of all these bamboos and pines is
something more essennal than the formal patterns or
paturalistic accuracy,
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Wu Chén, Ku An, K'o Chiv-ssii and vther Painters of Bamboo

We have in a previous chapter given a short aceount
of the bamboo-paimungs by some of the conrem-
poraries of Li K'an - Chao Méng-fu, Kuan Tao-
shéng and Wang Yitan — who all treated the subject
with marked success withour specializing in this
kind of pamting as much as 11 K'an In ther
pictures the bamboos are vsully combined with
tufts of grass or epidendrum, or serve as 4 sotring for
a figure composition as i a Femous picture by Chao
Méng-fu (now lost) which represented the seven
Sages of the Bamboo Grove. Cluo Méne-fir's high
standing a5 a aalligraphist made him eminently
Atted to be a riaster of bamboo-painting too; in fact,
as far as we know, he did such things preferably in
the form of horizontal scrolls, developing the morifs
in 3 continuens sense like the veses of a poem or a
musical compeosition. The most beautiful examples
of such a painting by the muster mentioned in 2
preceding chapter s the scroll m the €. T. Loo
collection, representing Bamboo and Epidendrum,
which was pamted for a friend clled Chou-fiu and
later sccompanied by no less than twenty-nine
colophons.

Kao K'o-kung (1248-1310), the oldest of the
lsndscape-painters to wham we shall revert pres—
ently, became also known as a pamter of bamboo,
though no such picture of his hus w my knowledge
survived. We are; however, told by contemporary
critics that “he liked 1o paint bamboos i mk, snd the
best of these were not inferior to Weén Tlung's
pamting™ — an appreciation which  probably
seemed well menied ro himself, because he wrote on
¢ picture of his ownas follows:

“The bamboos puinted by {Chao) Tzi-ang are
divine (spirited) but not true to nature; Chung-pin's
{Wu Chén) bamboos are troe to nature bot not
divine. These bamboos (of mmne) are both divine
and true to mature, because L have combined the swo
gentletnen™ — an estimite which, even i it contains

only hall the truth, makes us anxious o find 2
bamboo-painting by Kao K'o-kung.

The following generation included several pro-
munent panters who devoted much stady to the
bamboo motif, cither in combination with other
elements of landscape, as with Ni Tsan (whose
warks will be studied in a laver chapter), or asan
mdependent symbolic for expressing their
reactions to the rhythm of nuture. This was the case
with Wu Chén as well as with the bamboo specialists
K'o Chig-ssit and Ku Au.

Wu Chén, or Mei-hua tao-jén; had the same love
for bamboo as for the plium-blassoms after which he
was mamied, and he expressed this love ar devotion
to buddmg and voung bamboos in poems as well as
in paintings. Seldem have the two arts been more
intimately conjoined than m Wu Chén's bamboo-
studiee with their accompanmiment of lyzic improvi-
sations, and never has the significance of this
particular motif been revealed more attractively
than 1 Wu Chén's hsi-mo, i.c. ink-plays, said o be
done “a¢ an overspill of the scholar’s poetic writ-
mgs . They may, mdeed, be called wrings in
pictorial symbols rather than paintings, ver they
possess qualitics which after all have their appeal to
Westerners abio wha are ot able 1o interprer the
accompanying poems, which are written in frecly
tndividislized script.

The album iy the Ku-kung collection known as
Mo-chu p'u ts-an excellent collection of such baniboo
studies. It contaims twenty-four double leaves,
many of them with inscriptions and some dated
1350. The picturss are done with 4 wellsoaked
brush and the ik has been applied richly in the long
elliptic leaves, whercas the tender twigs are drawn
so lightly that they scem to disappear m the paper.
The curving and bending of the stemys and the
' Fram Thig Vil Pl ehl, yuised in Shisbae g0, vol.53,
*Froan W'l o, poecd tne Shoeduar g, weilis3.
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branches, the swaymg of the leaves, the locking
strength of the joints, and the fresh vigour of the
new shoots are all reflected in the movements of
the brush which scem w follow the actual pulsation
of the life-giving sap (PLsz).

The imscriptions on these pictures are noted down
with great speed in a nmning style sk 1o the
prevailing thythm of the designs. Some of them are
copics of poems by Su Tung-p'o or lyric mprovisa-
tions; uﬂ]ﬂ&amﬁminmrptmnﬂmnfdaﬁfimﬁcs
refernng to bamboos, for mstance the note aceord-
ing to which Confucivs, on the occasion of a visit to
Ch'i-chou, in the state of Wei, hecame so absorbed
i the melodious soughing of the bamiboos, that he
forgot to taste meat for throe months aid then said
to Kung-sim Ch'ing: “"Human bemgs will grow thin
withour meat and vulgar without bamboos™. To
which the painter adds: **When Mei tao-jén pameed
this, he did it in order to rid himslf of vulganty”.

A number of Wu Chén'’s shore poems, written on
baniboo-studies as well as on other pictures, have
been made accessible in a colleenion published under
the title F-mo {Ink Remains) about the middle of the
seventeenth century by the pammer Chien Fén,
called Patwan tao-jén. They form 4 rather nuixed
lot ﬂﬂ}r'ril.:_jutﬁngs senne of which, hnwrw:f, comtain
interesting clues to the pamter's ideas; lus interpreta—
tions of the bamboo monf and his manner of hand-
ling the brush,!

W Chén had evidently absorbed the essentials of
the Taoist vicw of mature, as1s also confirmed by the
name under which he became best known - Mei-
lina tao-jén, the Mlum-blossom Taoist. He was not
comrent to seek inspiration merely from an intimate
study of the living shapes and parterns of bamboos
and plam-blossoms; he strove for communion with
the very souls of these tender products of nature,

The following lines with their references to
Chuang-tzu's stories about the cook and the wheel-
wright who were guided by ther knowledge of
Tao, are in this respect significant:

“When starting to painit, Tmyself do ot know -

I suddenly forget the brush in my hand;

bur wouldn't the cook and the wheelwright
have worked just like this?™

Wu Chén had litle patience with pretendimg
connoiseursand worldly men; he lived iy cetirement
and found company with trees and plants. To him
they became like persomal fends with whom he
could converse, and who responded better than any
huiman beings to the dreams and longings of this
poor and lonely poer. Apostrophizing the wild
bamboos, he calls them the most lovable of all . . .
because they show the proper spirit ([demeanour);
they hold aloof from thomy shrubs (fe, coarse and
rough things] and grow by mountam walls and
n\'t‘:l‘]]::l!.lg’mg cliffs, Their hearts are swept {ﬂfpﬂdl‘.‘:'lq
and their joints (i.e. moral prmciples); are strong, and
0 on. Or, more shortdy and poetically expressed:

“Standing firm and upright in the frost —lonely
the moonlit night: if you realize the principle of
homility, swhat could give the hearr more ease?™

He watches the bamboos m his own garden day
and night, in spring snd autommn, The reactions in
his heatt are sometimes hopeful, sometimes sad.
When he sees the bamboos imder the moon, their
shadows forming living patteriis on the ground -
anid on the paper windows — he hums 1 ditry:

“The mocut is rising over castem mountains

and spreads her light on bamboos iy yard.
The clear tune {that 1) the Tao-man is whistling
is but for them, my only loves.”
Another time he writes: “Tender are the flowers of
sprmg. willows swaymng softly in the wind, but
these gentlemen alone (Le. bamboos) will remain
the friends of wineer's cold.”

Bamboos were an inexhaustible source of inspira-
riom to the man of the brush; but to the old sage and
follower of Tao they became symbols also of morl
integEty, piIl'it‘:r and hombleness OFEpIﬁL the so—
called “emptiness of the heart™. He was attached to
them with every fibre of his soul and found in
them (and m the lore about them) a strange en-
couragement for heart and mind. e is confirmed by

V- Aerstiu b angeaho, Par I o Chapry.
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many allusons, as for mstance i the following
lines:
“Ther leaves are tremibling in 2 gentle wind,
their twigs extending in the clear rain.
He who can grasp and #ll his heart with them
is like the mountain-hernurs Hsii and Ch'ao.!
The linking of bamboos with old sages who have
hecome symbols tor the utmost purity and bumiliry
is significant for W Chén ag a panter, There was
nothmg that he despised more than wulganity,
ontward show or ostentationsness; he had [earned by
observation that the most gripping effects of nature
could be discovered m the smplest thinge and thata
single twig of bamboo could serve as an instrument
for an artist's thought just as well as a wheole land-
scape. |
We shall have occasion to return to. Wu Chén's
landscapes in & later chapter, but here may sall be
added a word or two about bamboo-paintings
whose artistic significance has been attained by the
kind of aesthetic economy or exquisizeness thar was
the secret of Wu Chén, One of these pictures is in
the Ku-kung collection; 1t represents two slender
stems with a few drooping leaves, growing by a
mossy stone, The extreme simplicity, not o say
poverty, of the design would perhaps give rise to an
impression of emptiness if it were not balaneed by
the prominent mscription in five paralle] lines (more
difficult to read than to enjoy asan omament) which
is dated 1347 (PLs7a), The mmmual support or
balance between the pictorial design and the mscrip-
ton 1s still more obvious in the preture in the Freer
Gallery which represents on a very tall and narrow
scroll a wind-shaken slender bamboo branch to-
gether with three long lines of writing. The bamboo
spray 15 so hightly pamted that it seems almost 1o be
blowing vut of the picture; the long leaves flutter
beyond it on the right, indeed the curving spray
occupies only 2 minos portion of the picture field. It
might flow away altogether if it were not held in
place, s to speak, by the three long lmes of the
tnscription, which fimction as 3 kind of backboue to
the whole composition. Their importance is also

increased by the historical information regarding the
picture (Pl.sen).

The painter tells that he did this picture in the
spring of 1350 (at the age of 71) when he was
strolling with 4 friend in die neighbourhood of
Hu-chou, When they came to a place called Chia
Yiin-lao they found 2 broken stone rablet there
which contamed the engraving of 3 wand-blown
bamboo-branch which Su Tung-p'e had painted at
this place (some 250 vears before) when he was
prefect of He-chou. Though the tablet was broken
Wu Chén was deeply impressed by the dmwing and
“quickly made 3 copy and achicved a likeness™,

The simple picture may thus be s1id 1o possess the
double nterest of an lustorical and sesthetic
docutnent, as it transmits a design by Su Timgp'o
i a farchful rendermg of Wi Chén.

* * -

Ku An and K'o Chinssii were both excellent
bamboo-pamters and highly specialized in this art,
but their approach ® the motif was different from
that of Wi Chén; they were not poets bur merely
men of the brush and they reached 2 degree of
technical skill and dexterity that has hardly been
surpassed by any later men in this field.

Ku An, whose t=f was Tmg-chih, came from
Yangchon m Kiangsn. He may have been borm at
the end of the thireenth century, because he was
appainted a judge in Chitlan-chouw m the Yiian-t'ung
era (1333-1335). His principal models for bamboo-
paintng are said to have been Hsiso Yiich (of
Tlang) and Wen T'ung, but if we may draw some
conclusions. from his sull preserved works, he
| The two sages referred to in the kit lne are probibly the st
sxgueie cxamnples o puoty and hmmidenos reorded in history
o legemd. When the emperor Yao offered the throne 1o Ch'an,
be declined and wone and washed his esrs 1o free them from the
defilernent of such worldly contaninstion; snd Hsii b said 1o bave
acred similarly when offored the throne. He wsed to deink Frou
the brook in the hollow of his fund, and when s charitsble
penou sifered him & gounl, e homg it up on s free mear bis o
Dut the wind whistling thvowgh the seerd produced 4 sound
which was plessing to his senscs, and to escape from this enn—

tunmation he threw the gonnd away. (. Giles, Biographizal
Dia,, 200 md 797
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transposed what he leamed from the old masters
quite freely mio a style of his own. His most
onsstanding -pretures. o the Ku-kung collection
represent tufts of bamboo on a stony slope shaken by
sudden gales? The braniches with their long leaves
are all fluttering m one direction, but the slender
stemns seem to be resisting the assaule of the hurricane,
Seldom has the violence of wind been more sug-
gestively rendered, or the combat berween the
elements of nature been brought out more clearly m
a pictorial symbol (PLs3).

In some mmor pamtings (in the Cincmman
Musenm and in private collections in Ching)* the
motif 1s reduced to one or two detached branches or
the top section of a bamboo-plant, bur nevertheless
still has the resilient strengeh that is so impressive m
the above-mentoned bamboos i the wmd. The
brushestrokes are firm and quick, imparting 2
quality of decision to the painting, which con-
sequently scems more like a picce of excellent
calligraphy than like a pietorial rendering in tonal
valies. _

K'o Chin-ssii, with the 1z Ching<chung and the
hao Tanch'in, was bom 1312 in Thai<hou in
Chekiang, and died 1365. He was a gentleman-
painter of the old scholarly type and & prominest
connpisseur of antquitics and writings who i the
Tien-li era was entrosted with the task of examining
the imperial collections of writigs and pictures
housed in the K ueichang ko. He wus esteemed for
his literary culture no less than for his expressive
brushwork. “*Some people thoughr that he was the
only great bamboo-pamter after Wén T'ung,” He
seldom represented the bamboos alone or detached,
more often combined with stones and old trece
it compositions of remarkable pictonal effect,
His ink Hows very freely and his brushwork has a
richer pictorial quality than is to be found m the
warks of any other bamboo-painter. His best works
are not written down like the bamboos by Wu
Chién or even Ku An, but conceived and pairited in
an atmosphere of light and shade.

One of the most impressive examples of K'o

Chin-ssit’s mastery as a bamboo-painter is the lirge

-picture i Hui-hua kvan which is signed and dazed

1338, The compesition, which consists of two tall
bamboos growing by a garden rock, is the same as in
several of his pictures, but it is developed on a larger
scale than wsual, which serves to emphasize the
pictorial beauty, We are reminded of An Lu-ts'un's
deseriprion of a similar piceare dated the same year:
"Twn stemns of bamboo, done with shades of dark
and light ink according o the (right) method. K'o
Chiu-ssit followed Wén T'ung. Yet he created a
muanner of bis own which was dense (close knit) and
frm, Below he pamted with abumdant life-breath a
stane in the manner of Tung Peisytian. Ar the left
ade of the picture 14 an mscripton, according to
which it was done in the yedr 1338, when the artist
was staving i Ching Pi Ko™

It may be of interest for 4 proper appreciation of
K'o Chiu-ssii as a bamboo—painter to note that he
also signed 4 smaller and quite different picture in
the same year as the one deseribed above. Tt re-
presents only the top section of a so—called phoenix-
railed bamboo and forms parr of General Chang
Chiin's collection jn Tai-peh. Nething could be

simpler than this very narrow scroll of a slender

sten and a few leaves which hover like large
butterflies on atmost invisible twigs, yet it is enough
to mike us feel the youthful grace and freshness thar
belang to the young bamboo on a spring moming,

K'o Chiu-ssil’s bamboo-pamtings have all some-
thing of the same charnm and vital breath: ie seems so
natural and mherent and in the motif. Yet iv is only
by the response in the artist’s soul and through the
touch of lus brush that this ch'i-yin can be made
discernible in 2 picture. To describe several of these
bamboo-pamtings m the Ku-kung collection and in

private passession, seems hardly necessary because

they are mostly of the samie type, even though each
reflects 3 different mood. Besides hamboos K'o

P b iy wolid and XXXVE The former picturs &
datrid 4§50,

O] Clumgdug, 1 pixry (T Piop-ei coll) dated 13344 and
Shen=chmt ta-kiiam, volg, dored ©349. The cacfiest dated picture s
2 baniboo b the Veretesch collsvtion from 1343,
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Chiussii also painted plum-blossoms and land-
scapes (Cf. Ki-bung shu-hua chi. vols XXV and
XXXV, but they are not of the same superior
quality as his paintings of bamboo (PLsg).

- - -

Among the Jeiser known men who fullowed in the
wake of the leading masters: mentioned above and
formed, so o speak, the aftermath of hamboo-
paintmg in the Yilan penod, were several promi-
pent fuen of talent who alse are represented i the
Ku-kumg colleetion. Some of them were little-
known monks or hermits, others govermment
officials who practised the art a5 gentlemen painters.

Chang Yen-f and Fang-va belonged to the
former class. Chang Yen-fu, known as Chang Liv-,
was a Taost who lived in Pekmg about the tmddle
of the fourteenth century and §s said to bave pained
landscapes and horses. He has, however, also signed
a charming picture with some slender bamboos and
jujube brambles by a stone (belonging to the Nelson
Gallery in Kansas City). The brushwork is very
clegant, perfectly controlled and refmed. Through
some of the numerous inscriptions on the picture it
appears that it was pamied as » record or a souvenir
of a meeting of a group of arpsts m 1343 and
presented to the painter Shéng Mow (PLss).

Fang-ya, wha lived at the very end ol the Yiian
period in Su-chou, is said to have been ordained as a
priest arid to have bieen a close friend of Ni Tsan. He
is not recurded in the usual books, but & menticicd
by Li Jih-hia, who savs that he imitated Su Tung-
p'o a5 3 bamboo-painter, The picture by himin the
Palace Museum dated 1382.! which represents a fow
slender bamboos and a garden rock, is a rather
subtle work disimguished by 2 quality of lightmess,
like 2 shore lyrical poem, but t what extent it is
reminiscent of Su Tung-p'o’s bamboo-painting is,
alas, 2 query to which we have no answer.

Tn Chih-jni may also have been a priest or 3

momk; le 15 nor mentioned in any of the Chinese:

records, only in Kundatkon Sayiichoki, and as further-
more all lus known pictures (seven or eight pieces)

are in Japanese collecrions,® the supposition that he
passed part of hus life in Japan is tempting. The pic-
tures gre ot like most Chinese bamboo-paintings
reduced o a few stems, bur developed into more
impuortant landscape compositions in which bamboos
grow in tufts on slopes berween boulders and rush-
ing streams, The atmosphere is filled with moisture,
condensed mto-a misty veil around the bamboos,

which are painted with a rather soft brush and rich
ink that give them the APPEATATICE of dark plumes
waying in the grey sir, The pictorkl, not to say
colonmistic, effect is here further developed than
maost of the above-mentioned spacimens of bamboo-
painting, which sometimes seem more like master-
picces of calligraplry than like paintings.

Sung K's and Chang Shén were both gentlemen
painters esteemed for their liverary talents no Jess
than for their arustic achievements. Sung K'o,
whose t2il was Chung-wén and fioo Nan-kung, was
bom in Suchou 1327 and served in the Hung-wu
era as a governor of Féng-hsang in Shensi. He died
1387, He was at the time considered a8 one of the
“Ten Men of Talent” and partcularly famous as a
G‘]]igr:p}ﬁ_'.t. but also distinguished as a2 bamboo-
pamter: “Om a foor square of silk he could paine
thousands of stems . . . as dense as showers of rain or
clonds of smoke™, yer distmetly wath all their sprays
and leaves, o8 may be seen in the handscroll in the
Freer Gallery (dated 1360) (L 36). The composition
is somewhat similsr w0 some of T'an Chih-jui’s
paintings, but the bamboos are rendered in 3 more
refined and sprightly manner, suggestive of the
wayy thythm of the individual plants. In a colophon
on'a bamboo-painting by Sung K'o o man clled Lu
Hsiieli-shili charactetized the painter 3s follows?

“The world knows that Sung K'o was a good
writer, but it docs not know that he painted bamboos
as wonderfully as in this picture. | have tead his own
writings on ink-bamboos in which he says: “The
stems should be pamited like seal characters (chuan
 Ka=hoing, 1V
¥ Kolkka 468, T8, vol1X, T3, p.2ok, ere
* Shudida s, ol 86,
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and chow), the leaves like fn and li=dhu (official stvle),
the branches like formal and grass characters (chién
and ts'av), the flowers and seeds as lightly as drafis
for writing. If one observes this very elosely one will
find that the manners of handling the brush all have

their origin in the different styles of wrinng; able
men do not confine themselves to one single

manmner ; which is true.”

The Chinese appreciation of bamboo-painting as
a close parallel to calligraphy could hardly be more
defmitely expressed.

Chang Shén, tzi Shili-hsing and fae Yiin-mén
shan—<h'ian, was also an official (he served as s
governar of Chekiang) and 3 well-known amateur
of painting and calligraphy, who enjoved the
company of arastic friends such as Ni Tsam and Ku
An, A smull picture (two feet square) m the Ko-
kung collecrion has been published as 4 record of the
friendship of these meri who are said to be rssponsible

tor vardous portions of the composition; namely,
old decaying trunk [md 1o be by Chang Shén), a
few sprays of bamboo (by Ku An), and 4 stone
(ascribed to Ni Tsan, thongh-of larer dace).t A large
mseription in bold grasscharaceers by Yang Wi
chimg adds & very effective note to this loosely knic
composition, which has 1 cereain historical iterese
ﬂmif‘itisnutulmgthmanu:thmﬁc:]gccmm !J}'
the three friends,

The painters who carried on the tradition: of
bamboo-paintmg from the Yian into the Ming
period were more than can be enumerated at this
place; because this specality had at the time grown
into an imporant current within the general How of
mk-painting, It flourished abundantly and was taken
up again by some of the best masters of the younger
generation, such as Wang Fu and Hsia Chi'ang, to
whot we shill return in 4 later chapter.

v Kk, ahuishuas e, oLV,

r I-IJU



Landscape-painting

|

The New Antitude

THE MOST imparmant contributions to the develop-
ment of pictonal expression made m the Yiian
period were doe to the landsespe-painvers. The
works of the leading masters m this field reveal a
scarch for new pictorial interpretations of the motifs,
a more intimate penetration into the soul of narure
and a mone sensitive fendering of jes shifting moods
than we find in the pamomgs of the South Sung
masters. Landscape-painting became wore than ever
an mstrument for the mdividual temperament. and
to some extent detached from time-honoured
schools and marmmers of broshwork.

Many of the pamters lived m relative seclusion,
far from the market places of the world; devoting
themselves almost exclusively to their studies of
nature, their meditations and their work with brush
and ink, whether m pantmg or in writing. It is told
of some of them dhat they spent monrhs and years
roaming about in the mountains, or travelling along
rivers and lakes, in order to observe the ever-
shifting movements of clouds, listening ro the
messages of woods and waters. Their art was
ulamately a reflection of their lives and characters,
simple and nconventional, sensitive, vet firm,
mnconcerned with any appeal © the public, -
spired by the ctemal quest for the soul of nature,
They were indeed painters and poets of what we
would ll a romantic type, with a pantheistic
comprehension of nature; and on¢ may wonder
whether they would not have expressed themselves
more exclisively in poetry if they had lived in the
Western world, for their paintings are to an anusual
degree creative writing in symbols of visual shapes
transformed by brush and ink.

$2

In many of their paintings the poctic fuscriptions
are hardly less significant than the pietorial designs.
The two elements served the same purpose; both
were means of expressing an mspiring thought or 3
vision, and sometimes they completed each other
also in a formal sense. The inscriptions thus begin to
gain an imporzmce that they never hiad in the Sung
period: they may contam information about the
motif, records of i msuciations and memarics, OF
poetic transcriptions of inspiring thoughs, yer ar the
same time funcrion as supporting clements in the
decorative design. This is most obvious in minor
ink-paintings - such as skesches of bamboos and
landscapes m which the rhythm of the painting 15, s0
to speak, continued in the writing, or vice veru, and
where the conjuncrion of the two elements s the
life-nerve of the work. Such paintings are not to be
Inoked upon simply as pictorial patterns, they must
be read as poems written m conventional symbols.
This increasing importance of the msaripdons, from
a formal as well asa literary viewpoint, opened the
doot for 3 parallel development of writing and
painting wiich was carned on with: individual
variations during the Ming period and larer,

On the other hand, it may be noticed that the
luyrean fyrures which had gained 3 prominent place
in the landscapes of the South Sung period, dis-
appear or become relatively insignificant fn the
compositions of the leadmg Yilan masters. They
scem to have lost their function as intermediaries v
representatives of the human point of view, wiich
they muintnined so successfully m the landscapes by
Ma Yian and Hsta Kuei, The grear landscape-
painters of the Yiian period had no we for such
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lusrrative additions, because rtheir identificanien
with pature was more complete, their endeavour
was not to concentrate the beholder’s attention on
the human element or to make him see with the
eyes of an extrancous actor, but to take him righe
inta the actual life of nature and make him feel i
pulse, This becomes perhaps more nonceable
through the absence of all distracting elements than
through the introduction of any new ideas or
decorative formulas, The general tendency was
towards simplification without loss of the essentials
of the motif, as may be seen for instance in the
landscapes by Huang Kung-wang and Ni Tsan,
which sometimes have the character of ink-sketehes
tather thay of finished paintings.

This stnving for immediacy and spontancity of
executionn 15, however, balanced by a marked
increase in the optical realism of the stdies. They
are not written down like abstrace specimens of
calligraphy or rendered as seen from above, but
mare or less construceed from the ground in such 2
way thar we get an impresston of rising and receding
planes. This does not mean that the painters of the
Y'itan pc:nod were frying to moroduce a geometn-
cally eonstructed perspective or a fixed point of view
for thar landscape designs, simply that the most
advinced among them felt the need of incressing the
pptical illusion by representing the scenery a8 seen
from the level of the beholder and consequently
with 2 lower horizon than was common in earlier
epochs. Ir was an approximation of spatial relations
or limits rather than 4 definite new sccomplishment,
or im other words, a gradial change from the abstract
conception of imaginative (unlimited) space, as in
the landscapes of preceding centuties, 0 2 more
realistic approach to this problem; and the impetis
given i this direction by the Yilan pamters was
taken up and further developed by the leading
muasters in the Ming perind.

This development, which was mspired by an cver
closer study of nature, an mcreasing desire 1o bring
out the actual meanmg and realicy of the motif m a
convincing form, may also be observed i the

painters’ use of brush and mk. Tn spite of the great
differences or diversities in the brushwork of the
various masters, tt must be admirted that it reveals m
most cases 3 tendency towards pictorial expresion-
ism. The best among these painters kuew how to
interpret the motifs in values of tone, of atmosphers
and light. Some of the most progressive among them
used the ink in o mamner which reminds us of
the colounstic methods of so-called impressionist
painters of modern times, i, distributing it in spots
and dots to suggest hght and space, forms dissolving
i an atmosphere rather than salid shapes or defini-
tions by line. Generally speaking, the development
of the technical methods served pictorial ends, bue it
was stirnulated by the paintens” mtimacy with nature,
and theie endeavour o transmit in their lindscapes
not only an approximate semblance of the motifs
but also their individual features and life-brexth,

All these landscape-painters were i later times
classified as followers of the “Sounthern School™.
They were said to continue the eraditions of Tung
Yitan, Chii-jan and Mi Fei, but the connotation
refers more to the brushwiork and technical methods
than to aesthetic adeals, 2 fact which is usnally
expressed in the Chinese accounts by the often
recurring phrase: “He followed the manner of Tung
Yitan and Chiijan but liter, when growing older,
he formed s school (or manner) of his own™. Asa
matter of fact, each of the leading mastess formed a
‘manner of his own. They may all be classified a5
“romantics” from an aesthetic point of view, and a5
Yexpressionists” or “idea-writers” from a techmical
viewpoint; but their mdividual temperaments
are teflecred in their handling of the brosh and
the mk.

Ni Tsan, who himself was one of the greatest of
these painters, made the following note abour the
masters whom he considered most important (e
enumerates four, though not exactly the tradi-
tiemally accepted "Four Grear Masters™);

“Amony the pamters of mountains, forests, water
and rocks, active in the present dynasty, there is
president Kao (K'o-kung), in whose works the
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resonance of the life-breath (ch'i=yiin) 15 restful and
easy, Chao Jung-lu (Méng-fu), whose brushwork is
lofry and distince. Huang Tzii-chiv (Kung-wang),
whose manner i5 astonishingly free, and Wang
Shu-ming (Méng), whose style is luxuriantly nch

and cefmed. Each ome of them 5 of his own class
and different (from the others), but 1 admire them
all and bave no caticism to offer. L know no onewhao
would be their superior,™

Y Quooted i STi-hoea ', vol 4.

Kao K'o-kung and some of his Followers

The oldest and, according to some erirics, foremaost
among these great landscape-paimters was  Kao
K'o-kung (b.1248, d.z310, or later). His origmal
name was Shib-an, his = Yen-ching, and his hue
Fangshan (commonly called Fang-shan lao-jén).
He was, smictly speaking, not 2 Chinese by hirth,
but of forcign descent: the family had mmugrated
from Eastern Turkestan, but lived at the time of his
birth m Ta-t'ong (Shansi), He recerved a classical
education and had a quick and brilliant official
career (like so many foreigners). At the age of 26 he
entered the sorvice of the Board of Works and rose
gradually in the degrees until, at the beginning of
the fourteenth century, he became President of the
Board of Justice; but these high govermment
positions did not prevent lum from keeping up
personal relations with artists of less distinguished
social grade. Ni Tsan, who had a boundless admira-
tion for this nestor amasg the landscape-painters,
characterizes him as "'a pure man, surpassing the
common type and outshining the vulgsr world™,
He tells, furthermore, how Kao K'o-kung remed 2
luse in Hangehou, where he could stay as an artist:
“Whenever he was at leisure he ook his stick, a
bottle of wine, and 2 book of poetry and sat down
on the bank of the Ch'ien-t'ang river, looking out
over the mountains and wavy hills of Chekiang,
obscrving the appearing and disappearing (rising
and smking) of the clouds and mist as if rymg o
grasp them. When mot occupied with official

business or literary wrinng, he used the brush m
painfing, thus expressing the lofty concepts of
his hearr.™

According to other recorders, Fmg-shun lac-jén
did not pain easily. Bur when he was clated through
the influence of wine, or felt happy in the company
of some good friends, he would ke silk or paper
and ink, grasp the brush and move jt freely, carried
away by mspiranion: It wus like the work of a ghost
or a spint; it could not be explained.®

The old president must have been a man of an
impressive character and tremendous energy who
could wield the brush with more strength and
sbandon than ordinary painters. He did not spare the
ink m unrolling the clouds and in spreading the
cany atmosphere of an aurumn eve around the
mountains. This may be observed in some of his still
preserved works and felt in the descriptions of
paintings lost today, as for instance, the Autumn
Mountains m- Evening Mist (dated 1209), about
which Ni Tsan nude the following note:* "*White
clouds; 4 solitary cranc. Evening is drawing near. A
beac acanchor on the Chiien-t"ang rver. Mountaing
of Yiieh in the diszmee, A most precious thing of the
present age. When unrolling it anew at the northern
window 1 chant poems and compose verses.”

The appreciation of Kao K'o-kung’s landscapes
U Quoted o Shu-lhies o, wol X1
* Quoted from L s Kean Tl Chil € i She-hua p'o, vol.s3.
¥ Quared in Sha-ua fing, vol X1,
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increased steadily after his death and reached a ligh-
water mark at the end of the Ming period, partic-
ularly through the enthusiastic encomiums of
Chang Ch'on and Tung Ch'i-ch'ang, who admired
iis rich and vaparous manmer as a perfect expression
for the ideals of the "Southern School”. He was to
them a faithful contimuator of Tung Yiian's and Mi
Fei's prnciples and as such of great historical
importince. Some eritics claim that he firese followed
the two Mi and then rumed o Tung Yiian, while
others say that he started by imitatng Tung Yian,
and then perfected his style througlh a closer study of
the rwa Mi, father and son, Whichever sequence he
may have followed in his studies, it is obviows, cven
ata hasty glance, that the above-mentioned masters
had 2 decisive influence on his artistic formation.

The general character of Kao K'o-kung's pictonal
manner is fairly well known through 3 number of
picrures ascribed to him by eritics of the Yilan and
Ming perind, bu to delimit lus mdividual works
more defimitely is not easy, because he has evidently
served as a model for many later adberents of the
same stylistic current and been successfully imitated
in the Viian as well as in the Ming period.

These are at least five large laudscapes in the
Ku-king collection ascribed to the master and halfa
dozen minor paintings in Far Eastern private collec-
tions with the same acrbution, bur they are of
rather varied quality and evidentdy not the works of
one single maswer. One might, for the sake of
convenience, distinguish in the former group two
kinds of stylistic tendencies, one chamctenzed by
excessive sofimess and a fluffy broshwork by which
the forms are dissolved in blotchy spots, whereas the
other reveals more of the structural character of
monntaing and rocks in contradistinction to the
vaporous mist by which they sre encircled. The
former manner, which I more akin to whar is
usually called the M1 Fel style. may be observed in
the two pictures representing heavy mist and rain-
clouds in the mountains, both of which were ex-
hibited in London 1535-1936,. and the latter in two
picturescalled respectively Mountains Rising through

Spring Clouds and Morming Mist and Cloud-en-
crcled Luxomant Mountains® (PLs7). A third
picture, which is called Clearing after a Spring Rain
over the Mountains and provided with a colophon
by Li K'an, dited 1200, may also be joaned to this
group, though it also has points of contact with the
rwo pictures of the previous group? (PLs8).

Nong¢ of these pictures can be definirely ascertained
or proved o be an authentic work by Kao K'o-
kung, but the preponderance of stylistic and histori-
cal evidence 1 certunly in favour of the more
structural paineings, which stylistically: are more
akin o the works of Tung Yiian than to the so-
called Mi Fei paintings. My observatiosns on the two
landscapes scen m the London exhibition and also at
Taichung led me to the conclusion thar they are
mmitations of a somewhar later period. The fiest-
named is pamted with slight additions of bluish and
reddish colours, the other is a pure ink-painting
though now rather dull in rone. The splashy brush-
work which is characteristic of both produces an
mmpresson of shadowy flimsiness which is not of
very early date.

The foremost representative of the other group is
the picture known as Clowd-encircled Luxuriant
Mountains. It has four insenptions, two of which
were written by well-known men at the beginning
of the fourteenth cenrury, 1.. Téng Weén-yiian and
Li Kan (dated 1300), who must have been closs
friends of Kao K o-kung. The picture is remarkable
Lor 1s combination of strucrural design and effective
pictorial modelling. The composition is dominated
by a broad mountain cone nsing from a ground of
flat rocks through layers of eddying white mist. Two
clumps of dark leafy trees mdicate the foreground
plane, buit the stream thar is winding between them

L Ku-leang, voldX; and K-k, shu-fuw chi, vol XKL The lamer
picrute s sigoed with the arrist’ snxmc:mi the date 1353, which
seenys roo Late for Koo K'o-kung, who wis bom 1248, though s
definite yéut [or his death oot knoven.

1K b e olid, vol X0, dated y300, snd Kadung, vol. XL
Calophons by Ting Wio-yikan (1248-3728] and Li K'n
(12451320}

* O Kok, slivela 2hi, vol XXXVIL Colophon by Li K'an, 1205
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througl the areviced rocks acsentustes the depth
dimension in contrast 1o the OWeHmEZ MoOUNLUN
cone., One may mace here soime resemblance 1o
compositions by Tung Yiian, but while the elements
are traditional they are rendered in 2 new spirit, ina
more developed pictorial marmer and with a more
intimate characterization of their significance as
integral parss of 2 iving organism of nature. It 15 a
picture in which much of the old wradition of and-
scape-pamting from the beginmuing of the Sung
period has been absorbed and recast in forms of
fresh pictomal beaury:

The remarkable qualities of this picture may be
more clearly appreciated if it is compared with the
other landscape 1 the same collection which is
called Mowmeains Rising through Spring Clonds and
Mogming Mist. The general resemiblince of the
compositions is quite abvious to anyone who com-
pmthcn:pm&mm,‘ and is emphasized by the
mountain cones risng through the mist. Bue the
mountain it this latter proture is exaggerated into a
kind of bulsing hump that threatens to tumble over,
an impression which has beenn emphasized by the
retouching of the upper portion of the picture. Seill,
in spite of this lack of proper balance m the design,
the picture has a definitely marked individual
character, and as the signature and the date, i, 1300;
seem 1o he quite correet, it may be accepted as
a somewhat dumaged work by Kao K'okung
(PLsg).

In addition to the two pictures mentioned above,
which in spiee of some inequalities represent the
same style, & third one in the same collection, known
as Clearng after Sprmg Ram over the Mountains,
well deserves to be remembered; it is sseribed to
the master by Lt K'an and dated 1200. The com-
position i not guite the same as m the two other
landscapes; the mountain that rises through the misc
is of & more ordinary type and the trees on the rocks
in the foreground more conventional, yet the actual
painting of the deeply furrowed grasy mountain
and of the vaporous mist is sirmbar to the correspond-
ing parn in the preceding examples, Li K'an, who

seens to have been a good friend of Kao K'o-kung,
would hardly have added his tesumony to the pic-
ture if he lad not been convineed of i anthenticity.
But it represents a less mdividualized and somewhat
carlier type than the two others and Is, as such,
more closely related 1o certain pamtings by Tung
Yiian.

Among the minor pantings in private collecuons
which with more or less reson are anmibuied to
Kao K'o-kung, may be mennoned the handscroll m
the possession of Mr. Hsii Hsiao—p‘n in Taipel, which
represents spring clouds over a momtam stream
bordered by trees. It is done in 4 very fluent p'e-mo
style with slight addition of blue colour, on fme
silk, and bears the signature and the date 1313, The
movement of the clouds along the grassy mountain
slopes anid the low mmst that forms a backgroand
the trees along the road i the foregronnd are
rendered with 2 soft brush and easily Aowing ink,
yet forms such us wees, buildings and boats and even
the small figures, are more distinetly mdicated than
s comumon m so-called Mi paintings (PL6o).

The same influence is still more marked in the
picture in the Saitd collection repeesenting 3
mountain landscape with eddying mist in the valley
and 2 man in a pavilion. This, however, as fir as
can be seen m the reproduction in Toanzd? is less
convincing a¢ a work by Kao K'o-kung (in spite of
the signature}. Not knowing the picture in the
original, | prefer not w0 dwell on it further at this
place; it seems to have morc mieress as a close
imitation after the older Mi than a5 an original
creation by a grear Yilan master.

All through the Yian and Ming period Kao K'o=
kuing-was considered one of the foremost represen—
tattves of the Southern School, which reachied its
greatest vogue through the writings of Chang
Ch'ou and Tung Ch'i-ch'ang. Nothing could be
more cloguent than Chang Chow’s appreciation of
Kao K'o-kung m the followmg words: “Among

VGF. K . cho-hua chi, vol X1IL

! Tam=3, e, Coralogue of the S3i¢3 collection, pLA. The inserip-
Tinm on the: phovare seenn doubtful,
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the thousands of lindseapes by old and modem men
still existing, only these by the two Mi, Kao K'o-
kung and Ni Tsan are painted with onerammedled
case and freedom, so that dhey cannot be copied.
They are entirely unconventional and origmal.”

The cicomivm seems indeed significant, as it
comes from a well-informed critic who was imiliar
with the works of all the grear Yilan masters. Tt
makes us realize that Kao K'okung was considered
as one of the most mfluental personalines m the
development of Chinese landscape-painting.

This influence scems also to have reached ourside
the confines of China; Sessho reported it in Japan
when writing: “When travelling in the South L saw
works of the most famous painters of our nme,
many of whom consider Yen<hing (i.r. Kao K'o-
kung) as their teacher™ !

The great fame of the master became naturally
also a cause for close imitations by contemporary or
later armsts, which o some extent has blurred the
lines of Kao K'o-kung's artistic personality. Most
significant in this respect are the lindscapes in
Japanese collectons ascribed to a pamter called Kao
Jan-hui, who is mentioned by Japanese authors of
the Ashikaga period and listed i Kundatkms
Sayiichoki but complerely unknown in China. The
paintirigs which on historical grounds may be con-
sidered as works by Kao Jan-hui have certainly
stylistic affinity with the landscapes by Kao K'o-
kung, as tay be observed particulacly in the fimous
Summer and Winter landscapes from the Konchi-m
temple in Kydto. These picrures, which are executed
mn a very onhampered plo-mo  fashion, have,
together with the resemblance of the names, given
rise to the formerly current opinion thar Kao Jan-
It was simply another name for Kao K'o-kung.
But since modem Japanese are-historians no longer
find it possible to support this somewhar antiguared
theory, we do not nieed to dwell on i further ar this
place. Judging by picrures ascribed to Kao Jan-hui,
he was hardly an immediate follower of Kao K'o-
kung, and it seems indeed quite probable, as sup-
posed by Japanese authorities like Dr. Shimada, that

he was 2 somewhat later Korean painter rather than
a Chingse?

Kao K'o-kung's influence an the development of
lutdscape-painting was, as said above, of a lastng
kind; it became, 38 a matter of fact, more evident
after his death than during his life-rime, and it may
be sid to have lasted throngh the Ming period and
later as a kind of mamn support for the Mi-current
within the **Southern School” of indscape-painting.
The best known among the followers whose acdvity
belonged ro the fourteenth century were Kuo Piand
Fang Ts ung-1.

Kuo P, tzi Tlien-hsi, hao Pashan, who came
from Ching-k'ou m Knngsu, is said ta have been
borm 1ot and died 1355, but was probably older.
He exccuted wall-paintings in 2 Taoist temple m his
home town, and became known particularly through
his lanidscapes and hamboos painted according o the
Mi Fer-Kao K'o-kung manner, i.e. i a soft p'e-mo
technigue butwith redatively vagueindividual accenes
(PL63a). One of his best pictures is the Mountam
Landscape m Mist in the Sumitomo collection in
Oiso, which, however, hassuffered some damage and
thies lost its original beauty. (Gf 7653, p.198,) The
two most important works by the painter in the
Ku-kung collection are Momntams m Mist (lus
favourite motif) and A Bamboo Grove in Snow;
the former, which is hanging scroll, is signed and
dated 13397 the latter 3 shorr handscroll, s rather
superior from a pictoral viewpomt owing to the
refinement of the brushwork and the sensitive grada-
tion of grey and white tones.* Kuo Pi was not one
of the great painters, but possessed a4 genume mlent
and was a painstaking adherent to the styhstic ideals
so successfully revived by Kao K'o-kung.
¥ Quibked in the artidic by Wikmmoto Sakuro, “The Pamtings by
Ko fan-bud™ tn Hifimm Eenkyil, vol X1IL
® The documentary informarion segarding this problets and the
reasond fisr the combination of the two painters are disoussed by
Wakimoto Sakoro m his srticle on Kbo | Joednid m HSijuks
ki, XTI, Janiissry 1933, He distnguishes quite defimitcly be-
rween the twio pantess. D, Shiinada’s contrbutiin to the prob-
fem 1 shordy mdicsted in Sekai Bijurw Zovdls, vol XTV, pfs.

Y CF, K- shus-hika chi, vol.V.
I il i 2,
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Fang Ts'ung-, with the tzii Wi-yil and hao
Fang-hu, was a more gifted and imporrant follower
of Kao K'o-kung. He entered 8 Taoist order ar an
carly age and passed most of his life in the Shang-
ch'ing-kung monastery on Lung-hu shan in Kiangs..
He gradully became récognized as oue of the most
original masters of the tme, praised i parocular-for
e light and cusy brushwork, and ranked with Tung

Yiian, Chii~jan and the two Mi as 2 representative of

the untrammelled (i) dass. One of the later Ming
entics offers the following somewhar mysterious
characterization of this Taoist painter:

“Fang Fang-hu reached the womost limie m
studying the art of the Immortals, He gave shape w

things which have no shape and returned things

which have shape 1o the shapeless. As e was able w
do this in his pantings, he must have reached the
wtmost limit. How could he have done it without
bemg-an Immortalz™

The implication seems to be that Fang Fang-lm
had an extraordmary faculty of suggestng or evok-
ing the impresion of things without actually
representing or depicting thent In this respect he
was akin to the Ch'an pamters ar the end of the
Simg period, though his lindscapes have not quite
the sanie quality of Heeting visions or reflections in
the mirror of the mind as Mo<ch'i’s or Yikchien's
pamntings. Fang Fang-hu himself is reported ro have
said: “T ai-lung and Chii-jung are dangerous peaks;
their grand and strange beauty s that of famous old
pictures. As'T have scen l‘.'l':l:::m1 1 feel sanshied and at
casc. | am not one of the valgar men who reach out

tor small things."™®

"The tane of the statement is much the same as in
some of the pronomicements by Shib—t'ao, the
famom monk-painter of the seventeenth century
who also kept aloof, quite uncontarminated by the
valgar crowd. Fang Tsung-1 was in this respect far
more exclusive than Kao K'o-kimg, though be
followed the master rather closely as 3 man of the
brosh. The best proof of this dependence s the
picture in the Ku-kung collection which, acoording
to the pamter’s inscription, represents “Clouds and

Snow on the Shang-ym Mountain after Kao K'o-
kung”, The moumeain is, 2 waal, enveloped i a
vetl of mist from which the top emerges and some
trees in the front, but it has been wom down and
lost much of 1 original beaury.?

The four paintings by Fang Ts'ung-i in the Ku-
kung collection are all characteristic products of his
mdividual genius and pictonial style, thongh varying
in size and mmportance. One of them is simply a
large album-leaf, though with 2 wuch of fanrastic
grandeur in the sransformation of the rocks of the
river-bank into huge dagon-like shapes emerging
above 3 must which leaves the lirdle sailing-boat on.
the water only faindy visible. The picrure is signied
and dated 1348 and mscribed with 2 poem by Chang
i

Another mmor picture {in the shapa: af a vertical
scroll) represents, according to the inscription, the
socalled Kao-kao pavilion on a rocky ledge thar
rises out of the mst® It is-panted, or rather dashed
off, with a broad brush and rich ink in the most
wihampered p'o-mo fshion, superseding in this
respect even the landscapes of Yii-chien. The artistic
significance of this prcture 18 mainly 2 result of the
pictorial atmosphere produced by opposites of light
and shade and the life-giving touches of a spot-
rancous brush. Tt is as such a rather exceptional
product of expressionistic brushwork (Pléz2).

The two larger landscapes by Fang Ts ung-i in the
Ku-kung collection are more fmished pamtings; not
done in pure plo-mo techuique, but with defining
brushstrokes. The composition 15 in both cases
dominated by steep topped hills or rocks overgrown
with shrubs and grass, while larger trees form dark
clumps in the foreground m front of 3 currain of
mist. The ane (PL61) is called A Sacred Momtain
with wonderfil Trees and dated 13655 the other,

b Sz i vhry queoned in Sho-foee o, wolis4, pozo.

® Clv'irig: Vg Chi, quaotieed ibiden.

¥, Kok ahtina e, VoLV,

* This albom-lesf i reproduced io Chmmg—uo mump=hya che, val.l,
* B sl ehi; vol XIV,

W K, hi-di clit, wold VIITand XTIV,
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which may be described as Rugged Mountams
rising above & Mist, with a small pavilion below, is
likewise signed and dated (though with an wn-
identifiable year name), They are stylistically closely
related and may be sad to represent variations on
the samie motif of luxuriant growth in mist-
enveloped wildernuss,

Fang Ts'ung-i was not a master of the same rank
2 Kao K'okang; lis larger works are to some
extent lacking m structure, but they possess an
atmospheric, not to say colounistic beanty of their
ownt. This quality in connesion with the very light
spontaneots brushwork makes his minor sketchy -
paintings very atactive (PL63n).

Huang Kung-wang, T<ao Chil-po, Ma Win-pi, T ang Ti and Lu Kuang

Huang Kung-wang was twenty years younger than
Kao K'o-kung and a far more advanced representa-
tive of the new trend m Chinese landscape-painting
than the older master, His renown gradually sur-
passed that of all the other painters in the Geld, and
Jasted longer; he was regarded all through the Ming
and for the betrer part of the Ch'ing dynasty as the
greatest leader and best model among the landscape-
painters.

According to the records reported in Shu-fua P,
vol54. and Hua-shih hii-yao, he-was born as 2 son of
the Lu Fmily, which at the ame (1259) hved at
P'ing=chisng near Suchoy, and his personal name
was Chien. But while sall of wnder age he was
adopted by the Huang family of Yung<chia. The
adoprive father was at the time ninety years old and
is said o have exclaimed with joy on this occasion:
“Old Huang has bern expecting a son for a long
rime " or i Chinese: Huang- wang-tzil chiu-1
— an exclamation which was adopted s the name
and the soubriquet of the boy; m liter years he was
more commonly called by one of his other by-
names: I-fing, Ta-ch'ih, Clung-hst rao-jén, er.

His natnral gifts were very smusual, and he is said
to have acquired remarkable knowledge m history
and philosophy at an early age. Later in life he
established the so-called San—chiao tang (the Hall
of the Three Religions) behind the Win-é bridge i

Suchou, where philosophical mstruction was given
to boys [according to Hua=shile hui-yao),

Ity the Chih-yian era (1264-1203) he served for
some time as a clerk in the office of 1 provinesl
judge in Chekisng, but his. interest in. Taoism
prevailed and he abandoned office work. passing
most of his life as a recluse at Shao-chi-chian near
Hungchou, or wandering all over the Wu districr.
The last seven or eight years of his life he spent
mainly in the Fu-ch'un mounzain, which nspired
hiny o his most fimous pictures, He died in the
fourteenth year of Chih—chéng, e 1354.

This ouitline of Huang Kung-wang s Life 15 further
elaborated by writers of the Ming period with
anecedotal material mostly borrowed from Ch'ing-ho
shutima fang (vol. X1}, During his mmbles he often
stayed in temiples and made fmends with Buddhuse
and Taoist monks and with the pamter Tshao
Chih-po, who also led  hermit's life, and when not
occupied with painting spent his time in the study of
I-ching. “*Somesimes he mowmred high buildings mn
arder to obssrve the movements and the colours of
clouds; secking to grasp their effect; He stoad quite
lone as a painter, like an Immortal. The poet Tai
Piso-yilan wrote on a pormait of Huang Kung-
warng: “His body had to sustain grear hardships; in
his home there was often lack of food, because he
was as gencrous as the chien-&'e (1tmerant knights) of
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Yen and Chao (disrics m Hopei), His mind wus as
pencrrating as that of the grear wine-bibbers 1y Chin
and Sung tmes.' He lived i a cottage which: did
not shot out the rain and the cold winds, but there he
sar cros-egged, humming poetry. When he grasped
the brush and wrote down somethmg, it was in
accordance with dhe traditions of Ch'i and Lu (ie
Confucianism). He could nor be called 2 common
Pndlm-‘\'!

The Pzilltl'.‘t.: III.I:L‘EI penetration mto the life of
nature from which he drew his inspination and his
mode of working has been beautifully described by
Li Jih-hua, the contempaorary of Tung Chlich’ang,
who wrote: “The prefect Ch'én used to tell me how
Tach'ih spent days among wild mountains and
rugged cliffs seated v a thicker of trees or in bamboo
groves, lost in meditations. Nobody could guess
whar he was after. Ar other times he went to the
estuary of the Mao river and satin contemplation of
the rapid corrent and the roanng waves. Even when
storms were raging and sea monsters wailed and
cried he remamed undisturbed. Such was the pro-
found and melancholy manner of Tach'th, whose
extraordinary spirit competed with the creative
power of nature.

“He wandered about with paper and brush in his
sleeve, and when he came wm some beantiful
scenery he instantly took down a record offie . . . He
examined the sctual effects of mormmg and evening
on mountains very closely and the light and shade of
the four seasons, storing them all in his mind and
expressing them with his brash. And so he painted
the thousand hills and ten thousand valleys, more
and more wonderful the longer he continued;
peaks upon peaks, cliffs upon cliffs. ever deeper, ever
more wonderful, He used more of a light purplish
colour than of green and blue, and warery ink. He
leamed from Timg Yitan but by fir surpassed his
model.”

The works ascribed to Huang Kung-wang mn Far
Eastern collections and which have been: made
known m reproductions; are evidently msufficient to
serve 26 3 basis for o thorough understanding of the

master's genins and dominating influence on the
development of Chinese landscape-painting. Maost
of these pictures are rather free, more or less
mdifferent later versions of composinons by Huang
Kung-wang, but there are also a fow of earlier date,

1or in quality and purer in style, which seem to
be mote closely inspired by the master’s art, and
fmally one or two pictures which on lustorical as
well as stylistic grounds are generally accepted as
genume creations by the master.

The most famous smong his recorded works has
a]w:vr.;s been the long handscroll entidled Fu-ch'nn
' or Fu-ch'nn shan<hii 'y (Dwelling in the Fu-chun
Mountains), in which he recorded impressions
gathered durmg his lengthy sojourning in the region
of the Fu—ch'on mountain. His descriptive note on
the picture, as well ag writings by later men attached
[0 if, increase its interest as a standard document of
Chingese art-hiswiry, but tend also o complicate the
problems. regarding the different versions of the
picture and their changing fortunes,

The two vemions of the Fi-ch'in shani-chii '
which exist today in the Kukimg collection, have
both been complerely reproduced, one in an album
published 1935 by the former Palace Museum, the
other i a scroll published by the Shuraku-sha in
Tokyd and also in Nanga Tatser; they are thus faiely
well known by students of Chinese-painting. The
former version was furthermorg shown in the
London exhibition 193 5-1636. This version will iere
be called wersion A and the othere version B in oeder
1o facilitate the discussion of the two pictures.

Version A 15 somewhar shorter than version B
the last soction of the picture has been cut off and
this porton may also have conmined a signamure
which now is w;mm].g The picture has thus no

signature, but there s an MKTIPNon cxmtum.l:llg a

dedication (g0 2 man called Teh-ming) with the
artst’s nameo and the date 1338, If we accept this
nscription as correct, we are led o the conclusion

that version A is carlier than version B, but such a

supposition is not supported by the stylistic charac-
teristics of the two versions, and it has also been
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observed that the sesl under the artist’s name in the
inscription is not the same as the one he used else-
where together with his signatures (Pls.64-60).

After the picture follow four colophons by writers
of the Ming amd carly Ch'ing periods which,
however, scem to be sormewhat abbreviated versions
of writings which accompanied the origmal seroll.?
These somewhat dubious pomts did not, however,
disturbi the emperor Chien-lung, who had a pro-
found admiration for this picture and expressed this
int a great number of encomiums with which he las
literally covered up every empty space an this scroll.

Vession B (Pls.67-72) s somewhat longer because
it tncludes the last section also and it is historically
the more mmpormnt as it contains the following.
authentic inscription written: by the master: “In the
seventh year of Chih-chéog (1347) U went back to
the Fu~ch'onmeountain and stayed there with Master
Wir-yamg. Tn the days of leisure, while living m the:
South Pavilion, | played with the brush and painted
this scroll whenever | felt inspired. [ did not weary
myself; (yet) the compoation grew gradually. |
worked (leisurely) s if fillmg in documents, In this
way three or four years passed but the picture was
not fmished, because Feft it in the mountains when
I went rambling about like a Hoanng cloud. Then 1
hrought it back i my bag, snd whenever [ could
spare some time in the moming or in.the evening |
worked cn it, though without any anxiery, If
someone gess hold of it by fraud or violenee, he
should first examine the end of 1t (where 1 have
written my sigmture), which would make him
understand how difficult it is to sccomplish such a
picture, Written m the tenth year of the Blue
Dragon (1350) . . . by the scholur Ta—ch'th.”

The mscription is intetesting not only because it
contains the indication that the picture was done at
the very end of Himng Kung-wang's life - by an

—but also because 1t throws some light
on the way in which such extensive works were
somctines executed, viz. in sections, durmg succes—
sive periods, whenever the painter felr inspired and
well dlspm:d, working with ease and not agamst the

grain. The alr of spontancity and 2 free How of
creanive ideas were thus preserved.

The wther inseription on the picture, written by
the well-known scholar of the Ch'ien-ing perod,
Liang Shih-chéng, contains the fnformation that the
scroll was acquired together with a number of other
paintings in 1746 for the imperial collection, and it
had then the various colophons quoted by Kao
Chib-ch'i, as mentioned in the footnote on the
preceding page. The emperor submitted it o 3
careful examinanon and comparison with the other
version. in.his possession and came w the conclusion
that the newly acquired scroll was an imitation; but
nevertheless worth acquiring, as is explained in the
following wards by Liang Shih-chéng: “The
manner of painting is here so elegant and rich tharit
causes pleasure and the design is like 2 duplicate of
the real work, There is no reason why we should not
keep both.” Comsequently this picture was m-
mrj:mnmd m the Chlien-lung eollecoion, but icwas
not entered in Shik-chii pao-chi unel the Chia-
ching era by Hu Ching, who thus confirmed it
acceptance a3 an anthentic work by Huang Kung-
wang,

A few additional records regarding the history of
this much discussed pamting iy here be men-
tiomed shortly, before we revert o a closer analysis
of the arustic characteristics of the two scrolls.

At the beginning of the Ming period it belonged
to Shén Chow, the leading master of the time, who
provided it with 2 long colophon from which the
following may be quoted: “Ar the time of the
conyoest of the empire (by the Mongols) the crazy
ald Huang was greatly appreciated in the south-cast
for his landscapes. Unfortunately lus wide learming
wias obscured by his grear skill i painting. The
people who came to hus “Hall of the Three Religions'

LThe varows cobophons sttached to the omginal pimme o
Feeemrded by mm.mwmmm {16g1).
Hee quotes in full the writings by Tung Ch'i-<h’ang (daced 1596},
Shin Choo (1488, Wén Fing (ry7o), Wang Chnb-nmg {1471},
Chou Trier-chin snd Tson: Chib-iin, Some of these will be
quuseed in rthi Polliwime, in &0 By 24 thiey contan s informs-
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used to ask fum all kinds of ditheulr qm:stiuﬂsnﬁd
old Huang disassed thoe with the inguirers in the
most respectiul and open manner. His words were
torceful and abundant like 2 long niver,

“If we look at this pamung of his; we may realize
what an excellent man e was, By the manner in
which he used brush and mk he reveals that he fully
grasped the wonderful art of Tung Yiian and Chii-
jan.'l'humll comes directly out of the style of the
last named.” . . . Shén Chou gems 1o have felt thar
Huang ng—wmg s manner was here most closely
akan 1o that of ChilHan,

Tung Ch'tch’ang stressed the same pomt m his
colophon when writing: “This scroll i painted in
the style of Tung Yuan and Chii-jan. It 1s true to
pature, quite brilliant and mioreover extremely
refined. Its total length is more than 30 f. [sic.| One
has never enough tme o mally penetrate into it
from the begimming to the end. It is the best picture
that Huang Tei-chiu éver did. [ remember when I
stayed at Chlang-an how | wore out my friend
Chou, the T ai-mu, by mcessant and long vasits,
during which [ asked him for this seroll, One glance
at it gave me the fecling of entering into a treasure-
house; | cime quite empty handed, boe 1 retumed
home nchly endowed . ..

The writer then tells how be was able to buy the
picture and to ke it home to his library, where “it
shed its radiance together with Wang Wei's scroll
Clearing after Snowfall om the River”’; and ho winds
up by exclaiming: “These two pictures have ever
since been my masters!™

Tung Ch'i-ch’ang’s colophon was o doubt con-
sidercd as the most weighty, because he was after 2ll
the most influential among the Hoang Kung-wang
admirers. The other colophons written by Wen
Péng, Wang Chiih-téng, Chou Tien-ch'iv and
Tsou Chili-lin, contain no information of particular
interest and do not need o be repeated here. But it
may be useful to recall ar least two of the informative
records abour this scroll womten by leading masters
at the beginning of the Ch'ing period, viz. Wang
Shih-nun and Wu L

The former telld that Huang Kung-wang's
famous serall was at the end of the Ming period in
the possession of a collector called Wu Ch'iung-
ching, who was fervently attached to the picture
and decided to take it (as well us 2 previous specimen
of calligraphy) with lnin into the grave. When he
fele death approachmg he lit a fire, bumed the
cilligraphic masterpicoe by Chih Yung and then
placed the Fir-cli'un scroll on the fire m order to free
irs spirit. But at the moment when the outermost
portion of the seroll was touched by the flame, the
nephew of the callector became aware of the danger
and snatched the seroll from the fire. Only about
five feer of it had been scorched before it was
saved.

Wi Li refers vo the samve incident in his remarks
on the Fuch'un scroll written i onc of his colo-
phons, which also may serve as a tstimony o
the high esteem m which this picture was held by
the great masters at the begimiing of the eighteenth
century. Wang Huot as well as Wu Li and Yiin
Shou-p'ing copied it and considered it as the very
acme of the art of landscape-painting. Wu Li wrote
as follows:

“In his old age Ta-ch'ih retarned ro Fu-yang and
there pamted the Fu-ch'un momntam seroll, The
brushwork was free and easy (playfal) like grass or
seal (7) writing. According to tradition, there were
two versions (of the scoll). One of them | never
knew; the other was highly treasured by a collector
who seldom left it out of his hunds, When he was
approaching death he placed it in a fire, but the
scroll was rescued by people standing neachy; anly
a little more than a foot-length of its begmning had
been destroyed by the fire. This was the picture
of which | made a copy when | was in Kuang-lin
(near Yang-chou), When | had ceturned home |
sent this copy as 4 present to Mr. Féng Ch'ang in
Tayiian, who had a copy of the same picture by
Shén Shib—tien. [n comparing the two copies we
found that no portions of the mountains, the streams,

s 2 Womg Nam prw—<h'{ fu and Tanaka, Toyord's arricle ou the
paititer in Fiys Hlpm.u Tan-+i,
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the trees or the stones had been left out (in Shih-
t'ien’s copy) and that its colouring was exacdy like
that of the origmal.™

In the colophon he sid: “The original by Chih-
wing used to be in my collection, 1 asked a certain
traan to write an knseription on it but (when he died)
his son did not returm it (o me), and later on he sold
it, as he was very poor and could nor return home.
In looking at this {my) copy Lmust sigh."

If we accept the verdicr of Wu Li there must have
been two versions of the Fuch'un scroll m the
cighteenth century though he had seen only one of
them, the picture which had been in the collections
of Shén Chou and Wu Ching-an and which was
partly damaged by fire. This he copied for s friend
Féng Ch'ang in T ai-yiian. In the contmuation of the
same colophon he mentions, bowever, another
picture by Huang Kung-wang called Fou-len moan-
t'ui (Floating Mist over Soft Green), which was
painted with colonrs on silk and of which he likewise
made a copy before it was lost and “buried in a
grave .

Te would rake us too far from the main road of our
investigation to dwell on several of the copies of our
records about the Fu-ch'un scroll. The listorical
information reperted above may be suffiient; it
tends to support the opmion nowadays held by the
majority of students that the version B s most
probably the pictuce which it the Ming period wis
awned suceessively by Shin Chou, Wu Ching-an
and Tung Ch'i<h®ang and later on by Kao Shik-
ch't. In this picture the opening section (o « length
of abour 21 feer) s mmsing, as may be scen if it is
compared with version A, vet it reaches almost the
same total length becawse it is continued at the
opposite end with a steep lnll and a long spit of land,
fie. an end-porrion which is missing in version A
And after this. at the very end of the scroll, is the
painter’s own mscription (which was roported
above). It seems probable indeed that something of
o similar kind origmally exasted also at the end of
version A, from which a picce has been cut off, but
as no mformaron regarding thus has been trans-

mitted, it scems iseless 1o speculate about its con-
tents. It may have contained an mscripuon or a
signature, as often surmised, but in view of the
circumstances: this could hardly have been written
by Hung Kung-wang.

Art-historians who, like the writer of these lmes,
have had an opportunity of examining the fwo
versions side by side, will no doubr agree thar the
twi pictures could pot have been painted by the
same master, The differences in quality and in
brushwork are too grear; the designs are pracrically
the same, though with minot variations, but the
exccution 13 far more spontatieons and expressionistic
m version B than in version A, This is i some
respects more detailed and exact, the contours of the
ohjects are more emphasized, the tones are darker,
the whole thing seems heavier and more condensed,
an impression emphasized by the present condition
of this scrotl. which is more wom and dirry than the:
other version. It is painted with great care and
firmness. but without much feeling for the pictorial
beauty of the dhunging views (Pls.64-66).

The Iﬁ;:mri.ul values are more obvious m version
B; with 2 supple brush and richly Aowing deep ink,
the pamter has here contrived 4 mnifymg armos-
phere in which all the details of the continuous motif
are enveloped. There are touches of white colour
at places which seem to reflect the lisht and
wide stretches of empry sky und shoreless watens
berween the grassy hills and the mountain ridges
(Pls7-73).

le seems ‘uscless to amempr a description of a
picture like this, because the same clements of
mountam and water, trees and stones, cottages and
boars are repeated over and over again, though in
varions combinations. One canmot but recall a few
words from T w-hui pao—chien where it 13 said that
“when Huang Kung-wang was living in the Fu-
ch'un moumtain he enjoyed all the varions aspects
of the overs, the mountuns and the places for
fishing - . . He used to carry paper and brushes in his
sleewe, and when he mer with beantifil scenes he
recorded them right sway. Later on when hving at
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Ch'ang=shu he paid close attention o the changing
aspects of mommg and evening in the Yii moun-
wing, and to the atmosphere of the four wasons,
their clouds and their brighmess, gathering them in
his hicart and expressing them with his brush; and as
he pamted the thousand hulls and the wen rh{:-usami
villeys they became maore and maore

there werepcah beyond pmksmc!c]ﬁfs Hpﬂﬂdlﬂ'&
the deeper the more marvellous™

Even though this deseniption s mot cxpresily
intended for the Fu<h'un sorll, it gives some idea
abour how this was produced, its sources of mspira-
tion, its main clements and the painter’s way of
absorbmg their essence and trmsformmg it into
pictarial values,

The quictly flowing water m various formations
serves as the binding or cohesive element all theough
this scroll of nearly twenty-four feet. It winds in
narrow stregms between hills and rocks, it forms
shallow inlets or quiet bays, where fishermen are
angling i small boats: and 1t blends with the low
spits of shore that jut out from the rocks and
stretches beyond sight towards a horizon marked
only by 3 faint line. The spaciousncss of these far-
reaching views is suggested by the absence of forms
rather than by any descriptive elements, something
thar no earlier master employed to the same extent.
Same of these sections, where the motif is reduced
to a few rrees of flat rocks, low gronnd and shorcless
water, remind us of Dutch drawings of the seven-
teenth century: they arc just as close to narure, just
s vibrant with light or with the life-breath of the
pamter’s brush (Pls. 68, 69)-

In contrast to these there are the grassy hills with
clamps of trees, the ereviced rocks and the mountain
ranges on the opposite side of the nver. They are
painted with a sweeping brush that reveals the
bulging and billowing of the soft hillsdes, the cubic
structure of the stones and the rich leafage of the
blotchy trees. Some of the valleys are narrow,
crowded with buildings and trees, others are more
like andets of water nounished by mountun streams.
It may be said that the water forms the foothald for

the hills and mooneing which domimate the upper
part of the design. They are at some places brought
s close to the beholder that their taps are no longer
within the field of vision but cut off by the edge of
the scroll, at other places they are diagonally
oriented along streams which lead into the distance
and out of it again. The cantinuous combinations of
rocks and water form the warp of this long partern,
while the clumps and rows of leafy trees and low
butldings tucked away berween the slopes serve as
elements of the wool' in g pictorial tssue. The human
figures are here few and msignificant; they are
absorbed in this jmposing display of mature’s
primordial forees, i the expanse of mouncains and
water. The grandeur of the design is indeed impres-
wve, ot the fascination of the picture is primarily
the resule of the brushwork which with its spoi-
ranicous Bow and grip reveals the creative serength
and impetus of & great master,

By cur acceptance of this version of the Fu—ch'un
scroll as an suthentic work by Humg Kung-wang,
the other version (A) s automarically discarded
Emmt}lcdassufhuungmalpammgs, because, as
said dbove, the two vesions are obviously nor
executed by the same pamter.

The subsequent questions as to when and by
whom the vemion A was executed are more
difficult to answer. The fact that it inclodes an
mrroductory. section not existing i version B, but
has Tost ity tail or last scction, proves that it was
executed according to 3 model after 3 pictire
different from our version B, and most probably ata
time when the originsl had been damuaged by fire
{as told alveady), which lappened towards the end
of the Ming period: According to the statement by
Wu Li quoted above, thete were two authentic
versions of the Pu-ch'on scroll at the end of the
seventeenth century; one of them may have been
our version B, which at that time was stll in private
hands; and the other may hiave been 2 picture more
closely corresponding to version A, To find answers
to these and related questions can handly be given
without 3 more extensive cxamination of all existing
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copies or ranspositions of the Fu-ch'un motif than
can be attemipted at this place.

No other work by Huang Kung-wang compar-
able with the Fu-ch'un scroll in artistic and historical
importance has been recorded, though several other
paintings are mentioned with much praise by the
old critics. Among these should be noted the picture
known as The Heavenly Lake in the High Moun-
tains, a title which has been affixed to several existing
pictures of which, however, no one seens convine-
ingly to be a work by the master. Most pronunent
among these is the lirge hanging scroll in the Ku-
kung collection, which sccording to the signature
would have been pamted i 1341 when the arnse
was 73 years old.* The design, which is dominared
by a central monntain cone, is buile up in a senies of
deeply folded or creviced hillocks, termacess and
precipices. At both sides are deep gullics with
narcow paths and streams where water is rushing
down from unseen sources higher up m the moun-
tains, By its general type and rhythm the composi-
tion reminds us of some of Tung Yian's and Chii-
jan's landscapes, though it is more complicated and
richer i decail. The general effect is heightened by
the addition of thm washes of colour in combmation
with the ink, yet the picture is marked by the dryness
of an carly copy, and to whar extent it acrually
represents the master s origimal in all dersils is more
than we can tell (Ply3).

Another version of this picture — The Heavenly
Like in the High Mountain — 15 i the Chang
Ta-ch'ien collection [Catalogue, vol.l, plrz), It s
much larger in size though cut off at the top and the
bottom and now quite dark and dirry, which makes
it difficult to obmin a dlear idea about the age and
quality of the picture. Asfar as 1 have been able to
ascertain, it 1s most likely a picture of the Yiian
period, though hardly painted by the same man who
did the Fu-ch'un scroll.®

Two famous landscapes by 1Tuang Kung-wang
memticned by ¢arly cnitics were called Floating Mist
over Green Hills in Sprmg. and Aotunmm Mountains,
bue since neither of these have become known

through copies, we may pass them and direct atten-
tion to the picture known as The Nine Peaks after
Snowhall, which exists in two almost identical
versions, ome of which was exhibited in Hu-hua
kuan in Peking 1954. According to the inscription
by the master he painted it at the age of 31 (ic.
1340). The very pale misty toue of the picture
nukes if difficult to appreciate the complicated
design of flat shadowy peaks, terraced rocks, and
spanemkcc! mrees i all irs details, but the general
impression is one of remarkable distmetion and
mﬁnfmmxduzmthcmgcmmnfammy‘?cﬂb}'
which all the contrasts are toned down. It is an
alluring picture, hiding a secret, difficalt to grasp or
penctrate, and as such quite likely 2 work by the
master humself? (Pl7g).

A minor picture i the same collection (formerly
i ‘the P'ang Yiian-chi collection) which offers 4
more complete pictorial represeutation of the motif
fas 2 porion of a saoll) s alled Clearing after
Snowfall on the River. Itis a very attractive pictucc
distinguished by its rocks, dry tress and pavilion oo
a terrace in a misty atmosphere, but stylistically guite
distinct from Huang Kung-swang's better docu-
mented works. It forms a pendant to Hsii Pen’s
picture Rocks in Mist after Snowfill; they are
mounted on the same scrall wgether with 3 writng
by Chao Méng-fu.

Another very attractive minor painting with
Huang Kung-wang’s signature, which likewise
formed part of the Pang Yitan—chi collection, is the
large album-leaf (often reproduced) which repre-
sents 3 section of sofily rounded grasy hills with
leafy trees in the folds and a small village below near
the water, The light scems to be fading over the

 Kudunyg sho=hua chi, vol XVIL

* Adrimg posicein verons of this same dengn, or pares ol i,
Ty be mentiooed 3 prcvane whnchs was i the 1. 1 Chén cnllec-
tion m Hongkotg 1937 sl v lem complets pictures in the
Feeer Gallery, f.e. Mo, jo8 and No_ph g6, A handscoroll i the
Llenic coillectiisen. veliich b ilso valled The Heavenly Lake in the
High Mo, i reproduced w Nawstie Thavm, vol ll aod
Bokky Bifitm, Mooz, 1t reovdgned amad dased § 248, bt shyioudy
o crrteeel up & Lapey pesind

* Heprodived i Joily o'mm=2"smg, Pan VL plVL
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hills; there is a suggestion of slight evening miat; the
trees are more like shadows than composed of
trunks and brasiches. The shote ships impercepeibly
mto the mlet of shallow water. The whole thing i
done with 2 sweeping brosh with no such structural
accents a in the Fu-ch'un scroll. Te is 2 brllant pieco
of brushwork, slmost oo Heetitig to be by Huang
Kung-wang; it 1s more likely the work of a later
mian, 4 true virtnoso who has hed to surpuss the
master in the play with brush and mk. It does not
tall in line with the better documented pictures, bm
it may be remembered thar Ming critics like Chang
Cly'on paint out that the master worked in ditferent
manners, somenmes drawing the pesks and rocky
ledees with & bold and srong brush, bue on other
occasions " used diluted mk and sketched the moun-
tains very freely without any folde or wrinkle™
(PL7s). '

It is pot posible here to pass in review all the
more or less seductive imitations after Huang
E_:mg-w,ug or i his manner which have become
kuown through reproductions. Most informative
and historieally interesting among them are some of
Tung Chii-ch'ang’s albun-leaves, particularly those
of large size in the so-called Hsteo Clumy Hien Tam
the Ku-kung collection, The pictures in this album
are not frec rranscriptions as are so many other of
Tung Ch'i-ch'ang’s studies after old masten, but
exccuted with great care and faithfulness to the seyle
of the respective old masters. In these copies after
Humng Kung-wang Tung reproduces rwo distince
types or stylistic patterns both of which were
evidentdly considered characteristic of the great Yiian
master. One of them shows 2 deep gulley between
steep overgrown hills and a stream winding between
low promoentories at the lower edge, Itisa varation
on a Chii-an design with “hemp-fibre wrnkles”
rendered wath floating brush-strokes;, while the
disunt trees are indicaed as wsual in Husng's
pictures with herizonml and vertical touches. The
other represents @ moumtain cone truncated in 3
seoes of s nsmg terraces or  hornizonral
planes, It is enveloped by mist but in front of it is

rocky ledge with spare trees rising out of the water.
This type of lindscape is not known in larger
paintings ascribed to Huang but, according to some
descriptive remarks by Mmg entics, Huang was
fond of painting such squarely-cut terraced moun-
tans, Tung Ch'i~ch'ang’s intention was no doubt to
reproduce two. distinet landscape types by the
master.

In onder © obtain a convincing impression of
Huang Kung-wang's andividual style and brush-
work we can do no better than direct attention to
the large album-leaf (26-5 by 41 em.) and its accom-
panymg inscription known a8 Chifi-fan shil (The
Orciud Studio). The picture, which formed prt of
the Manchu Houschold collection, has been re-
pearedly reproduced® and exasts in what seems to be
a full-size photograph (made by the Yerknan Co,
m Peking some forty years ago), but I have not been

able to find out jts present hiding place. It is not in

any of the public collections m Peking, Shanghai,
Nanking or Taiwan, '

The sheet attached to the picture contsing the
following mmscription by the painter referring to the
title of this picture:

“To live with a good friend is like staying in 2
room with chik-lan flowers, when one has stayed
there for a while one no longer notices their
perfume; onc has absorbed it so completely and
become one with it."* After further poetic references
to the mysterious scent of thess orchids (or cpiden—
drums), the painter adds: “Now and here i the
place for friendship” and quotes “The Song of the
Purple Fungus”, which alse contains references ta
the chib-lan {the Plant of Friendship). The name of
the friend for whom it was done was Chien, and it
was painted it 1342 by “The Big Fool, the Tanist
Huang. Kung-wang, when he was staying in the
Hsiian—~hén Tao-hall ar Yiin-chien”,

The picture may thus be called a document of
friendship, poctically explained in the inscription,
 CF- Shu-hae fimg, vol X1.

* Complete reproductinns of picture and jiscription in Omuora,
Binnyin Cotnom, 11, 4.



LANDSCAPE-PAINTING 07

but the moaf of it has no visible reference to a chik-
lan room or hall of friendship mentioned in the
inscriprion. Ie consists of 2 wooded hill or fange of
hills furrowed by streams and surrounded avins foor,
close o the dver-bank, by a number of low cotrages
or pavibions. At the one end the nver is spanned by a
narrow bridge on pales, while at the opposite end a
stepped path leads away inro the hills, suggesting a
contmanod that may have been cut off (if it ever
existed) (PL76).

The beauty and sgnificinee of this picture is
entirely a matter of the brushwork, difficult to
deseribe but evident to a close ubserver. The design
18 firmly built, yet the forms are not strictly putlined
but rather dissolved mn a play of hghts and shades
suggested by 2 rich seale of vonal valies, The ground
tone of the grassy fulls is a light grey indicated by
thin washes and subtle touches of 4 eenuous brush, It
is-not uniform, but modulared so as o follow the
shapes and over this is spread a rich scale of dirker
tones varying from deep grey to jet black and mostly
applied with short honzontal and vertical strokes.
They represent the trees and the shrubs as growing
i the folds of the ground and have a disanct
structural guality which contributes to the tectonic
effcet of the whole thing. The interplay of rones is
thus accentuated by the brash-strokes i a way which
leads our thoughts to certain drawings by Van Gogh.
though the Chinese painting has 2 more unified
atmosphere. The comparison may serve 1o empha-
size jts surprising |y -modern charactor, though it does
not touch the essentials m Husng Kong-wang's lirde
picture, which ranks in truth among the noblest of
all the Chinese ink-paintings thar have been pre-
served. Seemge 1t we can onderstand to some extent
why Huang Kung-watig was for generations hailed

as the foremost among the masters of monochrome

landscape-painting. There must indeed have been
some good reasons why the great eritics at the end
of the Ming perind such a5 Tung Cli'i<h'sng and
Mo Shih-lung considered him as “the first who used
paintitg 35 2 means of expresson and ar the wme
tume for his pleasure, thus opening ap a new path”.

This little pictire reveals the dnving force of a
master spirit in every stroke and makes such a pro-
nommeement comprehensible, There may andeed
have been several works of the same kind among lis
pamtings but that unfortunately must remais &
conjecture.

* L2 -

Huang Kung-wang was not oily 4 man of the
brush; he wns also o thmker and 3 theonse who has
formulsted in words the principles thae he applied in
his work as 3 painter. Though cssenmially a solitary
who preferred the company of pature to cowds
of mm, he evidently was considered already m his
liferiie a5 a leader i art to whom younger men
turned for guidance and advice, Thib may have been
the ‘main reason why he formulated some of his
practical observations. and guiding thougehts in
notes, though without cver arranging them m 2
systemanzed form. His notes were, however, col-
lecred and published by a friend of his, the pameer
T'ao Tsung-i, who included them in the so-called

ho-keéng In from which they have been reproduced
by later compiless, for instance in Pei-udn chai shy-
fna p's. The contents are to a large extent of a more
technical than aesthenie or theoretical nature and
have as such less interest from an historical or phile-
sophical viewpomt, We shall conséquently report
here anly 4 selection of these nots.

"Pamters of the present tme generally follow the
styles of Tung Yitan and Li Ch'éng, In these two
schools the trees and stones are not alike. The
student should pay careful artention to this.” (Then
follow details about rees and stones. )

"Tung Yiln painted many broken stanes at the
foot of the hills, ot made the moontam itself solid
and strong, Tung's stones are painted with the
(so-called) hemp-fibre weinkles; he abways starred a1
the foot of the lull and painted the wrinkles at its
sides, and then he weed light ink 1o 'break’ the
hollow parts (of the mountains). He alo ned
colours in a similar way.

"The manner of using the brush m painting
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landscapes is called connecting the muscle and bones.
There is a difference berween "using the brash’ and
‘using the mk' (predommantdy): when the brush-
work is blurred ar some places this is called “having
mk', whereas the manner of not drawmg with a
soaked brush is clled Thaving brush’. These are
mmportant pomts for the panter; mountains, stones.
and trees are all painted in this way.

“You should always carry some drowing=brushes
i your leather bag, so that wlhien you perceive some
extraordinary tress ar & beautiful spot you can ar
stice take skotchés of thewn 15 records, They veill
add life to some piceares . . .

“¥ou should elimb up on vowers and contemplate
the ch'i-yiin of the wide empty space; you should
look at the vartegated colours of the clouds. Such
views can be seen from the tops of mountains, L
Ch'éng as well 2s Kuo Hsi used this method; Koo
Hsi painred rocks like clouds. These are what the
ancients called pictures opening to heaven.

“The most difficult ching in landscapes is 1o paing
the outler of (running) water. Far off waters show
no windings (waves), far away figures have no eyes
- - On the mountan slopes one can place some
buildings, on the water small boats; this gives a
breath of hife

" Water at the foot of a mountain forms shallows;
this increascs the mrprmun of life. Trees should be
placed all around it.

“A hollow rock should be pamted i the un-
cestrained spontancons fashion, as i pictures by
scholars {gentlemen painters). If one elaborates it in
too great detail it becomes like armsan’s work.

“If ane is to paint 2 lindscape one must firse fix the
scenery monf. then one can stare with the brosh: if
the scemery is not properly fixed the final resule will
be deficient.

“One should pay attention to- the (different)
sceneries of spring, summer, autumn and winter. In
the spring all the ten thowsand things come to life; in
simmer the trees are luxurant; i autumn the en
thonsand forms begin to decay; in winter the clonds
and mise are dark and dull, the colour of the sky is

blurred. A man who can pamt this 1s incomparable.

“Mountains in sunumer, when rain is approacinng,
should be pamied with 5 wellsoaked brush. The
small rocks oo their tops are 1o be called (like) alum
heads: Their contours should first be drawn with a
well-soaked brush and then gone over with “shell-
blue' {loch'ing) colour, This makes them beauriful
and rich . . . The picture will thus cocrespond to the
idea.

“In winter landscapes snow i painted on the
ground (with mk}, but one should use a light shade
of white colour an the top of mountains,

“The method of pammnng landscapes must be
modified according 1o the needs of the moment.
The first things that require attention are the
winkles (5un-fa); do not make them confused. In
the compesition the near and the far must be
proper balince, The same holds true here as in
writing; practice makes perfect.

“To paint on paper is most difficult. 1f the silk is
properly prepared with alum it wall take the brush-
strokes more easily, and if colours are wsed they will
enter the eye easily , . .

“The ancients expressed umversal (all-embracing)
feelings through their picrures and spread our their
views in accordance with natore, IF you adape
yourself eo the ideas of the ancienss, all the rales of
pamntmg will be fulfilled."”

The final words make us realize that Huang
Kumg-wang; in spite of his original spontaneity as a
painter, had no ambiton to overstep the great
masters of antiquity or to discard their principles.
He two remained fimdamenwally 3 oraditionalist,
though he infused new life into the old concepts and
transmitted them with 3 brlliant mastery of the
pictorial means. And just as “hus spirie competed
with the creanive power of nature”™, to e the words
of Li Jih-hua, his paintings revealed the everlasting
significance of great works of art.

= W *

Huang Kung-wang's influence on the develop-
ment of Chincse lindseape-painting was probably
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more essential and f—eaching than that of any
other painter after Tung Yilan: The leading Ming
critics such as Chang Ch'on, Mo Shib-lung and
Tung Ch'i<h’ang never ored of prasing him as the
List wreat patriarch of the "Soathem School™'; he
ma)' be called the prophet at the end of the ovalu-
tion, balincing s o speak Tung Yiian, the prophet
:m.:i reformer of three hundred years eardier, and
there was no landscape-pamnter afier hom who
reached the same level of creative arc But his
influence was spparently more strongly felt by later
generations than by his contemporarics, perhaps
owing to the fact that so many men of talent in the
Yitan perjod wete stll working under the spell of
the South Sung revival of landscape-pamting and
did irot grasp the full importance of Himng Kung-
wang's mndividual gemus. Only a few of the best-
known younger contemporaries of the master can
here be recorded whose works reveal a more or less
palpable mfluence from his art; they may be said to
belong ro-his following even though they had no
persoal contact with him, Our presentation of these
followers must. however, be made as succinctly as
possible owing to the Himits of the present publica-
Hon.
* ;i x
Huang Kung-wung's closest friend and com-
panion among contemporary pamters 1 said to have
been Ts'ao Chil-po; known under his 23 Yu-yiian
and foo Viin-hsi, e came from Hua-t'mg
Kiangsu and was practically of the sme age as
Huang, i.e. bi1272, da3ss. He served for o while m
a government college, but soon chose the same path
1 Huang Kong-wang, resigning from all ‘official
duties and devoting himself entirely o Taoist
stucics and panting. But he does not seem to have
won much recognition during his life; it was omly
the conunoisseurs of later tmes who placed him
almost on a level with the Four Grear Masters. His
¢reative . genins: wus tostered by the same Taoist
ideas as Huang Kung-wang's; it was only narural
that they should keep company during some periods
of their heent lives,

A writer from the same place s Ts'ao Chib-po
charactetized the artst as follows: “Among the
painters from my home distriet no one of the present
dynasty surpasses Ts'ao Chih-po. In painting quiet
and fr-reaching views he followed Li Ch'éng, but
tor his pamamgs of momtains and water he rook
Kuo Hsi as his master (whe also originally learued
from Li €h'éng). His brush and mk work was pure
and rich, guite free from the valgar spirit.’

Ocher critics find his brushwork somewhat de-
fictent, but praise his life-breath (6h') 28 “pure and
lovely™.

The pictures by Ts'ao Chih-po preserved in the
Kukung and some private collections in the Far
East illostrate more or less eleasly his dependence on
Li Ch'énig and Kuo Hsi, The principal motif in most
of them asmmpos.cd of ewo or three rugged pines or
cedar-trees growing anwmg boulders on: 3 river-
bank_ while overgrown lills o mountiin dopes
sppear through mist in the background. When ar
thair best, the mrees huve something of the same
tantastic expressiveness a3 we  know  from  the
pictures of the above-named old masters Ther
trunks are tall and wrggly, their branches bare, or
with 3 few dry needles, curved ar the tp in wiry
hooks as if prepared to defend themselves against
umseen enemues, yet conqguered from within by age
and drought. Ts'ae Chili-po cepresents old trees
with the same humanizing touch as Li Ch'éng did.
though with less energy and dramatic emphasis than
ﬁmgm:tﬁtmgmam

Thie best representative of this type of pamung is
the so-called Hermitage among Pine-trees by a
River which is provided with no less than six poetic
mseriptions, one of them by the plum-blossom
painter Wang Mien and one by Ch'ien-lung.® The
general limes of the composition are those judicated
above; but the colounstic effect is in this case partic-
ularly stroug owing to the luminosity of the deep
black patches in the mountams, which are partdy
enveloped i o light, transpacent mist (PL77).
¥ From Sy chad B ung—diog, quoted i Sha-bee g, sol.ss.
Tk, shi-hint i, val X011
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This picture may well be called Te'ao Chilpo's
muasterpiece, but beside it two or three other charac-
reristic works by the master should be remembered
i1 the same collecnon. The earliest of them 1s dared
1329 and has & colophon by Sung Lien, a younger
contemporary of the master. It represents two pine-
trees and somie diy shrubs on 2 rocky shore, i a
varistion on the same motif as in the above-men-
tioned picture, but represented with less atmosphere
and hfc=breath.! Another representanve pamtmg of
the sime type was formerly in the Ch'én Pao—ch'én
collection m Pekmg. The trees are much the same as
before, but the river appears more clearly between
them and there is 2 man m a boat. The inscriptions
are by Huang Chien and the painter.?

A rather famous, quite different kind of landscape
in the Ku-kimg collection represents Snow-coversd
Hills rising in successive stages above & nver with
siall pavilions on the shore at their foor It is
signed and dared 1350 and has s avthiensic colophon
by the old Huang Kung-wang.*

Besides these large hanging-scrolls two large
album-eaves in the same collection should be
‘mentioned; one representing A Man angling imder
an old Tree by a River (not signed), and the other
Rupged Trees growing from some fisured Rocks
over a River, It forms part of the album Me-fin
pa-s"ui and is sad vo be dated 1362, which, however
is late for the artist (PL78).

In studymg the landscape-painters who were
active during the second and third quarters of the
fourteenth century, we are time and agamn led to the
comelusion that they were somewhat edleotic and
influenced from  vanous sources. This makes it
difficult, not o sy impossible, to give & propetly
balanced consistent charactenzanion of their pictoral
style and its derivanion. Most of them may be
included in the "Southern School” current; they
start from Tung Yiian, bmitate Mi Fei, and do their
mountins according to the patterns of Huang
Kung-wang, but this docs not prevent them from
utilizing elements from Li Ch'éng’s or from Kuo
Ha's grand compositions. Thus was more or less trie

of Ma Yiian and T'ang Th, twa of the most gifted
younger pamters whose works can only be recorded
here m passing,

Ma ¥iim, better known under hus 12l Wen—pi
and his hao Lu-ch'un, is ususlly and with good res-
sons clussified 2 3 follower of Hoang Kong-wang,
but he passed through various stages, imitating
partcularly Tung Yitan and Mi Fei. His earliest
picure in the Kou-kung collection, which s dated
1328, 18 an imposing composition of the Tung Yiian
type, dominated by & central mountain which rises
over & grove of large trees? It does not reveal any
distinct individual fearures, and it is hardly possible
to tell from the reproduction whether it should be
accepted as a work by the painter. The second pic-
ture m the same collection, dated 1340, 15 3 more
intcresting  work., It represents steep  termaced
Mountans m Snow and is painted in a rather peculiar
style derived from cermin warks of Huang, but heee
still more sccentuated. The massed rocks which
compose the moungain are cuf in sharply accen-
tusted honzontal and vertical planes leading step-
wise towards the top.* The snow on these steps in
contrast to the decp crevices along their sides brings.
out the structural characrer of this towering
moimntaiti and gives it an air of visionary loftiness, 1t
15 an unustial pictire not only m Ma Yiian's producs
toft, but also within the whole mass of Yian
landscapes: (PL79).

Mast of his works known to me in onginal or
reproduction have s more intimate character, as

nizy be seen i & third pirure i the Ku-kung

collection, which represents an angler in 3 boat off a
shore in antumnd (PL3o) sud also in the handseroll
dated 1360, which represents river scenery with
boats ready for departure by the shore and friends
taking farewell.? The picture i the Cineinnatr Art
! ik vl VL
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Miscum (formerly m the Chang Tsung-yii collec-
tion) which represents a quiet River at the Foot of
misty Mountains is a simpler thing bur certified by
Tung Ch'i-ch'ang as a2 work by Ma Yiian it the
manner of Huang Kung-wang. The same deserip-
ave classification mighe be attached to several of the
landscapes with Ma Yiian's signature. He was 1o
doubt one of the elosest followers of Huang King-
wang and highly admired by the protagonists of the
Southern School 1 the Ming period and conse-
quently alo imitated by liter panters.

T ang Ti's seylistic connexion with Huang Kung-
wang was not to close; he mainly tollowed carlicr
models of the North Sung period, such as L1 Ch'éng
and Kuo Hsi, bus he may be mentioned at this place
because of us pomts of contact with Ts'ao Chih-po.

He wax 2 man from Wu-hsing in Chekiang,
b.r296 and d. c.1364; known under the sobriguet
Tzi-hua, Prepared by a scholarly educanion, he
entered government service: when still only a
lsis~tsai and became an official in Wu~hiang, bur
pursued at the same time his career 35 a pamter,
starting under the guidance and protection of Chao
Méng-fu. It may have been duc to this mAuential
connexion that he was entrusted with offieml com-
missions such 28 the exceniton of wall-painrings in
the Chia-hsi palace, “which were appreciated by the
emperor ¢ As an officlal and a tradidonalise in
pamemg he was thoroughly versed in the Confucian
attitude and the academic ideals of bygone days,

The meost important of T'ang Ti's large land-
scapes with fgures 1 the picture of the year 1338 in
the Ku-kung collection which represents Fishermen
with theit Nets walking along a rocky River-bank
under big Trees.® The figures as well a8 the various
kinds of trees are executed with the ntimost care in a
very sieat manner, the design is impressive and
through the combination of the two clements the
picture becomes an intercsting link between the
classic Sung landscape style and the kind of illustra-
tive figure compositions that became popular in the
Ming penod (PL8T), Ucﬂ!mﬂ-lﬁv m mines piotures
by T'ang Ti such as the handscroll of 1341, clled

Cliffs md Sereams in Autumm with Travellers on
Doukeys,® one may find elements of a freer pictorial
manmner which prove that he too was in touch with
the new currents within the broad flow of landscape-
painting about the middle of the fourteenth century.
There seem to have been quite 2 number of
talented pamters who worked in 2 somewhar
cclectic manner along lines similar to those that may
be observed in T'ang Ti's works. They are nowa-
days lietle known because their works are rare, but
two or three may here be recalled in pasing.
Chang Shun-tzd, also called Chang I-shang, 24
Shilk'uei, hao Chi-li-tza, was 3 man from Hing-
chou, active ¢.1330-3350. There are two of lus pic-
tures, both representing old trees and rocks, i the Ko~
kung collection, one of them dated 1347, the other
1349.* They are painted with a well-souked brush in
a style that rocalls Chao Yumg's best works.
Chuang Lin, t=i Wen-chao, was a native of
Chi:ug-{m:g, but hived in Pekmg and was active
towards the end of the period. He is represented in
the Ku-kung collection by 4 short handsaoll
representimng an old man crossing a bridge leading
over a stream o a small cottage® Acconding to the
colophon by Tung Ch'ich’ang this is the only still
existing work by the artist. It is painted in a soft
fiuent manner (PL8gn).
Poyen Pu-hua, fed Ts'ang-yen, was 2 Mongol
nobleman who distnguished himself as a mulitary

b Fromm Yii—shin 1y -, qgunted in Shi-fins e, volg g,

Several larpe compositions by Tlane TL daved berovesss 1333
und ¥364, are preserved m the Ko-kong cofleciion and alio im
prvate possesron. - Chma. Most of them may be sid oo
preseaf an sfermath of the Morthem Sung Lindeape ayle. The
till pines with the Be-outstrétched wreidbing and  broding
Branches sce done after the models of Kuo Hit and when they
are silhiooctted agams: 2 background of desolate plams and mcky
kdq:.:h:pmlﬂhrmmﬂﬂmﬂ dramatic cven though
the pxrrutiont i donewha doll Tralitiond Grores sk o
¢iin plavers, fshermen and the fike serve to mercme the
dhsrative attracnon of the compasmoons (PLEz),
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commander in fighting the rebel Ch'en Yu-liang,
but also became known as 3 pamter of landscapes
and dragons. His landscape n the Kukung collec-
Hon is done i a vaporous po-me techmguet —
possihly onder the influence of Kao K'okung —
whereas the handscroll representing clumps of tees
on a tocky bay shore (n the collection of Ma
Shou-hua at Tmipei) which 15 dated 1308, 15 an
nterestinig example of the mamformation of the
South Sung acaderme style into the broader, more
effective pictocial mamner which was developed by
the leading Yilan masters (PLEgA):

Ly Kuoang, 12 Chi-hung, hao Tien-yu, was a
man from Suchou who s generally classified among
the fllowers of Humg Kung-wang, but he
evidently absorbed influences slso from ather con-
temporarics such as Wu Chén. The exact dates of
hs life are not known, and only one of his pictures is
dated, i, the socalled Mounssin of the [mmaorrals
m the Ku-kng collection which, accordmg to his
mscripnion, was pamnted in the T'ien-li era (1323
1330). To judge by this he belonged to the same
generanion as Ma Weri-p and Tang Ti, but was 4
moere advanced arvistic personality than either of
thise two mer,

According to the charcteriztion of the master in
Hua—hils hei=yao  hns broshwork was noble and
strong (5" atgdu )} and his use of ink wasnot lke thar
of common men. It was smud of lum thar he painred
the branches of his trees like “dancing phoenixes
and startled snakes”, @ picturesque simile mtended to
canvey the impresion of overwhelming pulsating
life (1. ch's=yiin], Yet it poust be adnuteed thae this is
more charactenstie of Ts'ao Chili-po’s than of Ly
Kuang's painting. The trees in Lu Kusng's picrures
are, us 3 matter of fact, relatively thin and scnty,
whereas his rocks are remarkable for ther srength
and solidiry.

Ly Kuang's paintings arc nowadays quite rare. The
best known and most frequently reproduced: are the
two rather similar versions of 3 narrow gorge with
temple buildings m the Tan-t'al mountaing. The ane
which was formerly in the Manchu Houwsehold

collection has a colophon by Tung Chii-chang
besiddes pocing by the srtist and the emperos Ch'ien-
hamg; it has been called Emoymg Sprng in the
Tan-t"ai Mountains (probably because there ure swo
men m % boat at the foor of the mountains), The
other picture is smaller and has no colophon, simply
a poem by the panter; 1© was formerly i the
Yamamoto collection in Takyd and is now in the
€. C. Wang collection i New York; the modf is
the sime as in the other (with the exception of the
bor) and the picture i usually called Dawn over the
Tan-t'at Mountain, This is the bestor preserved of
the two kindred views; the design has a firm sorue-
tural quality and the brushwork is wuly “t"ang-bu"
{strong and noble). It has a defimie mdividual rouch
in spite of some poms of contact with Huang
Kung-wang's manner of painting (PL81n)..

The most tamous of Lu Kuang's preserved works
is the large bindscape in the Kudamg collection
representing Towers and Pavilions an the Mountains
of the Immortals* The composition 5 here more
pictorial. revealng influences from Wang Méng
rather thun from Huang Kimg-wang. The sndula—
ing hills are partly enveloped in light mist; m the
deep fold between thems are lofty pavilions and tall
trees, all exceuted with great care, but we imiss here
something of the structural cohesion and onity
which endow the mmor pantings with a ‘more
definite individual chammewr. Sall the picture has
been gready admired by 4 number of prominent
connoissenss such s Ui K'an, L Jibchua, Tung
Chlich'ang and Cha Shilpuo. Tt makes us realize
the eruth of 3 remark quated in Sha-hua ple from
Tzi-t'ao-hssian tsa=shut: “Lu Kuang stood halfoay
between Te'ao Chiib-po and Hsl Pén; in his paine-
ings he expressed feclings of loneliness and’ desola-

u:rn".
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v

Wu Chén and Some Contemporaties

Wy Chén and NI Tan are as a rule both plm:td
among The Four Grear Masters of the Yiian period,
i.e. m the uppermost class, established by systematiz-
ing critics at the end of the Ming dynasty. Their
artistic temperaments and styles were shortly m-
dicated in the chapter on bamboo-painting, for
which both of them had a special liking, but as they
were ne Jess prominent as landscape-painters some
additional information regarding their lives and
wark may here be introduced.

Wu Chén, better known onder his £z Chong-
kuei and his descriptive hao Mei-hua to-én, was
born in 1280 m Chis-hsing, Chekiang, where he
passed nrost of his life, and died 1354 [&:u: same year
as Hoang Kung-wang). Like Ni Tsan's his nature
was “lonely and pure”, bur he could alo be
“impetusus and ohstinare” (like many of the Taoist
recluses), and he wiclded the brush with cxtra-
ordinary speed and concentration, Like all the best
of these masters he panted not tor gain or fame, bue
simply #o express himself, and he distribueed his
works frecly to those who did notask for them. He
did pot meet with much appreciation from the
enllectors or pretendmg conmoisseurs of the tme, m
fact we are told that they did not come to lim with
their gifts, bur went w his next-door neighbour, the
pamter Shéng Mou. His wife laughed at him for his
Lick of success, but he answered confidendly: "It
will not be so after twenty years”. The chromcler
adds: *“His words came true; Shéng Mou may have
known the short—cues in are (the quick road), but he
did not posess the fresh exubersnce of the air of
woods, which reverberates as life=breath i Wu
Chén’s art.”

The companson berween the rwo pamters 1s well
taken and essentially true even though perhaps a
tnifle exaggerated. Shing Mou, Wa Chén's next-
dbor neighbour i Chia-hsing, was pot an infenior
painter, but a very able traditionalist who followed

rather closely m the footsteps of Tung Yiian and
Chii-jan (when not imitating Chao Méng-tu or W
Chén). Some of his large compositions are of noble
effect and might almost pass as waorks of the Sung
peniod, because m rransmuttng the pictorial patterns
and ideas of the old masters he added very lintle of
huuwnmﬂnmdc;mgrﬁ!cﬁ'nmmmﬁmﬂm
pictures with 4 breath of fresh mdividual life (eh'i).
He was one of the not tncommon Chinese painters
whose fidelity to the models of old was stronger
than his own ideas or needs for pictorial expression.
And as be was able to mansmit the old models
without a flaw, it should not surprise us that his
works became appreciated by the connoisseurs of
the dme. Hsia Wen-yen, who was only slightly
younger than Shéng Mo, says practically the same
thing in his note about the painter in Tw-hui pao-
chien when writing: “As a painter he possessed great
refimement, but was carried away by techical ekill”
{i.e. his atachment to the formal element m
painting).*

Jr should, however. be recalled that Wu Chén
likewise started 25 a very close student of corain
Sung masters whose style he imitated with marked
success. But this kind of imitative pamting was never
an aim in itself for him. He absorbed what he had
learned and utilized it freely as 4 means for expres-
sing his own idess, The pamter who apparently
meant most to him as a guide; particolarly in
matters of form and technique, was Chii-jan. This
may be observed in some of Wu Chén's landscapes
itt the Ku-kung collection.

As an example may be mentioned the hangmng-
scroll representing 2 View over a broad River
between hilly Banks, which is daved 1342 and
marked as in the manner of Chii-jan® If sctually an
L Shdrg Mou's poputlariiy i also flirasal by semut ten pictsiee
i the Famer tmpernl collection; excellers  exanples are
reproduced m K=t shu-fo o, wola X, XV, XLIV, etc.
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origimal of the same type by the old master exiveed,
it still must have been more compact and withoue
the tone of soft evenmg hght and silent harmony
which isso chirscreristie of W Chén - the poet-
painter.

The stylistic relation berween Wu Chén and
Chii-jan is perfectly illustmted by one or two other
premres in the same collection, for instance the
River view with a lonely Fisherman m hus Boar
below a tall Cliff, which has a poem by the painter
but no date.! Here one may notice the so-called
Jan-s su-is'un, e, “the alum lump wrinkles”, or
rather, structure, consisting of rounded  humps,
generally considered a¢ particulurly chariceoristic of
Chii-jan, They aee not so defmire 95 m the old
master's pictures but nevertheless ully recognizable.
And in addition o this it may be noted that the
main fearures of the composition are the same asim a
somewhat farger Lindscape m the same collection,
atrributed to Chian. A closer deseniption of the
twi pictures inay mnot be necessary, singe their
general resemblance will appear even at 4 glance at
the reproductions, nor dis we need 10 enter into 2
discussion of the traditional attribution of the latter
pretare (g0 Chil-fan), becanse the picture obviously
represents ChiiGan's style bue revesls ar the same
ume. pomnes of contact with Wu Chén's above-
mentioned landscape (P1.885).

The most important of Wy Clién's fandwapes in
the Kukung collection is, however, the large
picture of Two old Cedar-trees on a stony Beacly®
(PL8s), It is dated 1338, and consequently a work
that may give us the key to an early stage in the
evolution of W Chén's style. The twa trees which
form the main moaf of the picrure, may mndeed be
mspired by sonic of Kuo Hsi's paintings of similar
maotifs, They rise from stony ground almost to the
upper edge of the scroll, their tall trunks are griarled
and taked with no branches except at the top, whete
they mtertwine and stretch far oue againse the sky
like writhing dragons. The contrasting horizonmls
and verticals are chus brought out m the trees a¢ well
as in the general design, in which the tar-extending

view over the hilly ground forms an effective
cotitrast to the tall frees. The whole thing 15 care-
fully caleulated, indicating thar Wu Clhén was no
less able to give 2 perfoctly balanced composition of
8 “classic”™ eype than to render fugitive impresdions

it spontancous ink-sketches. It may also be observed

that the eniphass on the monumentsl design has not
prevented him from working out every detul m the
trees and the ground with the atinost care and
sensitiveness. Yer this relatively restrained mode of
painting 1 adhorence to traditional principles was
ot in correspondence with his genius to the wme
extent as the more spontaiedis mamer which he
adapted with increasing success in his later works.

Many of these are like records jotted down with a
few touches of the brush, even though they may be
united in continuous series; 35 for mstance an the
long scroll in the Freer Galliry called Fishermen's
Pleasure, which is dated 1352 (Pl 86, 87). Each lirtle
sketeh of 2 man with fishing-rod in 3 hoat is accom= -
panicd by a short poem, no less spentaneously jorted
dewn than the figures, and altogether they create an
unforgertable anmosphere of fishermen's pleasure -
the solitude, peace and remoteness fromt the hustle
and bustle of the world, the whole tinged with
humour gnd the pamter's joy it recording ir. These
and a few other small picrures of a simuar kand are
apparently the ‘most intimate expresions of Wa
Chén's srange and solitary, nature, which is well
characterzed in the introduction to the collectivn of
poems edited by Ch'ien Fen abour the niddle of the
seventeenith century.

It apens with a deseription of hermims of ancient
ames who withdrew into solitude because of the
theeatening condition of the world: “as birds fy
mto woods and fishes dive into depths, nor simply
through their natural dispositions bur in order to
escape from arrows and traps,

“As for Wu Chén, he had no veneration for the
cooked and the common, nor did he strive for
fame; he lived eranquil and contented. Yet his fame
! K~k it o) wol X XTIL
2 Jhaid, sl IX,
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spread very far and will remain fragram for a
thousand years. This would not be possible if he had
not grasped the meaning of Tao. Such indeed was
Wu Chén He lived towards the end of the Yian
dynasty and was deeply grieved at the decline and
corrupmmess of the age. He led the life of 3 hermic
and devoted himself to the study of divination
(according to Ichmg), which enabled him ro nuke
a living by telling people’s forrunes. But sometimes
the noble spirit of this solitary man found expression
m landscapes or paintinigs of bamboos and stones,
which in old as well as in modern times have been
sought for and esteemed as precious things. His
manner of writing, fe, his colophous and poems,
were done as the eagle soars and the lion speeds.
They are all overflowing with life, He stood above
all the other masters ar the end of the Yiian
dynasty.

“When the Yian dynasty was drawing towards
irs close there were many talented men who started
on long journeys, travelling along the lakes and
among the mountaing, Most of these people led
lives of unrestramed selFmdulgence . . . they spent
thetr time drimking and writing poerry . .. Wa
Chén alone *hid his shadow among the reeds” and
kept company only with some Taose or Boddliist
maonks, The pictures which he.did on pieces of silk
of scraps of papér he signed “The Master of the
Plum-hlossom Temple', and he never allowed any-
body else to add a single character to them. He was
by nature solitary and independent and disliked
leaning on the fenee of other people. When he fele
death approaching he wrote on a rlilee for his own
tomb: ‘The Pagoda of the Plum=hlossom Monk”."

Wi Chén was a confirmed Tacist in his art as well
as m life; He enjoyed his freedom and painted
merely to relieve his heart or to mransmit a fugitive
impression of nature. The majoriry of his prcrures
are mk-plays done in a highly concentrated and
abbreviared mammer Just as he himself has desnibed
this kind of panting: “Ink-plays (lisi-mo) are done m

excess of the scholar’s poctical and liserary writings,

They express the pleasure of the moment and are,

according to connoissears, entirely imconventional.
I have read Chén Clien—chai'§ poem on the mk-
painting of plium-blossoms in which he says: "The
(indication of the) meamng is enouglht. seek not for
tesemblince af colours”,"”

Some of them, as we have seen, represent smgle
heanches or seetions of bamboo, in others the moaf
is:a few old trees or small fishimg-boats on quiet
water, bare hills or rugged stones, isolsted or as
sugcessive porrions of a scroll, bur seldom subject to
any strictly formal arrangement. The water and the
background are simply the bare white paper withno
linies of waves, no tones of couds or mist; yes all
these things exist or move i space, they emerge out
of an empemess which itself 55 full of hife I seems
sometimes as if ink and paper were no longer
matenal means, but akin to the living substances
from which things take shape or growth as in
nature. Everything 15 done m a firm and defunite
way, there is 2 great variety of wne-values, of light
and shade, which serve 1o model the forms, bur no
diffuseness. Nevertheless, che tmpression of space i+
irresistible: it forms the umfyme element in which
everything is reflected as in the consciousness of the
pamter; 1t all ives with the thythm of his pulse
transmitted by a very sensitive brush (PL8g).

Wu Chén was, as we have seen, just as much 2
poct as a painter, a strongly individual genins who
did not scek recognition or success and was hardly
the figure to be the leader of 2 défimte school or
style of painting. Yet there were painters of his own
time as well as after hus death who wmitated hus
warks, not without success, even though none of
them could reach the expressiomsac quality of fus
brushwork. There are a8 a matter of fact some
mteresting pictures ascribed to W Chén where one
rather hesitates abour the maseer’s individuoal part in
them. Such 15 my mmpression of the large picturs i
the Ku-kung collection, known as Spring Morniing
on the Ching River,! and still more of the pictare,
formerly m the Ti P'img-tzd collection, which
represents Rapids in the Mountains with huturiant
| Manking Exhibision cralogoe, plak .
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Pine-trees and low Building on the rocky Banks!
This is & more pretentions harogue picture than
anything known to me by the master himself.

The only pamter among Wu Chén's contem-
pararics who may be said to have absorbed some-
thing of the master’s individual style was Shéng
Mou (whose 2 wis Teichao); he was also a
Chekiang man and for many years Wa Chén's next
doar neighbour i Chis-hang. He receaved hus firse
artistic instruction from his fither but studied later
under the guidance of the pamter Ch'én Lin, the
friend of Chao Méng-fir. Through him Shéng Mo
may have been brought n contact with the ven-
erawed protagonist of “the spirit of antiquiry”, a
contact which has left some traces in hus arr. He
became 1 constane and assiduouy student of the old
masters and as such somewhat eclectic from a
stylistic viewpoint, as witnessed by some of his
picrures.

We have a remarkable document mdicating the
eclectic spirit and extensive studies of Shéng Mou in
the shape of a large album-leal, formerly in the
Mancha Houschold eollection, executed according
to the painter's mscription in 1313 (e very
catly) in imitation of 3 picture by Chang Séng-yu
of the sixth century. It represenes a landscape com-
poscd. of strangly owtlined rocks and leafless trees;
the old model was no doubr a coloured picrure, bur
it 1 here successfully mansposed into 2 very effective
structural mk-design.

Maost of Shéng Mou's paintings are, however,
quite hrgc mmpmitjmts bule up of m&‘_r Ve
banks with pavilions and trees and beyond thes
powerfully drawn mountains msing throngh clouds
‘and mist or rver views, as in Wu Chén's warks.
They are faultles products of a highly finished
technique executed wath colours on silk, which in
comnexion with the very effective decorative designs
makes them more akin w landscapes of the carly
Sung period thun to works by leading Yiian masters,
It 18 casy to understand why 2 painrer who could
produce such artractive records of suminer rotreats
m the mountams and of ramblings 1. pie-groves

with an air of legendary grandeur, became partic-
ularly appreciated by old-fishioned scholses and
men who enjoyed nature through the eyes of the
pocts and the painters,

This type of lughly decorative, earefully coloured
bindscape based on mndthufpr:—ﬂtmgdamii
represented by several large pietures m the Ku-kung
colleetion and wsually ﬂnm::d after the domimanng
figure monf, such as Travellers m Summer Moun-
gains.® or A Scholar and his Servant in s Pine-grove,?
or Boatung m Moonlight * not to mention the more
idyllic represcntation oFA Scholis exjoying: Miuiis
tam At on a Summer Day in an elegant Pavilion,
which can be seen i the Nebson Gallery in Kansas
Ciry. This kind of quasi-academic painting is of the
same class 35 some of Chao Méng-fir's lairge land-
scapes (Plgo).

Besides these somewhat archaicizing hindscapes,
in which elements of legendary illustranions are
combined with close observations of nature, Shéng
Mou also painted minor landscapes of a more
modermn type. They are mostly done on paper with
mk only or a slight addition of colour, and their
arustic ‘significance depends mamly on the actial
brushwork. In the best amaong these pictores, such as
the Mountamn Landscape with a River, where 2
ferry-boat 15 being paddled across, the stroctaral
definition of the decply folded mountains and leafy
trees is more of less comparable w corresponding
clements i piceures by Chao Méng-fit or Chao
Yung.

The range of hus artste concepts was, however,
strictly limited; he repeated certain favourits motifs
with shight modifications over and over again,
though the pictures were called by different names,
such as: A Hermur seated under Autumn Trees*
(Plor) (Ku-kung collection), or Waiting for the
Ferry on a River Bank m Auromn (Freer Gallery
5 CF T, puiky,

UKL ahas-bans o, wol XTIV,
4 Ibid. vol X1V,
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¥ KL shahva dil, vol X,



LANDSCATE-TAINTING 77

and also i Yuriikan, Kydto), or 2 Solitary Fisher-
man m an Aatumn Grove (m the Chang Ta~ch'ien
collection), ete. The pictures are all arranged in the
same way; the clumps of aueumn trees sumd out m
dark silliouette agains 2 misty sKy or an open rver
view: the arnstic sigmificance 15 these pictares
mainly dependent on the realization of space. In
other pictutes the composinen s more crowded and
claborated with additional groves and buldings o
the river=hanks and fishimg-boats on the water.
Shéng Mou did his paintings largely for the public;
he knew: the raste of the amateurs and did his best to
satisfy them. His professional skill was perfect and he
followed the safest traditions of style with marked
suceess, bat can hardly be sid m have contributed
much to the general development of painting m the
Yiian period.

Chu Téjun was cerainly a more important
artistic personality than Shéng Mou, yet one may
observe points of contact or correspondence in their
works due to the fact tat they followed parallel
roads of study and arustic education, The impres-

gons thae they received from Chao Méng-fu's:

traditional (not to say “dlasicistic’) art seem
have been equally important to both of thens,
though they are cortainly more obvious in Shéng
Mot'’s decorative paintings than in Chu Té-qun's
works, becamse they are there integrated in a style
with more defimire individual accenws. The difficulry
of attaining 1 proper cstimate of Chu Tégqun's
artstic importance is furthermore increased by the
fact that the paintings attributed 1o him are relatively
few and mostly nor very well docamented.

Cho Té-jun, whose tzif was Tsé-mm, was born
1204 1 Sur-yang m Homan and was thus somewlat
vounger than Wu Chén and Shéng Mou. He settled
later in Su-chon, and became known as 4 man of
extraordinary refincment, as such surpassing all his
conternporaries.t He died 1365, two years before the
final debacle of the Yiian dynascy. Highly mraimed, as
a literary writer and poet he followed "the banished
Immortal™ (i.e. Lt Po), and as a calhgrapher Wang
Hii-chili. According to the same souree, he took Li

Ssii-hsitn and Li Cliao-tao, father and son, as his
models in pamting, but other chroniclers ent-
phasize his dependence on Kuo Hsi, or state sumply
that “his landscapes and human figures were in the
manner of the ancient masters”. His influential
position in the cultural life of the period was at Ieast
in part due to the special protection of Chao Méng-
fii who “mtroduced him tw the military com-
mander Ma, Duke of Shén, who made Chu Té-jun
the chicfexpounder of the Confucian teaching in the
central chancellery” (Ching-shu ching). This m-
volved no doubt 2 grear moril responsibility amnd
was more important for establishing his fame among
contemporsrics than  his accomplishments as a
calligrapher and a pawrer.

Tt should also be remembered that Tung Ch's-
ch'ang - classifymg the Yiunm painters in two
different camps or stylistic currents ~ one denved
from Tung Yiian and Chil-jan, the other from Li
Ch'éng and Kuo Hsi — places Chu Té~jun, together
with Tang Ti and Yao Yen-ch'ing, in the Lirter
group and mmakes the remark that the painters of this
proup could mor establish their own “house™
{schoal), They were, according to the great Ming
eritic, more dependent on formal rules and scademic
traditions than the spontaneous and individualisuc
painters of the “Southern School”” w whom painting
was a freer form of creative activity. It may be sad
of Shéng Mou that he stood with one foor in the
“northem” and one n the “southern” camp, whereas
Chy Té&jun a$ a painter belonged alogether to the
former. He was 3 man of great leaming and refine-
ment who did his best 1o honour the classic ideals of
landscape-pamting. Such is the general impression
made by his works, thougl some of them may also
be said ro reveal mfluences from contemparary
painters.

1f we may accept the atmburions of a certain
number of paintmegs to Chu Té-jun (1.e. on the basis
of signaturcs and inscriptions by leading critics), his
 The bipgraphical sources for the life of Chn T8-jun sre dquoted

in Pivdn ihal Shudug p'n, volay, the mow lmporene being
e P’y Chiapflu—chiiss imms-clille ming.
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ayvre ight be divided into two groups, the first
comsistng of pictures m the manner of early Sung
masters such as Li Ch'éag and Kuo Hsi, and the
second of pictures which are moreakin to works by
contenmporaries such as Wu Chén and Ty'ao Chih-
po. The best represensatives of the first group are the
winter landscapes with siow—covered mountaing
and frosty trees growing on tocky ledges in 4 misty
ammosphere. They look like dilured versions of Li
Chtng’s dramuatic winter scenes, a5 witnessed by the
large picture i the Ku-kimg collection and 2 some=
what smaller und more convimemg winter scene in
private possession in China, dared 13307 The hand-
scroll, formerly in the Manchu Houschold collection,
belongs to the sume group: it represents an extensive
view over 2 wide bay framed by boulders and
bulging rocks along the shores. The mtluence from
Li Ch'éng is here predominant, particulaly in the
composition, but the general tone is more idyllic
owing to the elegant pavilion and the presence of
some human fignres.® The same mHuence may abso
be traced m the hanging scroll representing Moun-
tains and Water in Autumn Mist, which is praised by
Tung Chiich’ang m.lculuphmi at the top, r]mugh
here absorbed i a miore intricate composition.?

The paitmgs that mught be placed i the seeond
group are perhaps more exceptional, but two or
three characteristic cxamples might be mentioned
The best known amuong these is the River Landscape
in Haze (and three men seared under tall pines) in
the Kukong collection. It i a picture whose
semitive tone and far-reaching view over the wind-
ing nver are impressive and equally so the excellent
drawing of the cedur—<rees, which are of the same
type as the trees m Ts'ao Chili-po’s pictures. The
pictire is fully signed and provided with & poem by
Wang Feng (Ploz),

This kind of twisted or writhing conifer is the
main motif of 2 small panting mowmted on the same

scroll with Wang Mien™s Plin-blossoms and Chao
Yung's Fishermen on a Mountamn Stream, now in
Huichua kuan in Peking: It here streeches out
honzonmlly from a rock rowards a boat on the
river, as if the dragon-like knotty branchies were
wrymg to catch hold of the small human beings i the
baat (PLog).

The handscroll known as The Pavilion of Flower-
ing Fields, which evists in two almost identical
versions — one in Hin-hua kosnin Peking and the
other in the Freer Gallery — may be said to ocoupy
an intermediary place: berween the two groups
mentioned above. The compositian is fundamentally
of @ type that was wsed by the later Sung academi-
cuans, bur the brushwork has a picorial quality of
the strong and masterly kind that we have found
pantings by Huang Kiung-wang or Wu Chéwn. It
was painted in 1364, the year before the death of the
master, and shows him ar the har stage of his
arristic development. According w the lengthy
colophon i which Chu Téqun's Taoiste ideas
about Heaven and Man find expression, the motif is
uaken from the neghbourhood of Yi
(at Hangehou) where 4 friend of his had 3 sammer
retreat. The pavilion is built on a low river-bank in
the foreground and the moumtain ridge forms 3
series of slopmg silhouettes on the opposite side of
the water, Yet the picture may be waid to convey
something more than faithfulness to narure, it also
suggests the friendly atmosphere of the pavilion
where the two. men are seared in conversation; and

reaclies far beyond over the verdant hills where

thar thoughts may have dwelr in bygone days.

1 CF. Kiebung, vol.VILsnad Crinera, Burgim Geasin, [, 12 There i a
sillar. Winter Lawdeapr, signed by Yoo Yeu<ch'thg, who
intfowed the saie carront ofstyle @ Cln Teutt, i the Boston
Musirgm,

* CF, Sdper, ply7,
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INi Tsan

Nonc of the grest painters who contributed 1o the
creation of the new kind of landscape-painting that
became prevalent m the Yilm period is more diffi-
cult 1o grasp and characterize in terms of intellectual
definitions than Ni Tsan. He stands more isolated
than any of lis contemporaries. more independent as
an artist and a character, and does not, as such, fit in
exactly asalink in the chain of the stylistic evolurion.

Ni Tsan did not lean on the models of carly Sung
timmes to the sine extent s most of lis contempora-
ries, nor did he become the head of a school or 2
local group. Yet, with the passmg of fmie his lnghly
individuslistic art came to have a comsiderable
influence on later generanons of landscape-pamters.
The leading critics at the end of the Ming and the
beginning of the Chiing periods never tred of
extolling him as priows inter pares, i, the most
exquisite and refined of all the Yiian masters: The
secret or sipnificance of his art was, according o
these expounders, something that could nor be
adequately  deseribed in words or rendersd in
capies, however skiltully made, because it was, so to
speak, hidden in forms which became alluring
through thar apparentsimplicity and frecdom from
all maditional elements of decorative beauty or
claboration. Somchow they seemed ro0 wveal a
singulacly attractive, yet unattmmable spuit of
aloofness or detachedness, a genius for whom the
stones and the trees and the mountain ranges beyond
the quict waters were simply symbols for s
meditative tmoods and decpest thoughts

Nuthing could be more unassuming, more restful
and guice than Ni Tsan's river views with a fow
lesfless trees or bamboo stalks on a rocky bank of
usler, et they transmitted a state of meditanive
Tepose atd mm;uthmmn of the soul of nature that
1o one else could evoke with such simple means. It
exercised a singular arraction on kindred talents
among later painters of kindred disposition, wha
did their utmost 1o imiate Ni Tsan's seenungly

plain and artless works box hardly ever succeeded in
transmitiing theit inmost beauty or spiritual rever-
berarion,

Such {mitations became guite abondant in the
days of Tung Ch'i<h®ang and Wang Shik-min,
when the demand for Ni Tsan's paintings was
rnpldh' growing and the supply of the master’s
ot works very scarce. Some of these paintings
m the wv]l-rrmgmn];ﬂc Ni Tsan manier were the
works of very able panters and acceptable to
collectors and amarenrs, parniculardy when provided
with poems and signatures purporting to be by the
muster. These productions imdoubtedly exceeded
the ongmal works i number and as the inutatons
became nuxed up with the raal paitings, the popu-
lar idea of Ni Tsan's are became somewhar blurred.
to say the Jeast. It was the essult of 2 vogue ar
tashion thar reached 1ts culmimauon at the beginning
of the Ch'ing period, through the activities of the
Four Wangs and thar acolytes, and thusremained all
through the cighteenth century a special current in
the evolution of Chmese landscape-painting.

These conditions have left ther mark on the
mther extensive group of so-called Ni Tsan paint-
mgs in the former mperial callection, of which a
certain number have been reproduced in the well-
known Ku-kung publications. These, together with
some of the unpublished pictures winch 1 had an
opportanity of sceing at the Tachung depor, lefrno
hesitation m my mitd as to the mixed character of
this standard collecrion of Ni Tsan works. But there
were many cases in which definite conclusions a2 o
the dare and authenticity of the pantings had 1o be
deferred; and the same may be said of 2 iumber of
somewhat simmilar paintings in public and private
collections in the East as well as in the West. The
larger niumber are no doubt of later origin, yereven
amony these are some which may serve to illuserate
typical features of Ni Tsan’s style and consequently
possess lustorical mrerest.
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Of the sixty or more pictures listed in our adjom-
mg camlogue hardly more than a dozen can be
unhesitatmgly accepted as works by the master; the
rost are mare like mnitarions of variows degrees even
though provided with fine inscriptions and signa-
wires, and it should not be forgotten that some of
them have served durning four or five hundred years
as cxamples of Ni Tsan'sart. A tharough study ol all
these different classes of pictures which pass imder
the master's name, is not possible ar this place, we
must limit the discussion w3 few oustmding
specimens and concentrate afennon on therr funda-
mental features, such as may be observed i the
compesitions and the brushwork. But before we
enter into a study of 3 few single specimens, it may
be well to msert some historical information abour
Ni Tsmn's life and personality, as this may serve to
throw further light on the correspondence berween
the character of the man and the significance of his
artmtic ereations.

Ni Tsan really nover considered himeell as a
pamnter by profession comparable to Huang Kung-

wang or Wu Chén. He started as an amateur of

painting. 3 wealthy collector and lover of antiquiry,
and if with the vears he devored more and mare
ame to this art, he did it becase he found pleasure
in playing with brush and wk and not wit any
personal ambition of creating impareant works af art.

He was bom in 1301 3s'a member of 3 wealthy
family in Wichs, Kiangsu, and contnued hs
actvity until 1374. He this wimessed the restoranion
of the national Ming dynasty, but the changes in the
political forrunes of the country did not leave any
marks on his artistic activity; he remained singulady
untouched by remporal or matenal conditons and
lived in a world of hisown close to the hears of nature.

He became generally known under his by-name
(exd) Yian—chén (The Very Quiet One), or still
better imder one or other of the variow descriptve
sobriquets (hao) by which he called himsell, for
mstance Yim-din<tzt, The Child of Clouds and
Forests, or g Chiishil, The Spotles
Scholar, or MNi Yii, The Unapproachable Ni, to

quore three of the eyght or more names that he nsed
from time fo time,

While sall & man of means and sodal standing, he
was very active as @ collector of antiguities and
speaamens of pamting and calligeaphy, which were
kepr in a special pavilion called Ch'ing-pi ko, wherea
aircle of scholars often mited to enjoy poetry and
wine,' The most distinguishing feature of this place
and of its host scems to have been an exrrordinary
cleanliness, Wi are told that of a dirty man had
entered the pavilion, the place where he had been
seated was at once washed, and the host used to keep
a basin of clean water at his side, so that he could
wash his fice and hands whenever he was gomng to
paint. And “this cleanliness was alo cvident i his
conduct” —that 15, m lis purity of mmd and heart.

Ni Tsan is further characterized in Wi-shéng shils-
shilt as follows: “He enjoved hummmg poetry and
lowed o pamt old trees, bamboos and stones, as well
as landscapes on small serolls. The reverberanion of
Tiis Tife-breath was far reaching and melancholy.
Those who knew him said: "In Na Yiin-lin's bosom
the ice, the snow, the mist and the du_ul:’d. WETE
continuously rsing and sinkmg and were most
naturally brought out by his brush’, which indeed is
troe. At the beginning of the Ming dynasty he was
summoned to the imperial palace, bue did not go.
People considered him a grear scholar; he was the
foremiost Sage of Wo-ha.”

From other tecords, we learn that when he had
passed muddle age (shortly before the fall of the
Yiian dynasty), he distributed all his wealth among
hus relatives and started travelling in 2 house-boar
along the rivers and ke i Wo He no longer
found any pleasure in the company of the nobles and
the rich, but put up at stmall counery wmples where
he was sansfied with a wooden bench and a bamboo
lamp. His pictures he gave away freely to the com-
mon people just as W Chén did, bue if collecrors
offered him mwoney, he refused to aceede, Thus it
happened thar when a rich man sent hum silk and

¥ Biggrapural dat regarding N Tt are moported o Sl
Sang, Volin; i Wie-chéng thil-ahili and in Ming shik, chspi.
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money requesting 3 picture in returm, he tore up the
silk and rerarmed the money with the reply: ™1 have
never during my whole life pameed for the vulgar
and ostentatious’. After his death his pictures beeame
so highly appreciated thar the Kiangnan families
wiere divided o two clisses, i.e. such as possessed
and such as did not possess pictures by Ni Tsan.

As may be discovered by a glanes at our list of Ni
Tsan's works, there are at least cight paintngs with
dates between 1341 and 1352, but Lhardly think that
more than one or two of these can possibly be
accepted as authentic works by the artist. The best
documented among them is a picture formerly m
the Pang Yilan-chi collection, known as The Six
Gentlemen. which is dated 1345 and distinguished
by four poems, one by Humg Kung-wang, the
others by lesser known men, besides the arrist’s
tniscription (PLog). The composition consists of s1x
tall trees: formung a thin transparent silhouette
against the far extending quiet water, wlich is
bounded at the upper edge of the picture by a low
mountain ridge. a typical design ‘which recurns in 2
number of so-called Ni Tsan landscapes. Sometimes
the trees are bare, m other pamtings they have sill
some leaves, but it makes no great differenice becanse
the prevaling effect is always one of desolation and
stillness — the cool atmosphere of a grey autumn eve.
This example may not be oue of the best
of its kind because the brushwork i the folds of the
rocks and the leafy trees Is rather soft and lacking m
vigour, yee the picture which as said above has
mscriptions by Ni Tsan as well a5 Huang Kung-
wang is commonly accepted as an catly work by the
master, It 1s furthermore mterestimgz as an example of
type and may as such be compared with a somewhat
similar pamtng (formerly in the Chang Ts'ung-yii
collection) which represents five linky trees on the
sloping rocks of a aver-bank (PLos). A close com-
parison between the trees as well as the rocks in these
two paintings should reveal to the student 3 con-
sidesible difference in quality, the brushwork m the
latrer picture being more vigorous and structural
through the use of short and firm horizonw! and

vertical tonches. These reveal the immitable master
hrush which an atmosphere and a very
sensitive play of hight and shade which may be said
to shed a gleam of fredhmess over the picture. This in
fact 15 good enough o serve as 2 pictotial touch-
stone in the study of so-called Ni Tian pantings of
varymg quality;

If we keep to the chronalogical sequence of the
dated picrures it scems firting to take note of the
large album-leaf (formerly in the Manchu House-
hold collection) which represeuts two Cottages on
1 Hill-slope at the Foot of a Mountain by a River. It
has a fine tuscription by the painter, dated 1352, and
a poem’ by Hsii Pén. The whole thing 1s more iike
an mk-drawiig than 1 complete painting, yet the
o i impressively grand and massive.
miodelled a¢ it is.in distinotly marked broad planes
divided by deep folds. It reminds us o some extent
of Huang Kung-wang’s way of solving similar
problems, though it must be admitted that Ni Tsan's
drawing has a very raze structural beauty (PL0G).

The above-csuablished compositional type, m
whiclt the vertical lines of 2 few wll trees placed in
the foreground dommate against the horizontals of a
distane share-line, is further developed by the
addition of a low pavilion or 3 large upright stone on
the foreground shore and, in other pictures, still
more through the increase in the size and sccumula-
tion of mountaing bevond the water. The larter kind
of development may be observed o some extent in
the rather charming picrure formerly m the Plang
Yiian-chi collection and now in Huihua kuan,
Peking, in which the disant mounmams: nse in
sharply drawn silhouettes against the sky and 4

~small open pavilion 15 placed st the foot of the trees

together with a clump of bamboo. The picture has o
long inseription by the master and a poem by a
friend added as the top (Plo7a).

Another vadarion of this motif may be observed
in 8 somewhat larger pictore m the Ku-kung
collection wn which there are poems by the painter
(dated 1363) and two other men. The mountams
are here brought closer to the loreground and they
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rise steeply right out of the warer, With their height
and massivity they dominate the composition far
more than & oual m Ni Tsan's fver landscapes
(Plo7s). One may ask whether this i the same
picture as An I-chou describes m Mo-pitan fui-kuiay
in the following words:

“Ni Viin-ln used to pamt the mountans and
rocks with horizontal wrinkles, but in this picture
the piled up mountamns have ‘alum tops” ( fas-t'ou)
and are all dane with "hemp-fibre wrimkles' which
ot straight downward. Ni Tsan here tmurated
alogether the manner of Chil~jan. It is ane of his
best works and 1t really shows a change of stvle.”
The observation is well mken and applies to some
extent also to this picture in the Ku-kung collecton.

[ addition to the two lust-named pictures a third
may stll be mennoned m which: the same kind of
compenitional development is carried sl further in
a surprisingly modern way, This isn the colleenon
of Dr. Lo Chiadun in Taipei and shows a low
pavation at the foor of rees om a rocky ledge and not
very far from this foreground shore, in the middle of
the river, a mountainous island riging into a peak,
and other mountains further away, which accen-
uuates the horizonl extension of the view. The
mode of composation is pracucally the same as thae
used 300 years later by Wang Yiian—h'i and is cer-
tainly not less suggestive of atmospheric beauty and
boundless space thaii the famous landscapes by this
classic master of the eighreenth century. The master's
inscription is dated 1365, and in addition to this there
i5 an inscription by Sun Ta-ya dated 1382 (PLo&).

The othies ¢ itonul type mentioned sbove,
which includes besides the trees and a pavilion an
upright garden stome amd some bamboo plants,
may be obscrved in at least rwo pictures in the
Kukung collection and two in private possession in
New York. They are all very interesting as illusera—
tions of N1 Tsan's habic of retumning over and over
agdin to cermain favourite motifs, though each time
he did so m 2 somewhat different mood, so that
we get modifications, The moyt charming of these
pictures 18 the so-called Pawlion of the Purple

Fungus in the Ko-kang collection.! Here the fore-
groumd group, consistmg of the trees, the upright
stonie, the pavilion and the banboos, forms a com-
plete picture which is balanced by the sloping rocks at
the upper edge. This work hasnodaee, buta poem by
the painter, and it is remarkable for i rich and deep
mk tones laid on with a vigorous bred (Plooa),

In the shightly difierent version of the sane moti,
which belongs to Mr. C. C, Wang in New York,
the foreground group i somewhar differently
arranged though it consists of the same elements as
in the preceding picture, with the mogntain ridge in
the apper secnon somewhat simplified and painted
i 4 rather pale greyish tone. The picture may not
possess the same degree of freshness and brilliancy as
the one mentoned above, but it is painted with a
charmingly light brush and has altogether a: very
delicate appeal (PLoon). This scems also to have been
realized by Tung Ch'i-ch’ang, who has made a very
close capy of it, a8 may be seen in the Fimousalbum
(in the Ku-kung collection) called Hsino Chimg
Hiien Fa, commanly ascribed to Tung Ch'i-ch'ang.

In two other pictares in the Ku-kung collection
the motif is reduced to a garden stone, two render
bamboo plants and 3 dry tree, 2 composition which
also recurs in 3 picture i the former C. T. Loo
collection m New York (Plroo), The two firse-
named pictures are dated 1363 and 1371 respectively,®
and they are both charmingly fresh and bold ink
sketches which fascinate by the supreme freedom of
the bruthwork and particularly the we of the
significant horzoneal strokes or touches. The -most
important painting of this kind is, however, the
fairly large hanging seeoll, formery m the Pang
Yiim~chi collection and mow i Hui-hua kuan in
Peking, which represents young Bamboo-plants
and a Wooting-tree by a Garden Rock. It is 2 work
of supreie pictorial beanty done with 3 well-soaked
brush m quast p'o-mo fashion, yet with insisterice on
the structnral charicter of the tree and the stone, It is
one of those rare pictures which never fade on the
¥ En-emng, vol XOCKV,

* Beprodioned by K-k, vol XXV and K4 b dhi, vol X1
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film of the memory. after they have once been
really secn. It seems quite useless to try 1o analyse or
describe a picture like this without access to an
adequate reproduction, bur | must confess that 1
seldom have been more impressed than by this
picture of a Chinese wootung-tiee by a garden rock
and some bamboos, exhibited m one of the poorly
lighted halls of Hui-hua kvan in Peking. It must
have been this work which An I-chou praises for its
exuberantly rich brushwork in the p'emw fashion -
ofa kind {rich to a degree?) seldom seen even among
the bamboos and stones by master Ni Tsan. Conse-
quently (says this wellanformed connoissear) the
hrushwork may be praised a< "divine freedom”, To
me it revealed a rare combinarion of virile strength
and pictorial sensitiveness.

Ni Tsan occasionally did coloured landscapes also,
but the only one of these which has survived, a
picture in the Ku-kung collection dated 1368, can
hardly be said to increase our adwirstion for the
‘master. According to the title it represents scattered
Trees on 2 Rocky Shore after Ram, [risa remarkable
composition of mountains enclosing a decp bay and
some buildmgs among bare trees on the foreground
shore, quite different from the traditional patterns of
similar motif. Tt may well be inspired by a definite
sité. and the painter has rendered it with abvicus
care and intimacy. It must once have been 3 very
beawiful picture, but it has unfortunately lost much
of its origmal beaury, the colours are blurred and the
whole thing has ke on a somewhat dirty grey
tone. But even 0 it is a very inferesting testmaony to
Ni Tan's consummate art as an uterpreter of
definite aspects of matare (Pl.iot).

According to a tradition teported by Chang
Ch'ow of the Ming period, Ni Tsan's style of writing
was it his early days very firm and vigorous. bur
became in the course of time more refined, whereas
his manner of painting was, to begin with, racher
fine and detailed, and became with increasing age
bolder and more vigorous. The entic adds that most
people only know the broad and sketchy style of Ni
Tsan's later years, but have no idea of the refimed

nwatiner which he used when he was in lus prime,
Orther crities, quoted by Chang Ch'ou, poinr out the
same thing, emphasizing the evolunion of Ni Tsan's
style from a relatively delicate and slender manner
towards a broader and more pictortal way of
handhing the brush and ink.

The short handscroll representing bits of the Shih-
tzdi-lin garden in Suchou, which is dated 1373, is an
mteresting example of this later stage in the evolu-
tion of Ni Tsan's brushwork. As an actual view of
gertamn sections of the garden it may scom somewhat
confised, but 2§ a specimen of pure ink—painting itis
brilliait, Tt is an incommonly fresh and pictorially
effective rendermg of fantastic rockeries, leafy trees
and simple small buildings shaded by shrubs and
bambouos, all rendered with o very senative brush and
boldly applied accents of light and shade (PLra2).

According to Ni Tsan’s mscription, this painting
was done for the monk (?) Yie-hai Yin-kong, who
at the time was the master of Shil-tzii-lm, and 1«
seerns to have been the resule of some preparatary
deliberations or discussions between Ni Tsan and hs
friend the painter Chao Yiian (r2i Shan-ch'ang). He
wrote as follows:

"1 discussed with master Chao Shan<h’ang the
idea (plan} of making a true picture of Shih-tzi-lin,
It is really done according to the idess of Ching Hao
and Kuan T'ong; Wang Méng could not have con-
ceived such a thing even m lus dreams. May Tu-ha
Ym-kung treasure it,. Written by the lazy Tsan.™

V Thc cloplon, signed by five experts in the service of the
amperor Chiien-lomg. wihiich: s anached ro yhe plorure; contins
wome iformntion. about the heary af Shit-tzfi-lin (the Lina
Grove) dhuring thie arly part of dthe Yiksn perind, when i bad
boen armanged ss 3 dwelling plice for o proininest Puddiis:
teacher, md slio i Toter smes. The orsnal baildings mr, bove-
ever, huve been of & very borle Lind snd perinhied 32 eardy dare,
wiliereas s of the fantastie ok garden rmained, comtiuring
thet, ds in more fecent timez, the nain aeeeaction of the place,

Seweral, paimters mothe Yoan perod rried: 1o render the
chamcteyrnric beamy of Shil-ori-lin n mordres, MNi Tah wa oot
the wily e, Chy To5un sl did & plerure of the place, but this
hail perishod alrendy before the Ch'lm-lung peripd. Hail Ten
topaitited varioms potmons of vhe garden o dbun of twelve
teaves which artll recemely wan in the Manichin . Houseliold
collection: and was piblished by Yen Kuang Co, n Pelog ar
rgaf,; bur o what 'extenl thiese pictures actinlly were doie from
nature is nowadays difficult wo well,
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The statement thar the picture was done in
accordance with the manners of two of the most
prominent old Lindscipe-panters can hardly be
taken in a lireral sense, becanse it would be difficult
to trace & stylistic commexion berween Ni Tsan's
pamting and those of the above-mentioned old
muasters. The reference may rather be taken as 2 kind
of assurance on the part of Ni Tsan that he had done
the Shil-zi-din picture according w the highese,
not 1o say “‘classic”, stndards of carly landscape-
painting. He was evidently prond of his work and
considered it as.a kind of final masterpiece in his long
production which ar the time was approaching fes
end. This rather self-confident verdicr by the arrist is
quoted by later enitics who secord 3 very prominent
place to this picture in the mdividial @upre of the
naster. It was to them one of the most convineing
proofs of Ni Tsan's prominent position among the
protagonists of the *Southern School ™,

Tung Chii<h'ang was quite explicit in this
respeet; atter quoting Ni Tsan's inscription he adds
the following remarks: “If we want to classify him
[Ni Tsan), he should be placed in the i {unrestrained)
class. He was of the ssme dass as Mi Fei and Chao
Ta~nien. Yet it may be rruly said thar there 1 not
‘muich difference between him and Huang Kung-
wang or Wang Méng.”

Tung Ch'i-ch’ang felt that the master who did
the Shih-zi-tin pictore had to be placed m the class
of the "onrestrained” pamters who worked in the
broad and fluent manner of Mi Fei, yver he was alsa
obliged to admit that Ni Tsan had certain points of
contact with the other great landscape-painters of
his time. There were differences of tecdmique and
remperament between these men, yet they were all
representatives of 3 new kind of lindseape-pamting
springing from their deep comprehension of nature,

They were all srongly individualistic and inde-
pendent painters; Ni Tsan perhaps miore so than
all the others. And the longer he lived, the moce
s subtle genius mamifested stself m light and
spontancous use of the brush, a fact repeacedly noted
by critics of the Ming and Cli'ing periods, “Old
Yii" became with the years ample, pure and
natural; “the only one after the mad Mi"™ (according
to Tung Ch'i<ch'ang, as quoted in Shuhua p'n).
Shén Hao, who wrote his Hus-chil at the begin-
ning of the Chiing period, quotes also Ni Tsan's.
colophon on the Shili-tzii-lin picture and adds to it
the following comment: “He could not entirely
avoud depending on his predecessors; yet in his old
age he followed his own ideas, rubbed and brashed
and was like an old Hon walking alone withont a
single companion. One day he piinted some
bamboos and wees in lamplight and felt quite
proud of them, When he rose next moming and
wnrolled the picrure, he found thar it did not quite
correspond to the appearmince of the bamboos;
whereapon he laughed and said: *There are parts in
this picture which do not contain the outward
likeness of the bamboos, bur such parrs are most
difficult to do”." The remark may seem rather vague,
but it implics a distinction: berween outward like-
nesy and inner reality or aristic significance. OF all
the great Yiian painters, Ni Tsan was probably the
one ﬁnmﬂiﬁﬂdﬂﬁ&{ﬁﬂiﬂﬂiﬂimfﬁﬂiﬂm
was not primarily interested i formal accuracy or
descriptive representation, but rather in the aesthetic
principle of things. Consequently; as has been often
stated. his works were extremely difficult o COpY.
His essential qualitis were beyond imitation (and
thus also evade dcsmpl:mn} But he remained
mucnh:.lm an inspiring ideal all through the
history of Clunese painting.
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Vi

Wang Méng

The youngest of the Four Great Masters was Wang
Méng. The year of his birth is nor definitely known,
but it may have been about 1300, or shortly after;
when he passed away (while in prison) in 1385 he
was 2 man 0 the seventies. He was consequently
active during the finst two decades of the new
national dynasty and had 3 considerable influence on
some younges painters ar that juncrure, though the.
mpnrmmofhumuamﬂel and a source of
inspiration became still more porent two centuries
later in the period of “the Four Wang”.

He was born at Wu-hsing, Chekiang, as a
nephew of Chao Méng-fi; his 1= was Shu-ming,
but as an artise he became best known under bis hap
Huang-ho shan ch'ino (The Fuel-gatherer of the
Yellow Crane Mountiin) and other variations on
the same sobriquet, His heare may well have been
that of a reclnse and nature-worshipper; yet he did
not become 3 hermit to the same extent a5 Wu
Chén or Ni Tsan, but entered on an official carcer,
serving for a while as 3 “low-secretary™ in the
capitzl and then, in the reign of Hung-wu, as a
magistrate of the Tai-an country districe in
Shantung. His end was tragic; he died m prison,
where he had been confined as 4 sympathiser of Hu
Wﬂ-)lung,thc wreacherous oumster of the emperor
Hung-wu.

He received the first gudance m the art of paine-
g from no less 4 person than Chao Méng—fu, the
ﬁﬂ::rnfhnmn&mr but like most of the Yiian

he chose Tong Yiian and Chii-
jan as his standard models, but is abo sid to have
been influenced by the art of Li Shéng, the great
master from Shu who, according to the chroniclers,
was the most important transmitter of Wang Wet's
style.

Wang Méng's greamess as a panter and his
miluence on later generations of Lidscapists can
hardly be exaggerated. but it was based on qualities

different from those which constitured the impor-
tance of Wu Chén or Ni Tsan. He was not a
romantic or a visionary in the same sense as these
mén, bur nevertheless 2 grear interpeeter of the
grandeur and innate life of nature, Highly accom-
plished as 2 man of the brush, he mastered all the
technicaliies of painting and was particularly
admired for his manner of fendering the “wrinkles™
of mountains, the moss on the stones, the rugged
pine-trees and the hidden depchs of the gullies. His
large compuositions are rich in pictorial derails, yeeat
the same time clearly organmized and perfectly
unified through the rhythmic flow of leading lines
and the balance of the masses. They may not be
painted with the spontancows ease of some of Wu
Chén's charmmg works: they are no “mk-plays™ in
the wadifional sense of the term, but real paintings
often highly elaborated and finished in every detail.
Yet it would certainly be a mistake to base our
appreciation of Wang Méng's artistic production
simply an his technical brilliancy. Painting was to
him a more serious, not to say exhaustng, occupa-
tion than 2 “'play wirh the brush". In contemplating
some of his most dramatic compositions it may
scem as if the painter had been struggling or
tried to wrest from them the secret of their organic
growth. One may indeed be impressed by the
moral guality of some of his great landscapes, which
bear wimness to a tremendous concentration of the
creative will as well as a consummate mastery of the
means of expression. They reveal an extraordinary
grasp of the phenomena of nature brought into
the service of 4 real painter’s genius.
ng Méng’s artistic importance may not have
been fully recognized by the people of lus time,
except by a few of the most advanced eritics and
painters, but when the final classification and group-
ing of the Yitan pairiters were systematized by Chang
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Ch'ou and Tung Ch'i~ch'ang towards the end of the
Ming perind, he was placed in the very fromnt rank,
i:¢. i the same class as Chao Méng-fu and Huang
Kung-wang, sbove all the rest. This ic best ex-
pressed by Chang Ch'on i his writings on and about
Wang Méeug's famous picture called The South
Cormage of the True Hermie (e his frend T'0
Tamg-i), from which a2 few paragraphs may be
quoted:!

"The dassification of pictures was much de-
veloped i the Yiian perind. Among the painters of
the Yiian period Chao Ted-ang, Huang Trii<chiu,

and ‘Wang Shu-ming reached the divine (were:

divinely nspired), As to Kao K'o-kung, Ni Tsn
and Wu Chén, large sums are paid for their works
at the present time, bat after a thorough and careful
study of their pictures, T think that they were
specialists and not men of allround ability, The
works by Chao Teziang and Huang Tzii-chi
wihich have been transmitted are, however, very
Yew; those which | have scen can be counted on the
fimgers, whereas | have seen more than twenty
pictures by Wang Méng. They are all very impres-
sive (moving), but with regard to refined and deli-
cate brushwork, wonderful composition, noble and
clegant use of coloun and strikingly vivid effect,
none is superior to his picture of The South Cottage
of the True Hermur."

This encomium of Wang Méng is further de-
veloped and qualified in the colophon writeen by
Chang Ch'on on the above-mentioned picture,
Here he saysin part:

"Wang Méng was & good painter. He inhierited
the style of Chao Méng-fu, who was his grandfather
on the maternal side, but surpassed him by working
im 4 more unrestrained manner. He did niot seek o
please the people of his time but cared only for the
brush-ides (pii, viz. the significanice of the brush-
work), by which he expressed the prompeings of his
gemus. Therefore Ni Tsan wrote in a colophon, on

one of his pictures: “Hhis brush is refined and his mk
wonderful like those of Wang [4si<chili. His heart is

pure like that of Tsung Ping. His strength is

sufficient to carry a trpod. There has been no one
equal to him for 2 hundred yearss.” I Ni Tsan could
speak of hum 1 this way, the gquality of his panting
merits o be known,

“Whenever he visited his retired friend T'ao
Tsung-i he would prolang his stay lor days and
months, and when he became excited with wine, he
would take up the bradh and paine. This picture of
the South Cottage is his masserpiece; it 15 deep and
harmeniow. Here he has completely freed himself
from old habits of pamting m eolour. It 1s:a wark
far superior t [wot to be compared with) common
pamungs . . .

In trying vo imderstand Wang Méng's prestness
as a painter, we should also recall the u:gaﬂw;‘nde or
limitations of his genins connected with the facethar
he was not 4 man of literary accomplishments, nota
pmt,nornﬂlﬂgﬂ?h:r]ﬂm‘ﬁ’hﬂb!nurﬁi'ﬂmh
not o mention Chao Méng-fu, but exclusively 2
painter. Chang Ch'ou's remark, “that his literary
writings were not in accordance with the classic
rules, though he could write several thousand words
within a short moment”, is more or less substan-
nated by the mecriptions on his picrures, which
weither from a literary ner from a calligraphic pomt
of wiew bear comparison with the mseriptions by
the other great masters of the period. This may be
regarded as o limitation, bur it serves at the same
time to emphasize his exclusiveness as 4 painter,

Accordmg to the characterizations quoted above
and some others of no les authoritative nature,
Wang Méng was pre-eminently a follower of Tung
Yiian and. Chii-jan, and as such one of the most
promment representatives of the Southern School.
Yet, the same critics also tell that Wang Méng was
an assiduous student of the old masters and that his
art, 50 to speak, manscended the limin of the
Southemn: School. Tung Ch'i-ch'ang writes. that
though Wang Méng’s style was derived from Chao
Méng-fu, he leammed from all the famous masters of
the Tlang aned Sung dynastics, but Tung Yitan and
Wing Wei were his favourite models. The same
PO Sula fong, wol.an, pp.a3, thmd to.



LANDSCAFE-FAINTING 87

writer retumns in various passages to the mnclusive-
ness of Wang Méng's art or mannaor of painting and
makes fnally the sweeping remark that he “com=
bined all the earlier masters”.

In writing sbour the relation between Wang
Méng and his predecessors of T'ang and Sung
times Chang Ch'ou enters it further details and
paints out in particular (as previously mentioned)
the importmee of Li Shéng, the grear painter from
Shys, who was active from the T ang mto the Sung
period. He wrote: “As & pamter Wang Méng
followed the style of 13 Shéng, His works mnk
between those of Chao Tzii-ang and Huang Tzi-
chiv'" (an opinion which he buses on 2 picture
representing “Hsiian Wy colovating puncy”™, fie.
seated i meditition).

In the further comparison between the relative
impartance of certain leading painters of the Sung
and the Yiian period, the writer makes the following
statement with reference to Wang Méng,

“Nowadays; in discussmg pamting, people often
place the works of the Yilan masters in the first
class; they do not tealize that the Yiian painters all
learned their art from the famous masters of the
Tang and Sung periods, who were the true
originators, But genuine works by T'ang and Sung
masters are very rare. The collectors have as a rule
seen only copics and consequently they have no
high opimions (about T'ang and Sung paintings).
The real contioisseur who has tespect and love for
paintings does not do this (draw such conclisions).
For example: In Wing Méng's landscapes the
hummﬁg:mthegrm,dmm the mist and
elouds and 3o on are all mmitated after L1 Shimg.
Only the manner of making the wrinkles is some-
what different. Mr. Haang preserves Li Shing's
picture The Great Sages, and if you study it care-
fully and look at it in detail. you will fmd that
[ am right, But nowadays peaple are hasty and do
not go iito the matter thoroughly.”

To what extent Wang Méng's dependence on Lt
Shéng was supported by the actual characteristics of
their paintings, is nowadays impossible to tell smce

o examples of the older muaster's works have sue-
vived, bt Chang Cl'on would hardly lave
advanced the opmon if there had not been some
reasons for i Li Shéng, accordng to the best
informed old chromiclers,! was a grest romantic
landscape-painter (also esteemed for his Buddhast
wall-pamemgs) who started 25 a follower of Wang
Wei and Chang Tsao, but gradually freed himself
from dependence on the old models and mmed 10
nature as the only real master; then, as “lus heart
learned from Creation itself, lus ideas advanced

bevond those of the ancient worthies”, ro quote

Kuo [o-hsii, Something of the same mighs also be
said of Wang Méng, because hie oo must have
learned more from Crestion than from any of the

old models, and his approach 1o Li Shéng
may well have been caused by a natural sympathy
for a kindred temperament.

A general survey of the paintings ascribed to
Wang Méng in various collections and publications
would arry w two far; the pictures are very
numerous and they offer problems of o pecaliar
kind, being on the one hand fairly homogeneous,
yet including on the other hand varations and dis-
tinctions in the brushwork which hardly can be fully
appreciated or defined except before the originals or
in very large reproductions. As these conditions can-
not be fulfilled in this preparatory study, we niust
limit ourselves to some getieral remarks, referring ro
sypical fearunes of composition and pictorial exeen-
tion, Le, the artistic seript of the panter. The former
nuyhcﬁ:-un& well developed also in copies and
imitarions, whereas the actual tracks of the brush
are like the fingerprints of the artist by which his
wwiy works might be recogmized. But, such finger-
prints casily get blurred in minor reproductions.

Most of Wang Méng's picrures ate large hanging-
serolly, sometimes reaching 1 height of five to six
feet: the handscrolls are relatively few. They arc all
painted on paper, mainly with mk. sometimes toned

1 fchiont gt By amd i Jo-biell’s Tihiea chien-indsl duib,
where L3 Shéng is highly praised. GF. Soper’s editon, p.32 and

notics.
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with colour that also has been wsed to sccentute
certain details. The pictorial beauty or amnsphere
of these pictures is, however, mainly the result of the
brushwork, the gradation and transparency of the
mk, the tonal modulations,

The composinons often appear rather compact as
they fill the whole surface from the very top mw the
bottom of the picture; any empty space at the top is
relatively small and insignificant, by no means
comparable to the open space m Wu Chén's or Ni
Tsani's pictures, They may thus appear overcrowded
at first sight, The main elements of the designs are
the deeply folded and creviced rocks, boulders ar
humps, sometimes rising straight and precipitously
but ar other ames piled up one on top of the
other, forming masses that seem to be winding and
crawling in vain efforts to reach the sky.

In some of these pictures the tops consist of an
agglomeration of minor humps, called by the
Chittess “alum-heads”, but in other examples they
are cut in the shape of flat terraces. There1s abundant
mossy growth along the edges and in the cevices,
bue the larger trees are found only lower down
on the stony banks of the creeks or mountain
streamns, where they shade scholars' pavilions. When
there is no room for a building, the scholar may be
seated on 2 stone contemplating the silent grandear
of the landscape, or walking along a brock. The
human element is seldom missmg; it indicates. so o
speak, the pomt de départ of the whole view or the
relation with certain places or persons a3 explained
mn such atles as The Ya-1 Study of Ch'en Wes-yiin,
A Hermit's Abode in the Ch'ing—pien Mountain,
The Homestead of Mr. So—an mnder Pine-troecs,
Fishing m the Cling-i River, The Tung-shan
Homestead at the Foor of high Mountums, e,
Judging by these and other picture titles of 3 stmilar
kind, 3 certain number of Wang Méng's landscapes
may have been inspired by familiar sites or pamted
a4 records of visits to the summer resorts of scholarly
friends. But they are more or less frecly adjusted
in accordance with the compositional types indi-
cated above.

A very good example of such compesitions is the
picture now mn the Art Institure m Chicago called A
Quict Life in 3 Woodad Gl (Pls.103, 104), It
represents a scholarly gentleman seated on the porch
of a very neat sumimer pavilion mnder large shady
trees occupied in playing the ch'in. He is attended by
two servanc-boys; everything is nmicely adjusted
around the houwse: 1t 15 framed b}' curving and
interrwining trees and backed by deeply fissured
pointed rocks which reach almost to the upper edge
of the picture, thus accentuating the vertical rliythm
of the design, though partly cut in 2 series of gradual
steps or ledges which are painted as'seen from abave.

The structural formanons of the rocks and
boulders are here, as in most of Wang Méng’s
paintings, dependent on the so-called “hemp-fibre
writtkles™ (p'f-ma-fs'un), at some places combined
with longer wrnkles or striations said to be like
“loosened ropes”, and they are all spontaneous
imprints of the master’s brush. The impartance of
these elements for the pictorial effect of Wang
Méng’s landecapes is easier 1o observe than to
describe, yer they carich the beauty of the whole
compaosition like overtanes on an instrument, evok-
ing the atmosphere or life-breath of cach scene.
This has been recngnized not only by critics, but
also b}' some umitators, who .cnanumﬂy lave
tried to reproduce the master’s 5" un-fa (method of
making the wrinkles), though scldom with com-
plete success. They have as a rale given either too
much or too little, thus producing pictures which in
spite of some likeness with Wang Méng's works do
not bear the stamp of his individual creations.

This may be sllustrated by one or two examples.
The disastrous effect of exaggerated wrinkles can be
observed for instance in the well-known picture in
the Kukung collecrion, also imcluded in the
London Exhibition of 1935-1936 (Cat. No.1632),
which aceording to the title tepresents the Tung-
shan Homestead.! The composition s structurally
impressive (as may be seen in the reproductions),
but pictorially somewhar muddied owing to the
Kk, shis-hit chi, vl XXVIL
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accumulation of o many inagnificant wrinkles.
A comparison with the picture in the Chicago Art
Institute may serve to make the student aware of the
difference between 3 skilful imitation and 2 well
thought-out individual work by the master.

The monumental momntain landscape, A Decp
Gulley and Rashing Water, formerly n the T
P'ing-tzii collection in Shanghai, and reproduced in
various Chinese and Japanese publicanons, 15 a
different, thongh not less important imitstion!
{FLIOrjj. The mnq;:-:mum:ui dl:ﬂgn it bere; too,
umpressively bold and lofty, the kndscape throbs
with the rush and roar of falling water; everything
is subordinate to the central theme, Yer at closer
sight, it becomes evident that the rocks which are
piled up in a succession of deep folds, are Licking in
structure, which is accentuated by the rather coarse
brushwork, 44 in some of the large compositions by
Haieh Shib-chén (sixteenth century).

Watiz Méng's own way of using the hemp-fibre
wrinkles may be observed in a shorr handscroll
dated 1351, which represeuts A Waterfall berween
steep Cliffs and two Pavilions by the River below®
(Plio6). The picture is small, bur the rocks and
mountains have an air of rough grandeur. They arc
divided into two groups, On the oue side 3 muountam
wall, rising quite hare and precipitous, except for the
grassy cover on the top, which is painted with nich
ks and short strokes, while the front is shaded only
with some slight traces of a rather dry brush like
nills of water after min. The rocks on the other side
of the cascade are more deeply folded and furrowed
it wavy lines marked by abundant growth of grass.
There s an effective play of light and shade suggese-
ing 2 surging, wavy movement, but the mountain
tops are cut off in the same kind of teeraces or broad
steps as we have observed in other pictures by
Wang Méng, The pictorial effect of a picture like
thud:cpmhmahrgnumum&rmnfdmm-
called wrinkles by which the pamter renders the
life=veins in mmnl wbjects.

There is, however, great variety in his wse of
these subtle pictorial means. In a picture like that

called Spring Mountams with Study Pavilions under
Pine-trees (formerly in the Chou Hung—sun collec-
tion; now  the Shanghat Musenm)* (Plixo8) the
lorig and not too dense wrinkles are successfully used
to emphasize the soft rexture of the grassy slopes
which rise rathér steeply above tall pine-trecs in the
foreground and are pamted in 3 dorty manner with
rich ink. The undulsting hemp-bre wrinkles which
seem to be rippling down over the hillades remind
s to some exteut of corresponding elements in
Tung Yian's and Chiijan’s pamtings, though
Wang Méng uses them in a more naturalistic way
than the old masters did. In their works such
wrinkles were rather conventional elements of
stylization, serving to mify or keep together in 3
harmonious design sections or bits of landscpe
mtended to. express the ideas of the painters,

whereas ngMmgumdmnp:t-cmmmtl}r for
the pictorial charactenization of definite views or the
kind of scenery thit he & recording, His attitude
towards natare is on the whole more realistic than
that of the old masters; lie is recording what b has
seen and experienced, and not a few of his pictures
represent defunite sites, as indicated by their titles:

Spring Ploughing in the Valley at the Foat of the
Moungins® Enjoying the Summer Day in a
Pavilion in the Mountains* Fishing in the Ching-i
River,® The Su-an Homestead under Pine-trees at
the Foot of high Mountains,* The Thatched Cottages
of Ts'wt Yen-hui* All these picures and several
others of Wang Méng's landscapes take us to places
where the pammter had lived or which he had visited
on certain occasions, He had climbed the mountains
that he pamted, listened to the torrents, and enjoyed

¥ b vl o, |, 87 oo T3, payye
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the evening coolness in the pavilions of his scholarly
friends. The motifs had an objective existence as
well asa subjective reality to lim. and he approached
then a4 3 painter with the idea of recording them
convincmgly i a manner of his own, one which
was quite defmite and well unified, yet rich in
variations of rone and textare. His attitude towards
nature was different from that of the other great
Yiian masters; he was not a philosopher like Huang
Kung-wang, nor a poet (like Wa Chén), nor a
s:‘nulurl}r amateur as Ni Tsan professed ro be; but
above all a real painter who found his inspiration i
what he saw with his eyes and experienced through
his semses, No two painters could be moee unlike
cach other i their temperaments and m their
technical methods than Ni Tsan and Wang Méng.
It is true, even they had some points of contact i
their common mtimacy with nature, but wlereas
Ni Tsan saw i it mainly symbols for his own
thoughts and moods, Wang Méng's attention was
centred on the beauty and grandeur of mountains
and rivers m themselves. Ni Tsan's landscapes very
scldom had any amachment o acnwml sites or
recogmizable scenery; whereas Wang Méng's pic-
tures to no small exeent had,

Yet it would be misleading co characterize these
landscapes as illustrative, even though they sre
certainly not free imaginative compositions, If we
look, for mstance, at the first-named picture {'m the
Ku-kimg collection) we find that though the decp
gulley between the steep and craggy cliffs fills must
of the picture, the chequered field with the tiny man
at the plough attracts no less attention, standing sut
as it does against the dark mountain in a lighter
tone. The decorauive structure of the picture s
grand, but the luman motif cannor be overlooked
or neglected.

The beavtiful pictire, now in the Hui-liua kuan
(furmui:ly in the F'mg Laichén Cﬂuﬁtﬁunj. which
is called Enjoving a Summer Day m a Cotage in
the Mountains, was according to the inscription
painted by Wang Méng for his friend T'ung-hsiian
in 1368 (Pliogs). It has furthermore 3 poem by

another friend ealled Lin Han and an inscription by
Ch'ien-tung; The picture seems to me one of the
most harmoniows compesitions among  Wang
Méng's mountain landscapes of the kind. The wind-
ing river which follows the footline of the mountains
from the very bottom of the pictare up to the middle
section leads far into the background and makes us
feel the fresh air that sweeps around the cunously
twisted and decply fisured mountain cone. The
rather fum and semied brush-strokes serve w
strengthen the structural quality of the mountain
and the picture and o emphasize ther noble
character:

A step further in the development of the domi-
natmg mountan motif i connexion with a scholar’s
pavilion. or some similar place for enjoyment is
dlustrated in the picture i Mr, C, C. Wang's
collection in New York which is known as the
Su-an Homestead (Pliion). The scholar’s low
dwelling is built by 3 mountain brook in the shade
of large pme-trees which bend protectively over the
ro0fs; but one can detect the scholar at his low table
and a servane-boy i the courtyard. The human
motilis quite distinet, yet almost swallowed up by
the huge mountam which rises behind and fills the
mamn part of the picture with irs crawling and curv-
g forms. s extraordinary shape evokes the im-
pression of some Jmge antediluvian creature, now
petrified and deeply furcowed by brooks and
ravines, but still in some way filled with instinctive
life. The painter may or may not have had in mind
such fantastic gigantic creatures of 3 legendary age,
yet he sensed thatthere is life in rocks and mountains
too, even though they div not move and srow like
animate beings. The folds and fissures are thus
uﬁﬁmdtoenhancemﬂmﬂi?mthcfmﬂlﬂy
become “dragon-veins” or arterics pulsating with 3
cosmic force,

No pamter has to the same extint 2« Wang Méng
been able to utibze and for panting purposes
ransform. such gigantic formiations, no one has
interpreted the inspiraion of the mountaing in a
more monumental fshion, His heart was attuned to
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them; he felt the cosmic pulse and made it com-
prehensible m pictonal form. When other pamnters
tried o do the same thing, they exaggerated the
windmgs and bulgings 10 the detriment of the
nerves and the “dragon—veins”, and created soft and
structureless: masses in place of petrified bur sull
living grandeur.

ln. the majority of Wang Méng's pamtings the
mogneains form the dominating motif, the very
hackbone of the composition, yet he has also panted
landscapes in which the water, the views over a
windmg river or a stll bay are dommant. The
picture in Hu-hm kuan known as A Straw-covered
Cottage in the Western Field (Hsivchigo t57a0-t"ang
t'n) 1s 2 beantifill example of this type of landscape
(PLrioa). Here the scholar’s pavilion is placed at the
bottom edge of the picture in a grove of large trees
which seem o be budding, though stll without
leaves, as in early sprmg, Therr branches form
transparent network through which water gleams.
The view extends far mto the distance over the
windings of a broad river divided into three suc-
cessive stages by the rocky ledges which streech our
from the marging of the picture. In this composi-
tional arrangement the picture reminds us of certain
limdscapes by W Chiéts or even by Ni Tsan, though
it is conceived and rendered from a different poine
of view with more insistence on naturalistic detil
and a less developed poenc atmosphere.

Wang Méng’s production was very large and
comprised many varanons on the prmcipal theme
of mountaing and water; © describe them all and
illustrate them with charscrenistic examples is not
possible at this place. But it may be fitung to
illusteate here as a final example the famous picture
in the Ku-kung collection which 1 called A Fishee-
man on a Mountam Stream inder Blossoming Trees
m Spring, because here the most significant qualities
of his art are mtegrted m a3 beaunfully unified
pietonil form (P r11). The broad bay and the wind-
ings of the river are here enclosed and set off by
ridges of craggy mountaing and rows of verdant
hills doser to the shore, There 18 the usnal straw-

covered pavilion with the scholar and, furthermore,
the fisherman m his boar close to the shore where
blossoming trecs bend down low over the water, A
breath of spring sweeps through the whole com-
position; it gleams on the mirroring: water and
radsates from the fresh verdure of the hill-slopesand
the ripples of the brook. The painter makes us feel it
because he has hmself felt ix, observed it wich his
own cyes and absorbed it decp within him. Wang
Méng evidently learned more from nature than
from any homan teacher or predecessor. He was
mdefatigable in studying the effects of the seasons
and the everchanging aspects of mountans and
nivers, He was probably the most thorough of all the
landscape-painters of the Yiian pertod, enjoying the
work itself and the effort o approach acrual nature
a3 closely as possible. This fundamental guiding
principle of his artistic acrivity is illustrated by some
anecdotes of which the following may here be
quoted. It is told by variom authors with slighr
differences, bur the main contents are the same:t

“Ar the beginning of the Himg-wu period
(1368-99) Wang Méng lived as 2 magistrate in
Tai-an (Shantung), At the back of his office was 2
high bulding with three rooms facmg T'ai Shan.
Here he spread white silk on the wall and started 1o
paint the beaunful scenery of T'ai Shan. Bur as he
only painted when he felt inspired, it took three
years before the prcrure was fimshed (with colours),
A friend of Wang Shu—ming called Ch'én Ju-yen
(Wei-yiin) was serving at that time as a military
official in Tsman, and he was also a2 good
pamter.

" One day when hie came to see Wang Shu-mingin
T'ai-an the snow was falling heavily, The mountain
view seemed then most wonderful. Shu-nung asked
his friend: ‘Could this picture of mine be changed
into 3 snow-scene?’” Ju-yen answered: “Since it is
coloured; how could it be done?’ To which Shu=
ming said: ‘I shall try to do'ic’. Then he rubbed
some white powder on the pictare with the brush,
" Crocted froan Ty Yoave-ang ¢ ancgs wan o Sho-hea iy, volrns
another versions i Wa-shfng shibesnt:.
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but the colour did not seem alive. Ch'én Ju-yen
thought for a while abour this and then exchimed:
‘Now | have got it!" He took a small bow and ged
a white powdered mk-brush on the string. The bow
being elastic, it sprinkled white dots on the silk
when he let it go. They looked just like flying and
dancing snow-flakes. The two men were greatly
surprised when they saw how wonderful the picture
looked. Shu-ming wrote on it the title T"ai Shan in
Dense Snow. He wook great pride in the picture
because, as he suid. it was entirely free from vul-
garity.”

The picture was, however, finally lost in a fire,
and we can thus no longer obtain an impression of
its merits, but the story about the way it was done
may give us 2 better ides about Wang Méng's
artistic attitude, his habic of working with- long
intervals at the same pictore and lus effores to trans-
mir as faithfully as possible the pictorial effect and
atmosphere of actual landscapes i his pamrings.
None of the other great Yitan paintess could pos-
sibly have produced a picture w3 amilic fashion,
waorking en it repeatedly and fnally acceprng the
co-operation of a frend. They were not painters in
the ame seiee 3s Wang Méng, even though creative
artists of no less importance, a difference of kind that
the Ming painter Li Jil-hus may have had i mimnd
when he wrote: “Huang Kung-wang was broad and
generous, Ni Tsan was simple and casy-going, each
extremely good in his way, but both of them must
vield 10 Wang Méng as 3 painter.”

To describe more of Wang Méng's works is
impossible at this place; the examples of type quoted
above must be sufficient, They have all served as
guidance or models not only for some immediate
followers, but also for the later men who developed
the so-called literary men's painting (Win-jén hua).
His pictures opened other roads for ladscape-
pamting than those which had been followed
hererofore.

The fresh enthusissm for the lindscape-painters of

the Yiian period which became so marked at the
beginning of the cighteenth century, has been
cloquently expressed by critics of that time and has
ever since remained a fundamental note in Chinese
art-tustory. The following sppreciation offered by
Wang Yian<h'i in his esay Y vang wan-pi is
very chamcteristic i this respect:

“At the end of the Yilan period appeared the
Four Masters...ie. Wang Méng, who used
‘dragon veins’ abundantly? making them like
winding suakes, and Wu Chén, who painted them
like straight lines. These two arests did them quite
differently, and one has to search for their points of
correspondence. Huang Kung-wang pamted them
(the “dragon veins') neither continuous nor dis-
connected; n using them he did not use, and in not
using he wsed them (f.¢. the "dragon vems'). If one
compares him with the two masters mentioned
before, one may observe how different he was.
Finally Ni Tsan, who was not stamed by a single
speck of dust; there was vigour in his ease and
quictness; refinement and beauty i his smple and
abridged manner. He went beyond the common
rules and manners of brushwork, and he alone may
be placed in the { class™

Such glowing appreciations of the Yian masters
by paititers and critics of the Ch'myg dynasty could
eusily be multiplied, The admiration for theirarc did
not abate with the years, bur increased with the
distance in time. Later enitics became more and
more aware of the fact chat thewr paintings contamed
the purcst and noblest expressions for the ideals
which had mspued the leading masters of the
Southern School all through the ages, They meant
something more- than simply formal models or
guidis, they were teansmitrers of 2 spiritual tradition
rooted in the fundamental Chinese atttude rowards
art and life,

* Thie Lung-mo, dragon veins orlife-givimg arteries, wers cvidently
shoythrmically arratged lines or brith-strokes giving movemnent
and srruciure oo the pactanc,
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VIl

Cl'én Ju-yen, Hsii Péu, Chao Yiian and Wang Li

Besides - the Four Grear Masters whose established
fame has grown with the centuries, these were
durmg the latter pare of the Yiian period 3 number
of lesser talents who followed in the fooesteps of the
great ones and also did thesr pare in establishing the
new style of landscape-painting. Same of thess have
already beem mentioned among the followers of
Kao K'o-kung, Huang Kung-wang and Wu Chén,
and others will be introduced among the Ming
painters, but a few words may here be added about
two painters who belonged to Wang Méng's circle
of friends.

Ch'én Ju-yen, t24 Weiyiin, koo Ch'iv-shui, was a
man from Suchou who fn his carly years served asa
military adviser to Chang Shih-ch‘eng, the rival of
the emperor Hung-wi, but later was entrusted with
a post i the provincial government of Tsinan and
finally beheaded * His friendship and co-operation
with Wing Méng were noted above; the two
painters had both started as pupils or students of
Chao Méng-fu but turned gradually to the works by
eatly muasters of the Southern School who became
the guides and models for their pictorial activity.
This was to them not simply an agreeable pastimie
but 3 sustaming moral force: we are wold that Ch'én
Ju=yen pamnted and sang until the last moment, when
his head fell,

His stylistic dependence on Tung Yitan and Chii-
janis evident in several of his preserved paintings, as
may be observed in the landscape dated 1347
(formerly i the Yamsmoto collection) which
represents precipitous rocks risig over 3 Watery
Fhin" and also the lirge picture dated 1367 in the
C. T. Loo Galleries in New York which represents
an agglomesation of humpy hills and mountain
nanges forming a kind of wavy mble-lind over-
grown with grass and shrubs (PLr13). The dopes
are creviced and folded in the rypical fashion with
long hemp-fibre wrinkles used here with monotm-

nous abundance in close adherence to the Chii-jan
style? A rather different work by Ch'én Ju-yen
represents a- View of the Chin River:* the whole
scene 18 here spread our as a farextending view seen
from sbove, the picture is thus quite unlike other
landscapes of the period and apparently based on
ml’hﬂf TIE:DCI-E!S..

Hsii Pén, or Fén, whose (0 was Yu-wén and fae
Pei-kuo-shéng, was bom at Ch'éng-tu, probably
aronmnd 1330, but spent the best part of his life at
Suchoun and became known s one of the Four
Warthies of this Hourishing centre of learning and
art. Like Ch'en Ju-yen he was for some time 2
supporter of Chang Shik-ch'éag, but was sum-
moned by the emperor Hung-wu in 1374 and ap-
pointed governor first of Kuangtung and liter of
Honan. It seems, however, thar he did not fulfl his
official responsaibilies with the same zeal as he
devored to hiterature and art; he 15 said to have failed
to furnish sufficient provisons for the imperial
armies when marching through his province, and as
4 consequence he suffered the same fate as Wang
Méng and died in prison. In his lifetinie he was best
known as a poet, bur has been greatly appreciated
also as a painter by later hisvorians and classified as
one of the “Ten Talents™ at the beginning of the
Ming period.

Stylisucally he is hardly more advanced than
Wang Méng, though his wotk expresses a different
temperament. Like his friends he followed the carly
Sung masters, yet the remark of a Ming critic that
he especially studied Wang Chinch'ing and Mi

# The hissorical records fn We-shng dithstalr, |, 7, and Minp-hoa
dii, 1L A he woers active still durmg the ficst decads of the Ming
dynamy, the Lis of his works 2 arrached to the Ming section
£ 7858, piazz and By Geasen, 1, 3.

* Formerly in the Cheng Tomg-yii collection and reproduczd in
the catalopue:

O Kk sherbua chi, voLXTY.
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Yiian-chang? appears rather surprising; the influ-
ence fram these pamters 15 cerrainly nov as evident
as his dependence on Tung Yiian and Chii-jan
(in parricular). Tt must, however, be admitred that
Hsii Pén's artistic personality and individual manmer
have been somewhat blurred by the fact that in later
times, when his name became famous, e was made
responsible for 2 number of pamtings in quite
disparate styles. To realize this one may compare,
for instance, the handserolls attributed to the painter
i the Freer Gallery and the Boston Museam with
the picture in the Ku-kung callection representing
A Mousitain i Szechuan (PL1r3).

Accepting the hst-named, which is dated 1371
and provided with a poctic mmscripnon by Hsii
Pén's friend, the bamboo-painter of Sung K'o, a¢an
authentic starting-pont, we are led to exclude most
of the picrures which pass under his name (including
the two above-mentioned scrolls) from the list of
Itis authentic works. The above-mentioned picture
in the Kuo-kong collection has o wviry defmite
character owing to the swelling and bulging humps
and rocks, which are brought together inro 4 sort of
rollng mass by some half~subdued mrenior forces.
Some of the humps are overhanging, others are
deeply folded or hollowed out by streams. In spite of
their weight and structural significance, the forms
writhe and the lines twist. The same is true of a
landscape in W. Hochstadter's collection m New
York which is signed and dated 1372. The mountain
that fills the whale prcture risés quite steeply but,
just as in the previous example, it 1 composed of
a2 wallowing mass of humps makmg the impres-
sion of an eruptive movement suddenly arrested
and then camouflaged, so o speak, by a thick
growth of herbs and shrubs, 2 soft carpet woven of
mnumerable hemp-fibre wrmkles shdmg along or
sweeping around the rolling shapes, There are many
vanatons in the tum and flow of the lines, but they
are dominated by a unifying hythnt which endows
the picture with decorative structure.®

The painter of these two pictures must have been
a somewhat original and very subtle follower of

Chii-jan. He has sunsformed the old master's way
of building up the mommtains with masses of soft
humps mio 3 more expressionstic manner of trins-
mitting the pulse-beat of the cosmic life which to
him was inherent i mountams as well as-m trees
and running waters. He was indeed a poet, but also
painter; “'he made poems without sound”, as said by
ant old critic who adds: “His paintings were dong as
ink-plays, or when he had enjoved wme, and
people could hardly suspece his skill in ant”. Yet
later generations have accorded him a prominent
place among the landscape-painters of the transition
period.

Chao Yiian, whose =i was Shan-ch’ang and hao
Tan-lin, was another of the transiton men who
started their activity at the end of the Yiian period
and continged it during the Himg-wu reign. He
scems to have been exactly contemporary with Hsi
Pen and their personal fate was rather similar; they
both met a premature death at the order of the
emperor, who was not satisfied with their seevices.
Hsii Pén died i prison, as told above, but Chao
Yikans lost his head right away when the emperor
found that his pantings of ancient heroes m one of
the palace halls in Nanking was wanting in respect-
ful venerarion.

His artistic reputation with posterity is, howeyer,
based on his bmdsespe-paimtmgs said ro be “of decp
and mysterious effece” and based mainly on studies
of Wang Wei as well as Tung Yiian snd Chiisjan,
His works ure nowadays rare; only half a dozen
are noted m oor list, but they form together 3
farrly homogencous ndividual enpre of old-
fashioned type in which the influence from the
Tung Yiian tradition may be traced. The most

remarkable among these landscapes i the short

handscroll i the Ko-kung collecrion entitled Lu

' Quoted fromn Lan—chin 1" an~t'ivg obi iy Sha-duia pru, wol B,

*The wime kind of wyleio wadition may be traced iy dhe
putire sreribored to the master (5 the former Abe callection
(Sdvaikan, T, 43} mid in s bndsoape reprodoced in Shifazehow
fia—eibre, ol thiiich both may e minsiom. The ssme 1 roe

of the beapmiful landscape reproduces] underthie paliier’s name in
Ko, slivesfia i, wol VITL
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Yii preparing Teas (so<called from the man who
ijn}ungh:sm:mapwﬂ:mmthrshurr}
“The artistic significance of the pictwre depends

mamly on the wide sweep of water berween rocky
promontories and the very tall pillarlike trees by
the pavilion at the opposite end of the picture which
form 4 contrast to the horizontal extension (P.1148).
The brushwork has-a firm structural gualiry which
emphasizes the relarive stiffness of the forms but
also endows the composition with a steady thythm.
"Thiis may also be observed in the beaunful picture in
the Honolula Art Academy which is called Reading
in the Summer Moimmains (the scholar is here
seated with his hook onder some tall trees an 4
projecting tock by the water). According to the
inscription, it was painted after 3 model by Tung
Yiian,

The somewhat larger compusition known as
Saymg Farewell to a Guest at Ch'ing~ch'uan, which
was shown st the Cleveland Exhibition 1955,
reveals 2 more obvious influence from Wang Méng
in the treatment of the siccessive moungain tomaces
and the luxuriant pine-trees, but the human motif,
which is depioted with refinement, gives it a more
romantic personal appeal than is common i Wang
Miéng's mountin views. It is known in maore than
one version, but noneof them is in a very good state
of preservation.

- - *
The generation of pamters which formed the brndge
berween the Yiian and the Ming dynasties incladed
not only such followers of the Yilan masters as
Ch'én Ju-yen and Hsii Pén and Chao Yiian, but alo
men of more independent rype who worked sccord-
mg to different craditions of style. One of them may
be remembered at this place, because he was of the
same  generation as the above-mentioned men
thouglt less known as a painter, His name was Wang
Li, tzii An-tao, hao Ch'i-wéng and Chli=sau; born
¢.1332 in Kun-shan, Kiangsu, he may have been
active through most of the Hung-wiy period. He is
recorded in the Ming-shih as 2 doctor of medicine
mdnpoct,bu:hcbmmcaimfumumuamuﬂn

and a painter, a8 witnessed by a senes of forty
album-leaves representing Views of Hua-shar with
accompanying text. Theough diess pictures (and the
very telling text) Wang Li has secured for himselfa
place in the history of Chinese pamting; and as four
of the pictures lately have been made known in good
reproductions and the text is reported in Pei-wén
chat shu-hira p'u, vol XV, they offer an opportunity
to maoke the acquamtance of an mreresting per-
sonality® (PLiyiga).

The pictures represent various aspects of grand
mountain scenery, ndges of deeply split and folded
rocks which form gorges and valleys with dark.
groups of leafy trees and rise into a region of trans-
parent mist where their forms are absorbed i the
diffuse light. The atmospheric effects and the seasi-
tive variations in the ink-rones are supported by
slight additions of colour, and the unifying design is
well brought out by the firm and bold use of the
brush. The definition of form is firm and stroctural
in the rocks as well as m the delicare leafage of the
knotty trees. Every element is clearly characterized;
the main endeavour of the pamter seems 1o have
been' to represent nature as closely as possible. He
has not followed a ready manter or pattern but
waorked according to actual observations of nature.
His style shows no affinity with the works of the sl
surviving Yilan painters, but remnds us rather of
the kind of landscape-painting that existed in the
ame of Koo Hs and his followers, though the con-
nexion is not very close. Wang Li was certainly not
an eprgone of the acadenmicians: he stood on hisown
feet a3 2 painter, a fact emphasized by himselfin the
text composed to the Hua-shan pamungs. There he
touches on some of the fundamental problems of
landscape-paintng and rells how a sudden umrelated

b Moas b the Cloveland Sochiiliian Cuasalogue,

*The' tour seprodacions s melnded 0 Gems of Climese
Bainemg, woll1, 3 publimrion bosed om materisls i the new
oumearm i Mamking and Shanghai, The munbes of sill
preserved pictore U lnlicaied in the kext @ Bllows: “only
eleven of the (originally fory) leaves now remans Lo Oty of
the Mmﬂd}mﬂmdl:lﬂ:pfﬂffhﬂ whale albmm, bmi 5

no Janger exmane.
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experience may set free the creative impetus of the
painter. The text becomes thus an interesting
contrbution m the ever-renewed discussion of the
principles of Lindscape-painting and the proper
amiitude of the painter towards nature and the
customary school-traditions; the mam sections of it
have not lost their significace during the interven-
mg s00 years. Wang Li wrote:

" Although painting i representation of form, the
mam thing m it is the idea. If the idea s not suffi-
ciently expressed, it may be (said) that there is no
form erther. Since the idea is in the form, where
should one look for it if the form s neglecied?
When the form is (properly) grasped itis full of the
idea, but if the form is neglected, how can anything
be expressed?

"If one wants to represent the likeness of a thing
in 3 picture, how can one do it without knowing the
appearance of the thing? Did the old masters wm
their fame by groping in darkness? Those who
devote themselves to copying know really only the
paper and the silk; and the further the copies are
removed from the originals the poorer they become.
The forms are gradually lost and still inore so the
ideas.

“How could | represent the Hua Mountain in a
picture as long as I did not know the form of 27 But
even then, after 1 had made 2 picture of it the idea
wasnot fully expressed.

*Subsequently [ brooded upon it in the quictness
of my room, keeping my mmd on it while I was
walking about or resting, while eating or occupied
with worldly matters, when listening to music or
when etigaged m social duties or literary work. Then
ome day when was at case | heard some drums and
trumpets passing my house: [ jumped to my feer and
said: T have got it!" | threw away the old pictures
and did them all anew. At this moment the only
method (for me) was in the Hua Mountain itself,
and | did not pay any attention 1o the rules of the
various schoole The rules have been established by
men; their fame depends on the men. Am | not also
a man? What are these rules? The traces of the past

are called schools (rsmg) and the word tsung means
o follow e, . ..

“I could not bur abandon the old and follow the
new, yet this had no reference o anything beyond
outward likeness, The spirit and the supreme beanty
can never be rendered with the tools of the scholar’s
study.

“But from that moment T advanced very quickly,
L have gradually become comscious of my own tules
md do not fix my regard on the dust of my pre-
decessors. Whenever 1 sit down in an empty hall
with a peaceful mind contemplating pictures in
silence, the idea rises again in 2 way that cannot be
explained in words.

"How do | dare to tum my back on my predeces-
sors? Yet how could | bur stand ouside the radi-
tions of my predecessors? It is common to rejoice in.
things which are like to one’s own (creations) and
not to rejoice in those which are different.

“1 kept the pictures in my home and someone
whio happened to see them thought that they were
contrary o every kind of style. Much surprised, he
asked who my master was? To which [ answered: 1
learned from my heart, my heart leamed from my
eye, and my eye learned from the Hua Mountain, "

L * *

Chinese critics who in later times extalled and
appreciated the painters of the Yiian period (and
carlier times) often msist on the correspondence
between the personal character or temperament of
the artists and their manner of painting. This nuay
secri. strange to western art-histortans, but it is.
worth remembering as a leading idea of the Chinese
historians and also as 2 help for a better undesstand-
ing of the intimate connexion between the prin-
ciples and the personalities. The following remarks
by Chang Keng in Pu-shan lun-hua (c.1750) may
here be quoted because of their references to the
Yilan painters:

“Yang Tzil-yiin' said: *Writing is painting of the
P Yang Halnig (33 ®.0-An(1d), 4 well-known philosophes snd

wrtzx who served mhigh offices, published conunentaries on ihe
Classiry snd pocint.
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mind (heart); the mind paints the forms (i writmg)
m which the vices and virtues of men may be
distinguished. Painting has the same origin as
writing and 1s therefore also mind-painting. Those
who use the brush should remember this. In locking
at the paintings by old masters | sometimes felt
hesitation in regard to their age {origin), bur when |
smudied the lives of the masters, | realized that it
musst be so, and that the words of Yang Tzo-yii were
not miskeading. This may be further discussed with
reference to the pamters of the Yiian period:
“Huang Ta-chih was an open and casy-going
nature, free from every trammel, consequently h
marmer of panting was rranquil and light, but also
ing and soaking, He was the most generous
among all these painters. Mei-hua mo-jin was 3
great solitary, pure and resolure; consequently his

pamtings were bold, lofty and beawifully refined.

Ni Yiinlin was entirely free from the vulgar;
consequently his pairitings express loneliness (de-
tachedness), and stem emotions, He eut out every-
thing omamental. Wang Shu-ming could nor
entircly abstain from covenng honours or free
himsell from feehings of anxiety; conscquently his
pictures approach a state of agitation. Chao Méng-
fir did not hold to the great principles (of loyalry);
consequently his writings and paintings are

and atrractive, but have something of a vulgar spinit.
Hsti Pen (Yu-wén) was honest, pure and very
refined, while Lu Kuang (T'ien-yii) and Fang Fang-~
b stepped outside the objective world; they were
consequently detached from the dust of the world
and not enclosed by commeon boundaries. In the
Li<chi it is said, ‘thar which is done by virme is
superior and that which is done by art inferior”.
That s trine.”



Painters of Vegetables, Grape-vine, Orchids
and Plum-blossoms

Tie winesPReAD interest m plants and aummals
which became manifest among the painters of the
Yiian periodd has been notéd in preceding chapters;
but a few words should be added regarding some of
the men who specialized in grape-ving, plum-
blossoms, epidendrums, water-liics and vegetables,
50 a8 to complete our presentanon of painting
during the period of the Mongol rule. Severil
mteresting pictures of these kinds have been handed
down to our time, but the nanes of the artists who
painted and signed them are not always among those
which liave been recorded.

As an example may be mentioned the beantiful
picture of A Branch of Grape-vine swayed by the
wind, in the Freer Gallery, The design is very
graceful and of a kind that has been repeated in later
pictres of the ame subject; the execurion bespeaks
a viry competont firan of the brush who, howewver,
to judge by the style, may have been active at a later
period than the Yiian dynasty. The signarure on the
picture which reads “Yen-hsia cho-jén Weng
Liang-ch'én” offers no support for a more defmite
dating o classification of the picture, beciuse the
name has not been found in-any of the records of
painters accessible o us, It may, however, be noted
that the two first characters of the above quoted hae,
or by-name of the artist, i.e, Yen-hsta, also oceur m
the seal an another picture in the same gallery. This
picture, which has no written signature, representsa
largze plant of green cabbage painted in 2 somewhat
broader mammer. It has likewise been hypothetically
placed in the Yian period, but the two pictures do
not correspond m sryle and must consequently be

classified as the works of two different painters who
scem 1o have used the same sobriquer; viz, Yen-hsia,
i.e. vaporous clonds.

The same vegetable motif, tufts af green cabbage,
has been represented m several pictures datable to
the end of the Yiian or early Ming period. One of
the best examples known to ns1sa picrure ma private
Japanese collection signed by the Buddhist priest
Pén—<ch'éng, tzii Tao-yian, heo: Chiich-ym, who
came from Szechuan and was active £1336. I
represents the luxurmnt cabbage plant i 3 pictonal
combination with 4 spanrow and swarming insects.?

Other picturesque monfs in favour among the
painters of the time were formed by stimps of
decaying tress or shrubs in combination with
climbing plants or with Sowers and msects, a5 may
be obseryved i an often reproduced picture in a
private collection in China which is signed Li Heng
(ef. Bunjin Gasen, |, 11) (PLiis), The armist is not
mentioned m any of the Chinese books accessible to
us, but it bears an inscription by the well-known
painter Ch'ien Ku (1508-1572), according to which
Lt Heng was a follower of Wang Yilan and active in
the Chih-yiian cpoch (1335—40). It must, however,
be admitted that the picture chows no connexion
with Wang Yiian's rather careful acadenmc seyle, but
is.a product of a very free and splashy p'o-mo
techmique. As such it may remind us of some of the
Cli‘an pamtings from the end of the Sung period,
thongh characicrized by a closer study of naturalisric
detuls, such as dragonflies, grasshoppers and frogs.

! Anacher picnre of 3 chbage plane, anributed w § pamter of
tszﬂ:npmndcanlKqug,ur:mdmt&hMuIﬂm.
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T (or Pai) Tzi-t'ing, who was a Buddhust priest
from Chis-sing (in Kisngsu) active about the simé
tme, painted stmilar motifs, 2s may be seen m two
pictures in the Mutd colleerion, which represent
withermg old trunks and sprays of bamboo, but he
gave his best in paintings of orchids and water-
plants, such as the lirde prerure in the Asano collec-
tion which consists simply of two or three very long
curving epidendrum leaves which grow out of the
crevice of a stone, No picture could be simpler or
apparently less fimshed than this; yet it conveys the
fragrance of a spring Hower and has the concentrated
charm of a short lyne poem.

P u-ming, whose family name was Ts'ao and hao
Hstich-ch'wmg, also specialized in pamiing epiden-
drums and water=lilies. He lived as 2 Ch'an monk m
the Ch'énp-tien monastery in Suchou about the
middle of the fourteenth century; the dates of his
works range from 1341 © 1345, and us all these
pictures are (or have been) in Japanese collections;
the supposition seems plausible that he spent some
timie in Japan or at lexst had close relations with the
island country. Most imporunt among these pic-
tures dre four fairsized hangmg-scrolls formmg a
set, now in the callection of the imperial houschold
in Tokyd (PLa16). They sl represent bits of rocks
projecting from one corner, o side, of the picture
combimed with shoots of bamboo and large epiden-
drums which grow it of crevices, swaying in the
wind and fillmg the air with their fragrance. The
gliding thythins of the long leaves and the spring-
ness of the bamboo stems are frunsmitted  with
intimate feeling for the charscteristic of the planes:

The sbove-mentioned pictures, which- were
mostly done by priests of amateurs, form a con-
tinuation to the school of impresionistic ink-paint-
ing which, as we have scen 1 an carhier chaprer,
Hourished shundantly at the end of the Sung period,
particularky in some of the Ch'an monastenics m the
Hangechou region. From there it radiated not anly to
vanious parts of China, but alio to Japan, where this
kind of painting became much in vogue in Buddhist
circles and was cultivated by visiting monks from

China us well as by their Japanese pupils. Some of
these mank-painters who were active from the end
of Sung into the Yitan period, were metitioned in
otr chapter on the Ch'an : for instance,
Tsu-wéng, Ym-t'odi and Chang FangHju. Their
works were mostly illustranve, contimng refer-
ences to Chian practices. but there were others who
chose their monfs mainly from the vegetble
kinsgdom, as is illustrared by the works of Po Tzi-
Fing and P'o-mmg. To these may be added the
pictures marked by the seals of Sung-tien and
Yung-t'ien, two names which do not appear inany
histarical publication ar document except Kundathan
Suyiichoki, where they are entered together in the
List eluss of Yiian painters as-altermative appellations
of one man (PLirg)t-%*

This is by no means surprising because the.
piceures marked by these two seals respectively ane
misch alike There are at least seven or eighe of them
i private collections i Japan and they all represem
squirrcls, playing etther on bamboo stems or on the
branches of pme-troes or chesmut-trees. The
differences in the compositions of these pictures are
not very imporunt because the aristic significance
of all of them isa matter of spacing: the stems or the
tree-branches are wed to frame or sccentuate the
picture-ficld and the exccedngly lithe and lively
small snimals serve 1o make us feel the vibranons or
life~breath of the empry space. This sirict economy
of means and significaut balince of the design are
qualities by which these pictures are also related @
the school of ink-painting mentioned above, even
though the actual brushwork is here more smooth
and finished than in the Ch'an paintmps.

Whatever the importance that ooy be attaclhied to
the wotks by the artsts mentioned above, it is-evi-
dent that they cannot be compared in b=ty and
significince with the crcations by the best plum-
hlossom painters. We have had occasion to say some-
thing about the particular love and culrore thae the

ikl 4 40,
2 Nokdka go7.
* Kokl g3z, 484
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Chinese ever since the begmming of the Sung
dymasty devoted o this motil and how 15 was
developed and used m pamting not only as a symbol
of the poetry of spring but alo with reference to
Taoist conceptions of narure, snd political adven-
turesd in times of unrest. It was also pointed out that
as 3 comsequence of such concepts, pium"bhmm
painting achieved great populirity ar the end of the
Sumg dynasty, when the naton succumbed o
foreign mvaders, and was at the time cultivated by
very pramiment men of mlent such as Wang Yen-
sou and Tsou Fu-len The later in parocolar s
memotable a4 the master of one of the most bawtiful
plum-blossom pamneings ever made in China, i.e. the
long scroll in the Freer Gallery, dated 1360 and
known under the mimimble ttle The Breath of
Spring, Tsou Fu-lei was not a professional painger;
he spent most of his time playing the di'in- and
writing poetry, and when he painted the flowers of
sprinyz he also added a poem.

The same was true of Wang Mien, t2i Yiian-
chang (b.1335, d. c1415), his somewhat younger
contemporary, who ako tsed plum-blossom paint-
ing as a means of postic expression and seldom left s
painemg without completing it with some writng
referring to the fowens. His life is exaensively mld in
the Ming history and the Wa Shéng shih-shil (and
also in later records), from which cortain parts may
be quoted here. Wang Micn's fame 15 3 personality
was ]3? e gmeans less than his name as a pamter; he
was the bom artst who never followed any other
indticemnents than the call of his genius,

He was the son of 2 poor peasant in K'uai<hi
(Chekiamg) and had to serve ds a herd-boy when
athers were going t schoal, But mstead of warching
the water-butfalo which was entrusted o him, he
went to listen at the windows of the village school w
the other boys reciting their lessons. The buffalo was
lose and he was subjected to the inevitable scoldings,
bur all effores to make a herd-boy of him were m
vain, Wang Mien fled to a remple, where he studied
ut the knees of a Jange Buddha statue in: front of
which there was 2 small lamp burming day aid

e ylan rpumron

night, He acquired great leaming and boame
lighly esteemed by his fellow pupils m the temple,
but when lmm:&mrnnﬂmhrglmmtﬂmma-
tion he did not sueceed. “He bumned his essays:
studied the ancient military srts and became quite
ahile to lead an army. He nsed to wear a high broad-
brimmed hat, a green grass coat, and high wooden
clogs. One of his pastimes was o pracuse with a
wooden sword; at other timas he walked about
singing loudly even in the marker place, or was seen
riding on a yellow ox with the History of the Han
Dynasty in his hands. Some people thoughs that he
was quite crazy.”

We are then told abour the efforts of a fend of
his to induce Wang Mien o seek some official
employment. But it led to no immediate result; the
painter preferred to live in the porch of an old
temple and support himself by reaching boys, He
refused to accept gifts of food and the like, When a
newly-appointed provincial judge came to pay him
a visit, he refused to receive the man and sid
angrily to the insisting servant: 1 am 2 recluse and
do not watit to have anvthing to do with officials;
Don't disturb your old pumster.”” The pmvmd
leaders managed, however, to get him appui:n.tﬂi to
the position of 2 schoal inspector. Watg Mien tried
for a vear to fulfil the dunes of the office; but
resigned as he was shawn disrespect by same other
officals. The fame of his skill a5 a pamnter st
however, have spread widely:

“"Crowds of scholars and officials came to see him,
all bringing ilk with them (o get him oy paint), it
piled np m heaps. And there he stood wiclding his
brush, fmishing in & moment thousands of Howers
and ten thousand petals. When he had pamted 2
seroll, he wrote an inscription on it expresdng his
idess . words as well a5 in pamtings, and all his
poems were bristling with life. He considered him-
self an ancient hero (created by Hung-wu). When
he went agam to Nanking (Le. in the Hung-wu
period), he was. reecived there withy respect and
admiration by the new nobles

"He truvelled North 0 Yeu and Chi (Hoped),
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visiting the fortressses it Chii-yung kuan and Ki-pa
ko, and stayed for some tme m the house of T'u
Chien-shan, a govertimient seeretary, The promi-
tient men of the nme were all anxious to meer im.
Here he did 2 picture of plum-blossoms whick he
showed to the people, and on it he wrote the fallow=
ing inscription: "The flowers are dustered like ice
and jade; even the Mongols® flure cannot blow
them down'. The people who saw it were deeply
struck.!

“Then he went back to the South and told the
men of Wu: “The Yellow Raver will soon flow
towards the North and the world will be in a
rurmoil. | have come to find shelter in the South,
where | may follow my own inclinatnons’.

“He bought some land ac the Chiu-li Mountain
(near K uai-chi), planted a thousand plum—trees and
five hundred willows and apricots, and called him-
self The Master of the Plum-blossom Cottage
(Mei-hua unechi)”, according to Ming-shik. In the
Wis-shéug shik-shik we are forthermore told that he
made himself 2 small boat cllked “The Floating
Duck-weed Flut™ in which he used to paddle on the
lake in the company of some friends who broughe
wine along with them. And m order to make a
livinig, he exchanged his pictures for food according
to their size.

"When Hung-wu was fighting in Chekiang,
Wang Mien met general Hu Ta-hai and proposed to
himn a plan for conquering the city of Shao-hsing.
He was mtroduced to the emperor, who was very
sarisfied with his adwice and appomted him o
military adviser.”

All the pictures by Wang Mien which have been
presarved or recorded, represent, as far as { kaow,
blossommng plium-trees. He kept consistently to the
same motif, bur [ do nos think tharhe ever repeated
hmself as a painter. Each tree was to him a separate
friend rovealing its individuality in its rhythm and
growth. The blossoming branches appearcd to hum
with ever varymg expresdon, according to the light
of the day and the state of the sson. They are all
‘miessengers or harbingens of spring whule the air i

still cold and the ground is frosty, but some are sad
and drooping, some jovful und nsing proudly, They
all reflect some sentitnent of the artist, 3 passing
mood, a hope, or a resignation, which furchermore
15 often expressed in 2 poem written on the picture.
The branches of the blossommg plum-trees became
to him a species of large pictorial characters, highly
synthesized ~ as they sometimes contain 3 whole
poem ~ but symbolically expressive and compre-
hensible, always carrying a findamental meaning or
suggestion :efr:n:lng to wvirtue, fortimde, or re-
sistance,

In one of Wang Mien's last and most wonderful
pictares (formerly in the possession of Mr. Shao
Fu-ying in Peking), there are two inscoptions
which evidently were written before the long
drooping branch was drawn in In the first he
describes a legendary ancestry of plum-trees which
;smrrwdlncktudem&mil} nfﬂmShn.ng
dynasty and how the Mei-hua then was loved and
praised by the superior men of soccessive dynasties,
such as Tn Fu of the T'ang and Su Tung-p'o of the
Sung, It became a symbol of manliness and virtue.
The other inscription is 4 poem of 2 more intimate
personal character which ends as follows (PL118):

“Now 1 am old and of no use. | live in poverty
painting plum-trecs, of which 1 have planted
thousands. When there is frost and the moon 1s
bright during the long nights T often go singing like
a madman and cannot return to my dwelling. There
ismo more a chance for me in life; my beard i white
as frost and all the confusing desires of the wotld

F The various evenm are evidenely not tald in ymictly chrono-
bgiiea] succenion. The visit to the Noreh sad the uay in Pebing
must have sken place before the Gl of the Moogoel power,
wheteas' hie stay in Nanking cvidently occotred after the new
Ming governmems had been established. The mscription an the
picturs, which atomed so much aonishient in Peking, refers,
ni doube, o the paintes hinuelf who could nob be "blinm
dum"mmmbythnhl-}nguh.l)mmghﬂmvﬁlhﬂhﬂl
orbserved that s national revoly was soothmg also alimg the Yellow
River, and e brought the mews 6o b Froemeds iy Wi He b
cowpmonly wwipposed to lave lived there wneil 1407, uk on &
pictite of hiv b an Insedption dated the e year, wlach
corresponds o 1415, when he sull muse have been alive, if the
diteh omtoet.
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have no hold on me. My sight grows dim, but 1 am
still reading and writing. My white hair is falling
like fainting Howers. When T look back to the hills
and streams {of former days), they all seem hidden
by dust.

*The light of 2 silver moon is streaming down; a
pair of ceanes are dancing in the mght. The sound
of a flute which is' coming from the southermn
pavilion could move a heart of stone or iron 1o
tears. | wish T'eould be like Ch'8n Yitan-lung ! who
filled his boat with pimk crysals (Howers), snging
aloud at the top of his voies, drunk as he was, and
beating time 1o the winds of spring, thereby soaring
the old man from Chiang-nan, who fell flat on the
ground,

“The i-tvei vear (1415), eighth month, the day
before full moon (the harvest festival). The moun-
tain farmer from K'uai-chi, Wang Micn.”

The i e of the inscriptions appears from
the fact, already noticed, that they were written
priot to the long hlossommg branch which bends
down between them as if it were framing or earry-
g the poetic thoughts of the artist. There 1 a
won sweep and elastic movement i the
strokes of the brush suggesting the waving of the
ewigs, the fluttering of the blosoms, The knats and
knabs of the mam branch are made with deep and
rich ik, while the buds and perals at the top of the
fmest sprays are pamted so lightly that they aimost
disolve in the air.

The lyncal mspiration of Wang Micn's art 1s
perfectly reflected in the chythm and fAow of his
brush: it does not describe or depict the charctens-
tics of the blosommg branches, it sngs their beauty
and reveals their life i rising and falling thythms.
The ruggedness of the knotty old trimks the
strenigth of the rising branches, the quiviring light-
ness of the flower-petals on the bare twigs are felt at
the tip of the brosh. One may, indeed, agree with
the thoughts of the pamter expressed in a shore poem
on a picture formerly in the collection oF Mr. Lien
Ch'ttan m Shanghat, which runs as follows:

"To the South and the North (Howers are

clistering) thickly as smow., Who knows the
creative power which s m the tip of the brush? It
brings out as by magic the hoary old trees without
any shadow. Looking ar them in quictness; you will
feel the beauty of sprng™ (Pl.11g), _

Wang Mien's noble are aroused unstinted sdmira-
tion among the painters of 3 younger generation
who devored themselves to plum-blossoms, and
many of them received decisive impulses from his
works even though they never knew him personally.
They belonged 1o 4 later age, and their works will
thus be discussed in a subsequent chaprer on the
flower-painters active in Suchow and in Chekiang at
the begimmning of the sixieenth century. The only
plum-blossom painter who may have been old
enough to profit by a personal contact with Wang
Mien was Ch'én Lu, better known under his (237,
Hsien-chang, He came from the same town as
Wang Mien, i.e, K'uai-chi in Chekiang, liis hao was
Juyin chii-shih, The years of his birth and death are
not known, but as his picture in the Ku-kung collec-
tion bears the date 1437, it may be assumed that he
was born before the end of the fourteenth century,
No particulars of his lifc are recorded except that
“hus brush-ideas were scholarly (ju) and beautiful”,
which scems to indicate that he was 3 “gentleman
pamter”*

The picture in the Kndamg collection® is an uni-
commonly rich; not to say exuberant, tepresentation
of the first beauty of spring: a large branch of 2
plum-tree is bending down from the upper left
comer, spreading out mto immumerable minor
branches and rwigs, and this necwork of branches is
strewn over with such o mass. of small white
blossorms thar it looks like a heavy fall of whirling
snowflakes. They fill practically every comer of the
picture.

Iy another picture of his, in the former East-
Astatic Museum collecnion i Berlin the motif has

VA Fuoous amd besisterows militry Jeade of ihe Theee King-
donis petiod.

¥ el pg-cligens poahiort pote oo e wrd i gl ineliled in
W resring shih=hify,

bRk, shis-de ch, vl XCKIV.
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beent extended over 3 horizonzal sceoll. Secnons of
long bending and twisting branches are here inter-
laced, the wnder shoows with buds and blossoms
stretch from the branches like huge tentacles, all
rising slightly at the end, as if they wese trying
o rcmh towards the golden moon glimmer-
ing in the light blue sky. The design of the scroll

(nearly 8 metres long) is quite inericate, but at the

same ume spacious and free, carrying a snggestion of

the cool and pale atmosphere of 3 moonlight spring:

mght, when the old tees suddenly burst into
blossom. The brushwork is distnguished by the
same combination of elegance and strength char we

have found in the works of Wang Mien. The picture
is signed by the artist’s huo and provided with two of
his seals, one of which contains the significant
characters; Ku Shan Yieh S&—the Colour of the
Moon over Kusshan, an islind i the West Lake at
Hangchou.*

F i miay be noeed thos there was another painter Gllled Ch'tn
Hulenschang, brged, d 1300, who sbo peciilind i plum-
blosani Hiv el way Kumg-fu, and his fad Shib-chai. He camne
from Kuatigtung and lived at Pas-sha, Tn the Huen Tumg penind
he was vecommiended to yervice i the #-pw bur rofiscd, prefer
mq;mllwmn:ﬂmuthnuuld!ﬂlhkulgh}-hﬁlmdllb:
Bying birds and junping fdbes, wnd be way cillad " Hang
Meniius", Later on bic was promoted 1o the postion of ¢ Han-fin
chifen=t'mo, Wone of fis plum-blossom pamomgs is known o .



The Ming Period

The Historical Backgroynd

Tae nuLe of the Mongols was never very frmily
rooted south of the Yangtse, The last scions of the
Sung dynasty had found places of refuge on the
south-west coast unnl the end of the thireenth
contury, and the Sung rule with all that it mvolved
of cultural rraditions had left irs deepest traces on the
people and the political condinons in that pare of the
couniry. Hatred of the foreign comquerors from the
North had never died out or been forgoren i the
South; it lived on there tor generations as an uneasy
undercurrent prepaning the ground for 3 national
revolt.

It thus became relatively easy for Chu Yiian-
chang, the ruthless and cumming one tme monk,
who had acquired somie experience in guerilla war-
fare, to co-ordmate the scattered groups of passive
resistance and scoret socictics into an army of
liberation. He was the most capable of a' number of
competing chiefs and within 2 foew yean succeeded
m establishing an mdependent government over
some of the southorn provinces and proclaimed
himself Prmce of Wa In 13641 Three years later,
when his pesivion i the South had been more
firmly established, he sent an army under the com-
manil of general Hsil Ta to deal with the Mangaolsm
the North. The expedition was sicoessful; Peking
was capeured and the Mongol emperar Shun-u fled
to the old stranghold of the Mongols st Karakorum.
When Chu Yian—<hang mounted the dragon
throne in 1368 he adopted the reign name Himg-wu,
while the new mational dynasty was called Ming —
the Luminous,

For several years, however, these mirial soccesses
had to be sustamed by contimied fightmg agamst the
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border raids of the Mongols. Tt was vnly in 1372
that Hsti Ta could lead an army across the Gobs
desert and destroy their old capital at Karakorum,
thus reaching places farther away to the morth-west
than any preceding Chinese militry expedition,
The dreaded power of the Mongol rulers, who for
more than a hundred years had held larpe parts of
Asia in subjection, was this broken b'l.r the Chinese,
though by no means reduced to nothme. Scattered
renmmanits of the Mongol forces lingered along the
notth-western fronticrs and nme and again used
every oppartunity to extend their mids imnto China
proper, and as the defence grew weaker in con-
sequence of the discords within the home govern—
ment, the Mongol aggressions became increasingly
dungerous. This led finally, in £430, to the disastrous
defeat ar Huai-hi where the Chinese army, then
undet the command of the ill-fated eunuch Wang
Chien, was completely routed by the Mongols. It
revealed the fack of proper military organization
and leadership within the Mihg govermnment, which
at the time had already passed its imital period of
conguest and expansion.

The political activities of the greatemperors at the
begmuing of the dynasty, best known under their
reign names s Hung-wu (1368-1394) and Yung-lo
(t402-1424), were mainly contred on the con-
solidation and reconstruction of the Middle King-
dom m accordance with the gemeral scheme and
' The fotmder of the Ming ;
it e
yeors tending ssule; when b paromes died 4 famine he
entered 3 Buddhun mommtery o novice, bur left i o fow yean
Lazer ko jain the forcey of groeral Fun Teid-liwing. Aficer the dearh

of Kuo, Chu Yiun-chang becume gradmally the mesr influentisl
Isadder tia the nenonslmovement:
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principles which had been tried in the T'mg period,
when China was the leading pawer in Ada. But as
this work on the political and social organization of
the new empire had very little, if any, connexion
with the maim subject of our study, it may not be
neicessary 0 dwell on it here; it should only be
noted that China now reached a territorial extension
which brouglit it into close contact not only with
Manchuriz, Kores and the Lin-ch'iu istands (and

_Japan, on an equal foptng), but ako with some of
the oases along the desert route to Central Asia (such
as Hami) and, what seems sill more important,
with the varions seafaring nations along the coast of
the Indian Oeean all the way from Indo-China to
the Persiun Gulf, Ar least seven successive naval
expeditions (some with over sixty ships) were
despatched betwreen 1405 and 1431 to these sonthern
countries, openmg up possibilities of far-reachmg
cultural, commercial and politeal relations which
might have plced the Chmesc m a new inter-
mational position, if they had been allowed to
develop. Instead of this they were brusquely broken
off in consequence of rivalries in' the home govern-
ment of the Ming dynasty.!

The leader of these expeditions was the cunuch
Chéng Ho, probably a Mohammedan Arab, who
previoudy had distinguished himself m suppressing
s dangerous revolr in Yiinnan, This man, who be-
came known as “the tranquillizer of the sea”, lefr a
record of his exploirs in which he said: “From the
3rd year of Yung-lo all now we have seven times
received the Commiwsion of Ambassadors to the
countries of the Western ocean. The barbarian
counirics which we have visited are Champa, Java,
Palembang and Siam. from which: place we crossed
straight over t Ceylon in South India, and thenee to
Calicut and Cochin, We have gone to the weseern
regions Hormuz, Adenr, Mogadisho, all together
When we arrived in the distant countries we
captured slive those of the native kings who were
not respectful and exterminated those barbarian
robbers who were engaged in pimcy, so in this

anil the natives put theie trustinit, .~

The things and persons brought home o China
from these distant lands were indeed of many kinds;
they inclided forcign potentates, taken 1o China as
hostages, merchants and ambassadors with tributes
to the emperor, gifts of rare animals and birds, for
example giraffes (called ch'i-fin), zcbras, lions,
nryxes and ostriches, ot precious objects in wood,
metal and scone; sll of which, and equally the
strange  costumes and  manners of the envoys,
arowsed the coriosity of the Chinese. And besides
these marerial tributes the expeditions gathered
large amount of practical information regarding the
navigation routes and the products and customns of
the lnds beyond the wistern seas,

Yet it scems that the mam cause of these very long
and costly overseaoumeys was not the desire for

muterial advantages, such as the nerease of trade

with foreign nations, but the ambition to nuake them
realize the growing power of the new Chinese
empire which wus preparing to reassume its place as
the leading power in Asa. The emperor must have
been deeply interested in these adventures and he
followed a policy of his own wluch did not prove:
equally attractive to succeeding rules on the
Dragon throne. Only twelve years after the end of
the Yung-lo reign, i« at the very beginnmg of the
Chéng-tmg penod (1436) an imperial decree was
issued according to which Chinese citzens were
forbidden to travel beyond the cosstal waters of
their home comntry and to establish commetcial
relations with foreigners. This was not only 2
definite command against all further attempts to
make China a leading naval power, but also 2
decisive step in the policy of solation and cultacal
selfsufficiency which henceforth became a charac-
teristic signum of official leadership m the Mg
! For 3 slmer wmly vithee mavsl crpeditions bee | |, L. Py yvon-
dik’y anicls *The True Dures of the (hitesse Maritime Expich-

oore™, et Tl Paa, 1038, vol SOUKIV.

3 The niiues are in the origiiul docuwnent given in Cluness
transcripoiom but fere - quoted a5 rranstaved. by Duywendadke: €.
Ty Pag, sl X XNIV, 1378,



106 THE MING PERIOD

period. This sudden and complete reversal of policy
had mdecd, a far-reaching effect; “it left China open
to raids from the nearest naval power, Japan, 1t lose
the commuand of the Indisn Ocean to the Arabs, and
the Portuguese seventy-five years later, it halted
commerce and cut down the income of the impenal
customs, Worst of all, however, 1t wolated Chuna
justwhen Europesis were about to penetrate every
comer of the earth.™

The search for an explimation of this fateful
reversal of policy has led ro the conclusion that ic
was the result of personal ansagonisms within the
government rather than of carefully deliberated
principles of forcign policy. The government was

divided mto two mam factions, the one wnder the
leadership of the Contucian scholass, the other
dominated by the ennachs, who were ruthless men
of action with the greatest nfluence on military

affams:. The scholars who were i charge of the

highest cavil offices harboured a decp-rooted con-
ternpt for the cunuchs and did everything possible
to' counteract their mifiuence and oblitorate the
traces of their actions, Thugit also happened that the
offictal records relatmg o the naval expeditions
under the command of Chéng Ho and other
cunuchs were concealed or destroyed in order
deprive the hated rivals of auy fuwure glory. The
conclusion reached by Duyvendak 15 no doubr
correct: "The real reason why the memory of
l.'.‘lmng Ho's expeditions almost vanished from the
records i to be soughtin the faet that they were the
deeds of a eunuch . . . This aversion helps to explain
why in later times such expeditions lave never been
repeated.”

Whatever importance may be artached to this
explanation and the histonicul conditions on which
it is based, 1t scems evident that an imporant change
was brought about in the general attitude o men-
tality of the Ming government about the middle of
the fifteenth century. It coincided with the growing
influence of the Confiician scholurs which created an
atmodphere of wlfsufficioicy at home and led w2
diwegard of relations with neighbours and de-

pendencies outsde Cliny proper which proved
dangerous. From this fme onwards we hear of no
more conguests or successfill curbing of aggressive

neighhours by the Ming anmies, but wather the
conteary: Autam secured its independence m 1431
{Tibet had obrained 1 own already & fow years
earlicr); the Mongol tribes along the northem
frontier became more enterprising and dalr a
crushimg blow to the Chinese #1450 {as noted
above); the Japanese inensified their raids along the
coasts of Shantung and Fukien, buming and sacking
poens like Ning-po (1535) and Ch'angchou (1363),
and occupied Formosa for a while. No less dangerous
warlike situations had ro be met chewhere too, in
Korea (with varying success), and in Manchuna,
where the Jurchen Tartars had begun o consolidate
ther power and, from the end of the sixteenth
century, to become a serious mienace 1o the ottering
Ming realm.

The sination grew still more complicated and
dangerous to the Chinese through the arnval on the
political stage of some hitherto enurely unknown
truculent actors. They came from far away western
lands by sea; they were well armed and commis-
sioned 0 serve political ambitions as well as
commercial interests and misionary zeal. The first
to arrive au the scene were the Portuguese, who
came as early as 1511, but were dnven away a fow
years later after eaming 3 reputation as cruel and
wndesirable barbarans: They retumed, however,
ewenty yeass luter in & less truculent mood and
better prepared, and succeeded in obramning a firm
foothold at Macao in 1537 and gradually also at
Amoy and other ports on the southem coast: The
trade that gradually grew up at these places between
the Chinese and the Portuguese proved lucrative to
both parties and attracted the envious ateention of
other seafaring nations. The Spamiards made an
attempt to establidh trade centres an the south coast
i 1543 bur with litele success and chose mstead,
when returning in 1565, to occupy the Philippines,
which left them more freedom of action. From
WGoadrich, A Short History of the Clinese Prople, pagi.
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there an important commereial mtercourse  was
carried on with the maisland, whichh “broughe
tillions of pesos to the Chinese and quantines of

silk, poreelain and other Chinese poods 0 Mexico,

Chile and other Spamsh dependencies™, 10 quote:

Goodridh,. The so-called Mexican silver dollar
became henceforth a current -com i China, le
should be added that the Dutch sertled at Formasa ar
the. beginning of the seventeenth century and re-
mained there until the end of the Ming period,
while two English ships forced their way to Canton
in 1637 but were obliged to leave again alfter they
had discharged their cargo. None of these Enropean
naval expeditions suceecded in penetranng beyond
the narrow confines of a few tading ports or in
establishing diplomuatic relanions with the govern-
ment m Peking. Yer they may be said to have set
sarme backdoors ajar not enly for commercial mter-
course berween Europe and the Far East, but also
for 2 cultural exchange m the hields of decorative
arts and practical knowledge which gradually bore
rich frutt. The inidal steps had been taken by the

merchant-explorers, the Jesuit missionaries followed

after, and as some of these men were more or less
trained in western sciences, they proved useful in
practical mattors and exercised, independently of
their religiows propagands, a cultural nfuence
which reached 1t culmination at the very end of the
Minig period, whent Matteo Ricei spent part of the
last decade of his life (1606-1610) as 3 venerated
teacher of Christian piety and practical sciences m
the: Chinese capieal.
B 1t would Jead us too far to give here an account of
all the usefal improvements m domestic policy and
social reconstruction introduced during the Ming
period, though these to no small degree remained m
force until the very end of the Manchu period, thus
perpetuating the cultural ground-work of the Ming
reign, and producing the impression of something
permanent and immutable which was considered
most characteristic of Clinese- cvilization.

In establishing these condidons the leamed
statesimen of the time were guided by their desire to
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make them conform nor only with the madibons
and custonss of the Tang and Sung dynasties but
also with the findamenral prmaiples of government
and social order wrviving from caclier times and
expounded m the classic books. The leading prin-
ciple of organization was, mdc&l. the hrerarchucal
system based on the laws and fimctions of Universal
Nature, according to which the Son of Heaven,
who formed the peak of the stracture, fanctioned as
the supreme anthonity i sprinial as well as worldly
matters in the Middle Kingdam. He exercised this
authority through the great yealy sacrifices to
Heaven and Earth, to the Sun and the Moaon, the
spirits of harvests and rain, and other narure divim-
ties whose support was considered essential for the
welfare of the whole nation. The system was deeply
rooted in the religions conscionsness of the people
and was thus 1 bulwark agamse all changes and
mnovations, perpetuating  the ritual forms. long
after the indiwviduals who were supposed to fill them
with spiritual significance had lost the capacity to
feel or inspire even the fameest flush of their moral
import. And it must not be forgotten that the
well-established system of state examimations, based
an the Confucian principles of moral relationships,
formed the best support for the all-mclusive hier-
archial structure of the government, This system,
which during the Smmg peviod had been somewhat
modified to meet practical requirements, was now
again enforeed in a strictly conservative form and
became a sine gua non for all civil servanes in every
department of offical life, It became as such an
important element i the natonal restoration and
cantributed effectively o the political and social
formalism which gradually gained the upper hand.

The sbove-noted desire for practical knowledge
and the endeavour to revive and perpetmate the
ancient national traditions may also be observed in
the fields of lirerature; philosophy and the fine arts.
The putput of printed books was very large and
most of it was typographically of high standard, but
relatively few of these publications were of recent
origin of had any immediate connexion with actual
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conditions, They were mainly reprints of carlier
books, uften combined m so-called ts'umg-shu, Le.
collective editions of books (of various dates) deal-
ing with more or Jess kindred subjects. Through
such reprnts many old books were saved which
otherwite might have been lost.

The lrgest and most famous among them was the
so-called Vung-lo Ta-tien, an enormous encyclo-
pacdic composition supposed o comtaim all the
accumulated knowledge of the ages worth preserv—
ing. Iv-was ordered in the year 1403; more than two
thonsand scholars were engaged in the selection
and tmnscription of the contents. The manuscript
which was delivered in 1407, concuned 11,005
velumes divaded into 22,877 chapters exclusive of
the table of contents. It has been properly described
by = western writer as “a universal compendium of
all existmg Chinese history, ethics, science, mdustry,
art, geography, administration, religion, divination,
etc.. m-a word, all human knowledge among the
Chinese up w the year 1400 40" Owing to its
enormows size it could, however, never be printed in
its entirety; only fragments of the manuscript have
been published (snd those in later times), The
original matscript together with & copy (prepared
in 1567) perished i the raid of Nanking st the end
of Ming, while another copy which was kept
Peking, was 10 a large extent destroyed ae the time
of the T'ai-ping rebellion, so thar only three or four
hundred volumes exist today scattered 1 variom
libraries.

The Yung-lo Tatien was nmo doubr the most
imposing restimony to the spirt of nanonal recon-
struction in the field of Jarming and scholarship, but
it was by no means the only one of its kind; thero
were other i ung-shu of 2 more limited scope.

Besides these shoald be remembered publications
of less traditional and more practical type which
became the vogue towards the end of the period
after the Chinese had established a closer contact
with the Europan trades and some scholatly
miissionaries, who opened up to them new fields of
pracmical science, for instance i mathematics,
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astronomy, geography, agriculture and medicine, Ir
was the beginning of 2 eloser co-opetation with the
peripatetic teachers of wostern leaming  which
reached its full development only under the great
Manchy emperors to be mentioned in 4 Liter chaprer.

The veneration for Confucius and his interpreters
of the Sung period which was inculcated by the state
exammations, made it difficulr, ot hazardous, for
any writer or philosopher to express an independent
individual rrend of thooght. New mterpretations or
speculations regarding the meaning of the Classics
wete not encouraged. They had to be accepted and
applied in strict sccordance with the commentaries
by the famous Sung philosopher Chu Hsi. He was
hailed as the supreme expomnder of the ancient wis-
dom because, as was explained by a contemporary
writer, ~ Ever sice the nime of the philosopher Chu
the truth has been made manifest to the world. No
more writing is needed; what is left 1o us is practice™
— 2 declaration which leaves no doubt as to the fact
that the letter of the teaching was considered more
important than the spirit.

The opposition againse this Armly built tradi-
tionalism had litile chance (o make itself heard, yet
there were philosophers who ventured to express
different views aboot the nature of man and the
proper way of obmming knowledge and moral
guidance. The best known among these dissenters
was the philosopher Wang Yahg-ming (1472
.1528) who, though educated in the Confucian
tradivion, discarded the amalytical method of Chu
Hsi and came o the conclusion thar the way to 3
deeper knowledge leads through the nner nature of
man himself, Lo, i an intuitive way to be found
through self-discipline, proper action and medita-
tion. Wang Yang-ming is mraditionally placed
among Confucan philosaphers. yet he expressed
deas quite different from those of Chu Hsi, and the
general trend of these make 1t probable that he was
familiar with the twnets of Ch'an Buddhism, the
introspective current of thought which contmued as

Y Bepord of Libwavian of Compresd, 128, quoteid by Geodeicl, ap.
i, p.2o1.
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an mmdercarrent below the frozen surface of Con-
fucian orthodoxy. Some of Wang Yang-ming's
statements about the ntuitive faculty as the main
wutce of spiritunl  onderstmding and  moral
gudance might well have beent made by ame or
other of the best artists of the period, who were
philosophers and poets as well as painters, The
following words about the imtwave ficulty are i
this fespect significant:!

The Teacher said: “Rest at night 1 & period of
building up. When night comes heaven aind earth
are confused and hard to distngush, form and
colour are obliterated, and man's eves see nothing
and his eirs hear nothing, and all the chantiels of the
mind are closed. This is the time when the nmitive
faculty is renewed., When day retumns and muin-
tudinous things are disclosed, and man's eyes can see
and his ears can hear and all the channels of his mind
are open, the wonderful use of intition is renewed
+ .. The people of this day do not know how to
repose , . . In the day one’s mtuitive knowledge
(should be) free, gracefil and devoid of obscuration,
in the night collected and consolidated.”

The above quotation s symptonuatic for Wang
Yang-ming's approach to the fundamental problems
regarding man’s nature and his means of requiring
knowledge; it could ewsily be multiplied by other
statements of a similar tumn from his notes, though
the writer was & rare exception among the philo-
sophers of the time. No one else among the Con-
fucian scholars and officials would have dared to
cxpress simuilir views,

Yet certainn sehools of Buddhism survived and
enjoyed more sympathy and protection from the
government than, for instance, the Taoist institu-
rions. This may have been connected with the afore-
mentioned face thae the founder of the dynasty had
lived for a number of years as an ordained monk in a
Buddhist monastery; and it should also be recalled
that hus grandson (Hui-ti), designated to become the
second e but dethroned after four vears of
fighting by his uncle (Yung-lo), passed the rest of
his life in 2 monastery. The emperor Yung-lo may,

1n

mdeed, for ressons of state have shown more
interest m the propagation of the Confucian Classics
than ‘in the Buddhist way of life, yer his amitude
must have been benevolent towards the Indian
religion, if we may draw some conclusions from the
very large number of Buddhise (and also Lamaist)
wmples thit were cither newly construceed or
restored in Northern China durmg: the Yung-lo
l'ﬂ;.gﬂ..

It, as a mater of fact, formed an mmportant
section. of the very extensive general building
activity which followed in the wake of the transfer
of the capital from Nanking to Peking, a change,
and a new orienmnon, that seems o have been
caused by a cambination of personal and political
reasons. Ever since hus carly days, when he was
Prince of Yen, the emperor had had his strongest
foothold in the northem part of the conntry, and the
defensive situation was, no doub, also more exace-
ing along the northern border than m the south.
Yung-lo was after all more of a military organizer
and smre-builder than a propagator of the romantic
type of Chinese culture that thrived in the south, and
consequently he laid the chief stress on the recon-
struction and defensive endowment of the north. A
large number of the buildings erected in this part of
the country in the Yung-lo reign were crenulated
city-walls, fortified gateways, drum and bell-towers
and other somewhat similar structures made in
adherence to traditional types for umlitarian or
quasi-mulitary purposes. Travellers in China of
former years, when the old towns were still un-
touched by modem improvements, could not but
feel impressed by the monumental structures which
endowed s0 tmany of these northemn cities, for
instanice Ta-tung, Tai-yitan, Si-an and Peking, with
an aspect of severe grandeur and permanence that

seemed embodiments of the proud and defiane spirit

of the early Ming emperors: Many of them had no
doubt been repaired and partially rebuwlt i later
periods, but always in strict accordance with their

VL The Philossphy of Wasg Yengming, Tandated fram the
Chitiese by F. Ci. Henke, Chicago 016, po66.
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ongmal rypes and the fundamental feamres which
made them so evacative of 4 glorious past.

The same may also be said of some of the most
important of the temples and monasgteries, and of the
imperial palaces in and outside Pekang, The bailding
of large sections of these was started m the Ming
peniod when the whole palace ity of the Yian
emperors was renewed from the ground up. The
genemal layont was then fixed and the forms and
types of the main pavilions, Very few of the present
structures can be safely dated to the Ming period,
yet the differences berween them and the buildings
made over i the reign of Kang-hsi (or lurer)
depends more on the details than on the typical
forms, proportions and constructive features. They
arc all products of the same creative vision. The
impression. of unity and grandeur is balanced by
the rhythmic divisions of the plan, while the

magmticent play of bright coloons — red hﬁ’qlﬂ-‘f.
vellow glaze and white marble - are 3 dhining glory
to behold. Nowhere was the impression of mpu‘tn]
China —and ' this was sull true forty years ago -
mote overwhelming than in frone of these vast
architeetural monuments mavgurated in the early
part of the Ming perod and preserved and com-
pleted by the grear Manchu eulers, who swereno less
devoted to the artistic rradinions of the Middle
Kmgdom than their predecessors [n po other
domain of art was the continuity of style and the
spint of national reconstruction better and more
obviously preserved than in the great mple-halls
and palaces for ceremontal purposes of the Ming
emperors (and their subsequent repetitions), which
still remam, in part, as glonous landmarks of an
imperial China clouded but not crushed by rthe dust
and turmoil of later political and social revolurions.



Imperial Painters and Early Academicians

Wit TiE accession of the Ming dynasty the social
position of painters and the general siarus of the fine
arts agan became modified. The early rulers of the
new tiationl realized the potential 1m-
portance of the figurative arts for the reassertion of
the glory of the State and made special effores o
engage prominent artises in their service, In this
respect they followed some of thar famous pre-
decessors, but the encotragement which the carly
Ming emperors now offered to artists was often
coupled with a demand for absolute submission 10
the personal taste and whims of the rulers.

The revival of officia] protection in the field of art
can thus hardly be said ro have had a beneficial
influenice on the evolution of painting. The paintess
who enjoyed it were supposed o serve ther
imperial patrons rather than pursue their own ideals.
The longer they smyed at court the more they
became subject to cermin modes and vadidons of
style mhenied from the imperial academics of
former imes.

Most of these artists were now, as in the Sing
period, honoured with the ttle of taicchan, Lo
painter-in-waitmg, or appointed officors m the
imperial guard, functions whicl, no doubt, brought
them social and cconomic advantages without in-
volving any particular responsibilities beyond their
artistic occupation. Special roons or halls were set
apart for their work, first in the pavilion known as
Wén-yiian ko in Nanking, chen i Wu-ying tien
(the Hall of Military Valour] in the Peking palace;
and finally in the Jén-chib tien (Hall of Virtue and
Knowledge), a specil building erected for this pur-

111

pose in Peking. They worked thae to imperial
command, somenmes under the emperor’'s personal
supervision; their paintngs were cxhibited and
scrutinized by the emperors and their trusted
advisers in matters of art. Whether chis organization
of the pamters’ activities in the palace actually should
be called an Academy of Painting depends on the
significance that we attach to this aditional werm,
but as the Chinese histerians often speak of Hua-
yian (i.e. Academy of Painting), it seems most

natural to adopt this term of appellation,

We have, however, searched m vain for any more
definite information as to this so—called Academy of

Painting; nothmg is related which seems to imply

that it was organized like the emperor Hig-tsung's
Academy, i.e. on an equal footing with the Han-lin
College, nor do the painters seem to have had the
social rank and prestige of the Han-lin scholars as
was the case in the Sung dynasty. Ther status was
rather thut of scoondary court officials, and their
activities, particularly during the carly years of the
dynasty, were to no small extent devoted to decora-
non of the new buildings, the panang of imperal
portraits, or other things for the pleasure and benehir
of the rulers. Bur even if the “Academy” was not so
far developed in the formal sense as during the Sung
dynasty, one may well speak of an academic style,
accepted and transmiteed with individual variations
by the painters at court, who found their guidance in
works by academicians of earlier periods.

The founder of the dynasty, T ai-su or Himg—=wu,
was himself a pamter and calligraphist of consider-
able skill with strong convictions on questions of art
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as well 2s in other matters; and he never hesitated to
make his will known even at the expense of the
artists’ lives. There are records about cerram lind-
scapes executed by the emperor and also about his
personal crincism of the artists” works, Thus. for
mstance, when Chon Wed was painting on the walls
of one of the palace hallsin Nanking, he was told 1o
do a picture of “all the rivers and mountains in the
country” . The artist, however, asked the emperor
first to draw a general outline of the picture; anly
then would he dare ro execure it m colours. T ai-tsu

grasped the brush and waved ir with great strength
and freedom, making a rongh sketch of the whole

thing, Chou Wei bowed decply and said: “Your
Majesty has already fixed all the rivers and moun-
taing; | can add nothing to it — an answer which
pleased the emperar very much. Bus hiter on, when
some slinderous reports were circulated about ths
same armist, he was put w death by imperial com-
mand.

The same fate befell several other painters; Chao
Yiian, who had been ordered to pamr representa-
tions of ancient heroes and wuorthies in one of the
Pﬂlm WwWal I]E'I'l.i.‘ﬂdrl.‘d- lml.l.'“.' h'i.i plﬂuﬂ:ﬂ d-ﬂ:l. ok
please the emperor, Shéng Chu, a nephew of the
wellknown Yiian pumter Shéng Moo, and for
some time a kungffug (adviser) i the palace, was
also beheaded, because in one of his wall-paintings
m the Tien-chich temple m Nanking he had
represented a sea goddess riding on the back of the
dragon, which was interpreted as an insult to the
emperor.

Shén Hsi-yiian and Ch'én Yitan, who both painted
portraits of Hung-wu, were more successful in
meetmg the wishes of thewr impenal pamon. The
former was promoted to-the position of a govemn-~
ment scoretary, the latrer became & tai-chao in Wen-
yilan ko, Their rcpresentations of the imperial
conntenance were by no means fattering, if we may
judge by the large Ffull-size portrait signed by Ch'én
Yilan which exists in several replicas, of which one
used to be in the Peking palace and one in a private
collection in Paris. Hung-wu is here chaacterized

with almost repulsive realism; the pock-marked
face with its enormols and somewhat contorted
chin, large mouth and fierce cyes has an expression
of terribilitd, remyinding us of medicval condottieri
eather than of a quondam monk.

Neither artistic fame nor high ofhicial position
constituted 3 prorection when the emperer’s
suspicion or displeasure was aroused. It may be
recalled that Wang Méng died in prison and his
friend Clh'én Ju-ven was beheaded. OF the "Four
Great Poets” (or “Four Worthies™) three lost their
lives and the fourth was shamefully degraded, n
spitc of the facr that they had all served as high
officials: Chang Yii, who had served forsome time
as goardian of the imperial ancestral temple, was
forced to commit swicide by drowning himself
(otherwise he would have been beheaded). Kao
Ch'i, vic‘.t-prcsiﬂﬂtt of the Board of Revenue and
most famous as a poet, was chopped in half, because
he made some satirical allusions to the e or ina
poem. Yang Chi, who was a successful bamboo-
painter as well as 2 poer and also a high official. was
degraded to the state of a transport coolic and died
of exhaustion, while Hsii Pen, haghly gifted as a poer
as well as a painter, suffered the same fate 2s Wang
Méng and died in prison.

The emperor Ch'éng-tsu, better known by his
reign mame Yung-lo, cansed the construction of
large numbers of néw buildings, is stated before,
including new residential quarters.in Peking, and
many of these were to be decorated with paintings.
ﬂrmnwrﬂuﬂc&mﬂ]nmplnllmmaumﬂm
country to paint m the palace halls, but there was
evidently considerable activity also in some of the
provincial rowns and their newlv-erected
According to the records, such buildings as Féng-
tien tien and Wen-hua tien were provided with
‘wall-pamtings, but none of these halls has survived,
The only. remains of wall-paintings of the period
known W @ are in some Buddhist remples in
Shansi and Hopei, such as Fa-hai ssii m the neigh-
bourhood of Peking, which were executed in the
Hstlan-t¢ period (1426-1435). But as the Buddhist
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wall-paintmgs form a special section of smictly
traditiona] type with only 3 very slight connexion
with other kinds of pamumg, it scems hardly
necessary 1o dwell on them here?

Among the pamters who enjoyed the favour of
the emperor Yung-lo may be mentioned Kun
Ch'un (originally called Kuo Weént'mg) hao
P'uan, who served 3 lung-fing in the palace and
painted landscapes m the manner of Shéng Mo
Omce, when the emperor ordered him o paine, he
refised, and when this cansed the anger of the
emperor, he answered: “When | am sorrowful |
write, when joyful 1 pant, | would rather be killed
than do it carelessly,” We are told that Koo Ch'on
never panted for anybody but his imperial paton,
butno works of his are known.

Shang-fann Po-ta, who was summoned by the
emperor to Jen-chil tien, was best known asa painter
of landscapes and burds, but he also did portraits in 2
highly refined manner. Ch'én Hu, 12 Chung-
chien, had the privilege of painting the em
own countenance. He was furthermore 3 great
calligrapher.

Chiang Tzich'ing, who started as a landscape-
painter but larer on devored himself largely to

fignre-panting with religions subjects, was. also
much admired at court and became known as one of

the three geninses of the .hl:zdfmf, the two others:

bl:in_g Chao Lien and Pien Wenchin, fzd Clhing-
chaa. They had been summoned to service in Wu-
ying tien at the end of the Yung-lo peniod, bur their
main activity belonged o the following epoch, i

the Hsilan<té era (1427-1435). which marked the

acme of artistic arainment within the academic
current of Ming pamemng,

This was no doubt largely due 1o the personal
ambition and efforts of the young emperor Hstian-
tsung who did not, like his predecessors, himit
himself ro dirccting and organizing the activities of
the scademicians but vied with them s a painter,

taking part in their exhibitions and deliberations..

Hig: owiti pumtmgps represstit mainily animals m
combination with simplificd lindscapes, sprays of

bamboo or flowermg plants, mostly domestic
anitnals such 25 cars and dogs, but also goars and
monkeys. The models are very closely observed and
somerimes characterized with a rouch of humouor.
The execution i in light colours and ink and s
remarkable for an sl degree of refinement
which is noticeahle particularly in the painring of the
silbey hair of cats and kids and the velvety fur of the
monkeys. They are as such remarkable examples of
the high standard of technieal skill characteristic of
academic painting at this epoch and are in this
respect comparable to the animal and bird-paintings
produced durmg the reign of the emperor Hui-
sung in the Academy at K'aifeng, bur they do not
reach the same level as works of art. The underlying
conceprions are more mivial and ther amsoc
transposition is more superficial or formal in a
naturahstic sense (PLi2r),

It may be observed that of the ren paintings with
the emperor’s signature noted in our List, nine are
dared between 1426 and 1429 and one 1432 (besides
rwo undated and less convincing works). His main
activiry as 2 painter seemns thus to have fallen within
the first few yrars of his reign when he was anly
twenty-cight o thirty-one years old. Judgmg by
their characteristics of style and technique, it scoms
evident that they arc all the works of one definire
persomality who could hardly be anybody but the
cmperor, eveti though the signature which reads:
“The Imperial Brush Playfully Pamted”, in some
mstances may have been added later at the emperor’s
order. The special interest of these paintings to us
does not depend on any outstandimg artistic ments in
them but rather on the fact that they illuserate the
revival of a tradition of academie are which Hourish-
ed most abundandly under imperial protection
during the Northemn Sung period and now once
' The very extemmive wall-paimtings in Te-Fo 5@t in Chéng-ting,
whith: sl ‘cxigedl i parl I 1924, but are wow i
destroyed, may alw have been pilnted in the Ming period,
thoogh after carlicr panerns, end the sane applies o the large
Boddhiesrcva Hgurms from the Emm?rptmﬁrrdkxumﬂtht
Britesh M e, wiich may Lave bepsi cxeouted dhosst 1pes,
P Pelliot's article on thew: printings in Rivir des Arti Aduitiipues
[[r=18
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more gained added mmpetus and official protection
through & monarch devoted to the fine arts,

“There must have been several members of
Hisilan-tsung’s " Academy” who followed more or
less closely the same stylistic tradition, but they are
nowadays lictle known (since no works of theis
have been identfied) with the exceprion of one, the
above-mentioned famous bird-painter Pien Win-
chin. He 1s represented by half-a-dozen paintmgs m
the Ku-kung collection, all provided with his
signature, though hardly more than two of them
may be aceepred as his own works, while the rest
seemn to be posterior repenitions of his compositions.
The most attractive among these paintimgs ate some
of the minor works, such as the short handscroll
representing @ Magpie on the Branch of 3 Chestut=
tree. The design is remarkahle for it spacing and the
perfect balance berween the bird and the branch,
both. elements bemg rendered with very intimate
abservanion of nature and grear relinement, as may
be seen-in the worme-caten lesves on the branch and
the. plumage of the bird (Pliz2a). The lorge and
brightly coloured picture of “The Hundred Birds",
which 1s provided with the signarure of the pamter
and the date 1413, was obviously executed at 3 later
dste bot represents an important composition,
whereas the very elegant picture of Two Cranes ina
Bamboo Grove is the result of 4 remarkable co-
operation between two of the greatest masters of the
time, Le. Pien Wén-chin and Wang Fu, the former
being responsible for the birds and the latter for the
bamboos,

In addition to these pictures m the Ko-kung
collection may also be recalled two o three
examples in private possession which seem 1o be the
master's own works, such as the section of a large
handscroll in the K. Sumitomo collection m Chso,
which represents Three Turtle Doves on the Branch
of an old Tree (PLi2zs), and the picture of 4
group of gquails picking up grains under some tall
comn-stalks (belomging to Chao Shu-ji and repro-
duced in T35, p. 236), The fornier is now darkened
and worn by time, yet it has preserved its original

qualities of soft and sensitive modelling in the birds
and Howers and shows as. such how dosely and
saccessfully Pren Win-chin carried on the kind of
bird ind Aower-painting which was started by
Huang Ch'lian at the very begmming of the Sung
period and Airther developed v 8 more formal

sense by the pamnrers arached o the emperor Hn-

msungs artistic crele. He may indeed be charac-
tenized as a late-born Sung academician —and as such
an id&al member of the cmperor Hsitan-tsung’s
retrospective mstitution, an artist who actually had
absorbed “the spint of antiquity” o such 2 degree
that it seems like 2 fimdamental part of his tempera-
ment and pictonial style.

None of his contemporaries in the Academy
reached the same degree of lasting fame as artists,
though they were very highly talented and honoured
by the emperor (in conformiry with Sung rradition))
with ligh degrees in the manks of the imperial
guards. Hsieh Huan, rzi T'ing-hsiin. a learned man
and traditional lindscape-painter, served as the
emperor’s adviser in matters of art and had as such
great influence on the academic activities. He had 4
tne collection of pamungs and writings by masters
af the Tang and Sung periods which was “enough
to dazzle the eyes of his wisitors”. And he could
evidently afford to be liberal; we are mld that “if
somebody wanted to take away a picrure, he could
do so freely, the host rased no objections, He
accorded with the nidmyh]g. o ﬁndpfmmcm
objeers but ot 1o be ted by them, which added to
the esteent in which he was held by everybody,™ In
lus pamtings he 1 sard 1o have followed some of the
carly Sung and pre-Sung muasters, but to what extent
he succeeded in transmitting their sevle is impossible
mw tell, since no authentic work of his has been
identificd.

Shang Hsi, f=f Wei<hi, was another prominent
member of the Academy m the Hsiun-té and
Chéng-t"'ung epochs, Hlis carlicst dated picture i of
the year 1427, the latest of the year 1441, Only
about half a dozen of his works are known in
teproduction  {most of them m the Ku-kung
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collection] and since they do not reveal any stronger
individual features, it is difficuls to identify any other
works of his, He became famous particularly for his
paintings of tgers — a motif that no doubt con-
stiruted a prerogative of a court-painter — bue the
pictures by him known to us include only cats, dogs
and horses, to which can be added flower studies and
figure compositions.! The most remarkable among
the latter are the short handscroll i the Hakone
Museum representing Lao~t2ii Pasing the Barrier®
and the very large illustration of an Imperial Himting
Party in the Ko-kung colleetion. The firstis 2 minor
mk-painting of traditional Yiun type, the other 2
colourful, more thin six feet wide composition with
some thirty men on horseback in 3 rocky landscape
whete some large trees serve to mark and divade the
groups of men® (PL123). The picture it essentially
akin to the quasi-realistic history or genre-pamtings
which were produced by memibers of the emperor
Hi-tsung's Academy and executed with atmost
care in details, such as the outfie and weapotss of the
men. No better example could be found of the
survival of a high grade of academic maditonalism
m the Ming period; it was then as before (and later)
a fundamental current in the field of painting.

Shih Jui, t=3 I-mmg, was summoned to service at
court in the Yung-lo period and also honoured with
a rank in the imperial goard. He continued his
activity through the Isian~t2 reign and probably
later. A number of paintings in old Japanese collee-
oons are ascribed to him, among them three which
have seals reading: “Shih Lming (from) Ch'ien-
tang, besides mscripnions by welbknown men of
the period. These are all uniformly composed,
showing a single figure m a simple landscape * and
as these figures all represent fimous characters of the
Han period who have served as models of virtue,
e.g. Ning Ch'l on the Ox, 1 K'uan labouring in his
Field and Chu Mai-ch'én, the poor scholar carrying
some dry wood, it may well be that the pictures
Farmcdpm‘uufa senes of ancient models of virtue
(according to the Confuctan tradition), They are
remarkable for the refinement of the execution,

harking back in this respect to late Sung or Yiian
models which, however, have been devitalized in
the transposition. But the artise may well have pos-
sessed qualities which corresponded 1o the academic
spirit and technical refmements of the epoch. He
became thus particularly famous for his skill in
so~called Chigh-hma or the representation of archi-
tectural motifs of the kind thar Wang Chén-p'éng
(of the Yoian period) mastered most successfully m
his emall paintings,

Shih Jui seems o have been something of an
eclectic; [munhumn.d:mpmsﬂ:[:htfnmmm
the “green and gold manner”, the charactenistc
mquncumvdumdmthcm[} T ang period by
Li Ssi-hsiin and his son and tramsmitted with
variitions by Chao Po—chil and other painiters of the
South Sung academy. There are at least two pic-
tures of this kmd in Japan, tradinonally ascribed to
Shih Jui, one in a private collection in Kyoto, the
other in the Inouye collection m Tokyd. The later
represents s Steep Mountain Pass ruther Ginrastically
conceived, composed of piled up deeply splic rocks
closing in on a winding road that climbs almost to
the top of the mountain, splashing cascades and
large leafy wees which bend protectively over
graceful pavilions from which white-robed old
philosophers are admiring the view (Pli24). If this
picture actually was done by Shih Jui, a5 somerimes
claimed, it may be quoted o8 an example of his
above-mentioned skill as & bomndary painter. The
pavilions are exquisitely rendered, one might almost
say embroidered, and the golden outlines of the
momntains give added lostre to their fntastic shapes,
Yer it is not simply the technical refinement and
dextertcy that maoke this picture atracuve, buor
rather the arist’s faculey o steep the whole thing in
an atmosphere of faney and thus co wansfer the
scenery from the realmy of abjective reality into the

U Rl sl shii, w3V amad 3OS, Chitgol, sol 1L
" 1L Yoorzawa, Petnfnig in the Ming Dynaury, plos.
i Ku-kung, volJlL

L Kokha 38 3 and Ty d, wol .
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imaginary world, where the barriers of material
existence 1o longer hold pood.

We are not ina posinion ty staie whether this
landscape in the “green and gold manner” actually
was painted by Shih Joi, but there i no doubt thae
pictures of this kind enjoyed fvour among the:
academicians of the Hsiian-t& epoch (and later).
Shih Jui may well have been one of the men who
revived this kind of imaginative lindscape-painting,
but there were evidently others dnrﬁlg the suceeed-
ing generations who did similar things, the most
famous ameng them being Ch'ir Ymg who, how-
ever, was active only at the begmning of the
sixteenth contury when the Academy of Paimting
had become a rather shadowy mstitution. Yet, it
may be said that the academic spirit was sull alive; it
was transiitted by men like Ch'in Ying and Tang
Yin and expressed in works with an archaizing
tormal character. We shall return to these pamters in
a later chapter devoted to what may be called “post-
acadenmcians”, e armss who contonued  the
academic tsadition without an acadeny.

Here, however, should first be added some re-
marks about a different current or trend of painting
which also bad its representatives m the academic
circle of the Hsilan—2 period, whence it was trans-
planted and vanously developed mnto independene
loesl schools, This applies in particribir to the kind of
monochrome  lindscape-painting which was re-
presented by several prominent acadenicians in the
Hsitan-t¢ period, who started as more or les faithiul
fullowers of the Ma-Hsa school madition before
they branched off along somewhat varying in-
dividual lines.

One of these was Ni Tuoan, another Ll Tsai; =
third Tai Chin. a fourth Chow Weschm, m men-
tion only some of the best known in this group of
painters who at this time were summened to service
in the Jenchih Ben. The repors about their
personal histotics are rather meagre, but their signed
pictures make it possible to form some ideas abour
their artistic persanalines,

Ni Tuan is sad to have pamted Buddhist and

Taoist figures, but the only pictute by him known
o us (m the Kudamg collection) represents a
fisherman on 3 river-hank drawing in a large lind-
ing-net. Tall bamboos are bendmg over the water
and a large stone constitutes a point Fappui at the
lower edge of the design. I the picture did not have
the artist’s signature and 2 contemporary inseription,
it would no doubt be classified as by a follower of
Ma Yilan. The dependence on the Sung master is
quite-obyions in the design as well as in the brsh-
work, which s fresh and bold, with more skill than
sensitiveness (Pl.12n).

of 1i Tsai in the National Muscum in Tokyd,
reveald a far more important personality with
deeper roots in the Sung tradition of landscape-
pamnting ever since the tenth century, The composi-
tioti which fills the picture to the brim rises rather
sharply m successive stages or termced planes. The
middle region is nurked by a mther thick layer of
mist and erreling clouds, spreading like a roof over
the clumps of tees and splic boulders along the
banks of the stream below, while the sharply cur
rocks and peaks which fill the upper part of the
composition rise dominantly to its very limit. One
is here reminded of certain monumental works by
Li T'ang rather than of Ma Yian's more atry and
one-sided compositions, but the picrure also con-
aims cemmiscences of carlicr date.

The other large landecape in Japan (formerly in
the Ogawa collection in Kydto) which is provided
with Ly Tsai's signatire snd commonly decribed as
his work, represents snow-covered mountains of a
somewhat bulging type. The desion 1 mspired by
compositions of early Sung masters, but the forms
are coarse and lucking in structure:

A more interesting picture, likewnse signed by Li
Tsai, 15 reproduced on plate 23 in vol. 1 of Gems of
Chinese Painting. The lindscape is here reduced 10
rwo large wrees and a rocky ledge on which some
figures are gathered, grecting the remm of Chi'in
Kao, 1., an immorsal who is nding on a carp, carried
by a storm-wind, The motif aud the drawing of the
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figures remind us of Shih Jui's illustrative painting,
and they also illustrate 3 legendary monif with a
maoral sense.

Li Tsai is said to have lived some tme in Yiinnan
befote he was summonied to Peking, bu it is in vain
that we look for any special impressions of southern
nature iy lus landscapes. He did not follow the
advice of Wang Li, who took Hua-shan rather than
the old master a5 his teacher, but based himself
mainly on studies of Kuo Hsi and, 1o a less extent, on
the Sung academicians.

If we may belicve Sesshu, the grest Japatese
hndﬂpﬁ*p:mmrwhﬂmtcdﬂhm:mqﬁﬁ Li Tsai
was then considered the foremost m the field. This
becomes evident from the inscripdon that Sesshu
made on his grear picture (now in the Tokys
National Museum) in which he said: “1 wanted o
acquaint miyself with great artises while in China,
bur | could find few really excellent pamters. The

onily masters whose reputation impressed me were
Chang: ¥u-shéng and 1i Tt [ leamed the arts of
coloration and black-ink painting from these two,™
The pamter Chang Yu-shéng mentioned by Sesshu
has remained completely unrecorded, but as o Li
Tsai, his grear ments as a continuator of the Sung
tradition is cvident, though he is no longer con-
sidered one of the foremost of his time. Sesshu's

verdict seems thus rather surprising and may, indeed,

be due to msufficient information, yer it is worth
remembering as a record of the high esteem in which
Li Tsai was held at the time. He was apparently one
of the best representatives of the classic ideals of the
Southern Sung academy and as such one who
contributed to the formation of the so-called Che
schoal, to which we will retumn in a later chapter,

Tramlation by James Cahill from Scirokn Noom, Sessh,
TEkys Mathesia] Museum, 1936, poiz



Continuators of the Yian Tradition and
Precursors of the Wu School

Wang Fu, Hsia Ch'ang, and other bamboo-painters

Tre AcapemiciaNs and court-painters of the
Yung-lo, Hsiian—2 and Cheng-t'ung perinds men-
tioned above, were not the only prominent men in
the ficld of lindscape-painting during the fiest halfof
the fifteenth century. There were other painters of
equal or even greater ment who followed entirely
different ideas of style; they stood practically in-
dependent of the academic traditions of the South
Sung or earlier periods and contimied a8 pamnters m
the foorsteps of the great Yian masters. From a
stylistic point of view some of these painters might
have been mentioned as *“lare born Yiian masters” in
an carlier chapter (liko the afore-mentioned Hsii
Pen). but smee they were bom and active after the
accession of the national dynasry they are mtroduced
here a5 a kind of interude in the discussion of the
development of Ming pamting.

The foremost amaong these masters was Wang Fu;
bom 136z, while the Yiian dynasty was still in
pawer, he contitived his sctivity through most of the
Yung-lo reign, i.e. until 1416 Fe was 2 man of the
scholatly type known as 3 poet as well a5 & painter,
but also something of a soliwary traveller like Ni
Tsan, always in search of the inner meaning of the
appearances and transformations of nature: He was
adinired as a character no less than as an artse, as
may be gathered from the records Wis=shéng
shili-shili and the Ming-shil:

“Wang Fu, t2i Méng-tuan, was bom in Wu-hs
(Kiangsu). From his earliest years he showed 4 very
resolute and independent  disposition and  was
partcularly skilful in composing songs and poems i
the old style. He stared om travels to the North,
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first along the Yangtse and the Huai-ho and then on
the Yellow River, reaching T'ai-hang Shan (in
Hopei), From there he continued through Yen-mén
kuan and roamed about m Chn and Tai (parts of
Shansi and Sdiyuan). There he observed many
ancient sites and thoughe with regrer of bygone
titnes. He stayed there for some time and did not like
to leave.

“When the prominent men of the time heard
about the man, they all wanted to enrertain him. and
when they met him, their admiration was still
mcreased, because his air was so lofry and dignified
and his speech 0 uncommonly severe (firm).

“Afrer 3 long ime he went back to the South and
tock up his abode on the Chin-lung mountain, He
used to hum 3 poem by Tso T'u-ch'ung (2 poet of
the Chin dynascy) which said: “What need is there of
instruments when the hills and streams are singing?’
From this place he ook his appellation; The Hermit
of the Nime Degon Mountain (Chinling shan-
Jén). His other by-tame was Yyu-shih (Friend of
Stones),

“In the Yung-lo period someone recommended
Wing Fu to emploviment in the Han-lin College
because of his skill in calligraphy, and then he
became a government seoretary.

“He was parteularly skilled in pamting land-

, bamboos, and stones. Whenever he got

drunk he used to put o 2 vellow capand robe and
took o1 2 haughty mien. He spread out some paper,
rolled up his sleeves, waved the brush and went on
splashing and scattering, doing the strangest things,
quite impossible ro describe. When he had fmished
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Ius paintings, be agan stirted honmung some old
sings. He was indeed like a poct of ancimt times . . .
He died, 1416, m Peking at the age of 5.

Wang Fu's amistic habis and sccomplishiments
are further deseribed m the Ming-schih as follows:

As 3 calligraphise he considered himself equal oo
the old masters: He did not paint very easily, but
only when he was travelling or when be had
enjoyed wine; then he ler the ink flow freely over
the white walls, splashing and soaking with the
brush. If anybedy offered him gold or money for
his pictures he would get: angry and shut the people
out without the least regard for their social standimg
or wealth. And when somebody admonished him
for this method, he answered: A mon must be
careful i regard to his compaiy; if one docs not
look after small matrers, how could one accomplish
great thngs?’

“When living in the capital he once, on-a moonlic
night, heard 4 man playing the fHute. It filled him
with joy, and he painted a picture of bamboo and
stonies, In the moring hie wene to see the plaver m
order to present him with the picture, The man
happened to be a cloth merchant; and he gave a
heauniful red carpet to the artst, asking him to do
another picture so as to make a pair. But this made
Wang Fu so angry that he ook his picture back and
rore it 1o preces.

The @me fimdamentl note a8 in the above
descriptions of Wang Fu's proud armistic personality
is evident m the followimg characterization written
by Weén Chéng-ming on a picrure by the master;

“Yu-shih stood (as & painter) in a class shove the
skilful (néng). The critics said that he combined the
spirit of a scholur with that of & pamter, but the man
himself was SHpETioT 1 and not 4 slave of his ar. He
would not give away even the smallest picture to
anybody whom he did not consider the righe kind
of man."

Among the pictures ascribed to or signed by
‘Wang Fu are at least o dozen with dared mscriprions
whmhmayo&':rmnwmdm:rmrcg:rﬁmgth:
pamter's stylistic development, The cacliest is a

rather cliborate mountam lndscape dated 1393
private possession in China.! The composition is
made wp of lumps aud lnlls m succossive layers
which rise towards 4 dominating peak, There are
leafy trees growmng in the folds berween the humps
and rich verdure everywhere, The general character
of the picture brings to mind some of Chiijan’s
grassy mountams (PLi27).

A similar monf treated in a somewhar more
formal way occrs i a large picture dated 1306 and

called “Temple on the Pine Peak” (likewise

private possession in China).* The lnuhlingi are
practically hidden m the mudst of the wooded
humps of the mountin sde which are here snll
more elaborated and demiled than i the preceding
example, On the rocky bank at the foot of the hulls is
a group of large pine-trees as in so many of Wang
Méng’s lindscapes. The influence from the Yian
master who had passed away only ten years earlier,
while snll m prison, is too obvious to need further
elucidanion. The picture offers a8 a whole elesr
evidence of the unportance of Wang Méng's art for
Wang Fu's development,

Another, though less perfect, example of this
dependence & the mmor picture of a narmow
mountan gorge. dated 1396, which exists m two
almosr identical versions, pne in the |. D. Chén
callection i Hongkong, and another i the National
Museum in Stockholm, Different opminns regarding
the eelative importance of the two vessions are:
passible, but there can be no doubr that they both
represent @ well-known picture by Wang Fu as is
explamed m the inscriptions by the arast’s brother
Wang Ta and by the somewhat later critic and
paiter Li Jib-hus, who praises the brushwork m
particular as exceedingly fine, surpassing Hsii Pén's
and Lu Kuang's manner and comparable to Wang
Méng's work® (Pl.r28). The picture is no les

' Reproduced by Claung=koor wing-fur, T Bangin Gasen, T =
g, 11

2 Repracducnd i the Nankting Exhibrtion Crtalogue, plga.

* The piture in Hongkong s o dlk, the one fo Stockhelm o
paper. Li Jib-fua's indcription s reported stiong s writings
Eiu=pen chisi friegd.
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dependent on Wang Méng's art than the previons
example; though of 3 more Entative kind, marking
an carly stage in the painter's endeavour to form a
style of his own.

Themost important influence it Wang Fu's later
creations docs not, however, orginate from Wang
Méng but from Ni Tsan. The growing importance
of Ni Tsan's singularly purce and restrained manner
for Wang Fu's further development is quite clearly
discernible in 3 few dated paintings as well as in
several undated but ghly characreristic landscapes
i which memories of Ni Tsan's art are ahsotbed in
somewhat richer individual compositions.

The earliest and most telling ameong these picrures
is the river view of 1401 (formerly m the Yama-
moto collection m Tokys) which seems like a dircer
copy after the Yiian master.! If it did not have the
mscription by the pamter and poens by some of his
contemporarics, it might pass a5 2 work by Ni Tsan.®
The composition consists of the usual bare trees and
an open shed or pavilion on a low promontory on
the bank of an open river. It possesses the refined
simplicity of Ni Tsan's typical landscapes and is
cxecuted with a very sensitive brush (PLizg),

Another beautiful picture to be remembered in
this connexion is the shorr handseroll in the Abe
collection (Osaka Museum) which, according to the
thscription, was painted in 1404 for a friend called
Mi-chai. Here the traditional Ni Tsan design has
been stretchied out horzontally and is enlivened by
three men. One of them is turning tawards the boat
which is waiting below, he is taking farewell of hus
friend, suggestng a note of sadness at the separation
that harmonizes with the desolate emptiness of the
open view. The group of three rugped old trees on
the bank which rise in contrast to rocks and water
accentate tather than relieve the mood of loneli-
ness. They are more severe and sturdy than the
usual trees in Ni Tsan's paintings yer fundamentally
of the same kind or stock of solitary country folk,
and placed i the same relation to the rocks and the
water as in pictures by the older master (PL130).

Wang Fu would probably never have mvented

them or utilized them as he did in this and a few
other patnemgs if he had not first met-with them in
Ni Tan's works, He modified them gradually and
mtroduced them in new combinations, emphasizmg
mﬂm. however, as the mam motif of the composi-
tion:* tall sinewy trees, some rugged and bare,
nthm with a few large leaves, brought together intn
closed groups as if for mutual protection against
storms and sudden wmds, The main aceents are on
the trecs in the majority of Wang Fu's landscapes
even when the compositions are enlarged and
developed with rocky precipices, rapids and rivers
and pavilions for philesophersas, for instance, in the
characteristic picture in the Kukung collection
called Seated with a Friend in a Pavilion ar the Foot
of steep Mountains, a truly hrilliant skerch from
nature radiating light and di'i-piin m every inch*
(PL131). Wang Fu never, as far as we know, worked
m colour, yet some af his rocks and trees have a
distinctly calouristic quality and make us feel that if
he had worked under conditions more like those of
Western painting, he probably would have used
colour very suceessfully.

Wang Fu was also famous ns 3 calligraphist and an
excellent painter of bamboo, resembling also in chis
respect the gentlemen paintérs of the North Sung
period. Bamboo-pamting was no doubt to him as to
Su Shih and Wen Timg the true test for the scholar’s
chamcter, his self-control and control of the brush.
‘Wang Fu belongs also as such to the Yifan period
rather than to the Ming; he is of the same class as Li
Kan, K'o Chivssii and Wu Chén, decdedly
superior to the pupils and imititos of the Ming
period and as such the last great scholarly bamboo-
painter. Most of his works are minor
sprays or twigs of bamboo with very long slender
leaves which show s tendeicy w rise rather than to

¥ Repr. Ktk 4646 and T, psgy,

* Sovalkuen, T1 44

* Typical compesmions with salitery rrecs, in F-yitn ehén shan, 7
uow belongiig o (. T. Loo Soocesars, New Yok, dated 1408,
Aviother similer pictire b Chipeke, .

SRk, shu-buachi, vul.ae,
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droop, This is beaunfully displayed i the hede
picture in the Fogg Museum m which the lexves on
the slender rwigs are near and disnnct as if cur m
metal, yet light and siry, spreading and folding like
dragon-fy wings, all wibrant with a breath of life
which the painter has tansmitted at the gp of his
brush.

There is 3 more important bamboo-paintiug in
the Freer Gallery, m the long handserall known as
Ten Thousand Bamboos along a Riverin Autun,

which has a lengthy inscription by the master dated

1410 and eight colophons (PLi3z). The bamboos
are represented in sections, some cut near the ground,
some at the top, or 3t the end of 2 long branch, and
;uune&mt[mﬂnfdnhrmkngnmﬂahght grey
background formed by rocks amd water. The
intervals berween the clumps of bamboo are rather
wide, whicl is hardly to the benefit of the design asa
whale; the strength of it is thus not in the unity of
the composition but in the gngle séenons, where the
leaves are unfolded with greatest freedont and replete
with that bving beauty which was noted in the
smaller pictiice., :

The crincs of the Ming period who try vo charac-
terize Wang Fu as a painter never fail to place him on
a level with the old classics of bamboo-painting
active in the Sung and Yiian periods.. He belonged
seylistically to the same current even though more
eclectic. "Thus™, 1o quote the Kuo-chih £ang ehi, he
got the spontaneity of Ni Tsan without his careless-
tiess, and the strength of Ko Chiv-ssii without hus
mmpetuosity. He painted bamboos enveloped n
clouds, moving n wind, basking i the sun, clt:g:uu
iy thar mien and bearing. The greatest mien who
wotked with ink and paper; such as Wén Tung, Su
Shih, and Wy Chén, could never be restrained by
rules; but they used the rules and mastered all the
relative proportions (feet and inches).”

It may well be admiered that m his most spon-
aneous works Wang Fu ross to'the level of Ni Tsan
and Wu Chén, though he rescmbled them less in his
manner of painting than in his genius and tempers-
ment. Fle also was a real poet, and specimens of his

=1

abiliey it1 this respect may be found in some of his
pictures, a8 for instance the Automn Landscape,
which he pamted as 2 record of a gathermg of good
friends. The pavilion on the shorge is empty snd the
boat is ready to deave. Each of the distinguished men
assenbled wrote 2 poem in memory of the occasion,
no fewer than fourteen m all, thus covermng the
whole painting with their compositions, but ouly

artist's own mscniphon can here be quoted
transhation

I tor was a guest at this Phﬁ:ﬂ, but now | bid you
farewell; yon are leaving for home. River and sky
are aglow with antmn colours covering the bound-
less expanse, The boat is small and light as 2 leaf,
half-filled with sacks of pocms, and half with
fragrant herhs.”

Wang Fu, like the foremost among his predeces-
sors, was 2 great pamter because a poet ar heare,
and no formal analysts of his compositions and his
brushwork can render justice to hus creative genius.
[t was said of him as of some other great painters,
that “his bosom was nich in lulls and valleys’ — each
picture of his was a fragment of his own innermost
nature.

Ho Ch'tng, et Yen-tsé, hao Chu-hao lao-jén,
from. Chiang-yin m Kiangsu, was almost of the
same age 28 Wang Fu and apparently of 3 samewhat
similar disposition. His arvistic activity sccms, how-
ever, to have been rather delayed by the fuce that
shortly after he had passed the diiidn degree, m
1403, he was exiled and subsequently thrown into
prison for speaking oo frecly of the governmment,
and was not released unel 1425, the year after the
emperor Yung-lo's death. Then, in the Hsiian—é
epoch, he was made governor of Yian-<chou and
carned the affection of the people through his mild
and just gavernment. His personal inclinations scem
to have been like those of Wang Fu; he spent much
nme, larer m life, wandenng through woods or
travelling in 2 boat. When the moon was rising he
would go up mountams to study the effects of mist.
The inspiration thus gathered he expressed i very
b Kioedoreg, vl VIL
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seniative pamemes such as the larpe tmisty mountan-
landscape with travellers ar 5 willage inn (i the
collection of Viscoumt M. Tanaka)t {PLi32) as well
as in tyric poems. He is said o have fallowed Mi Fei
as a painter. which to some extent may be recog-
nized in the mstenveloped mommuing, but the
picture i3 full of interesting detals and composition-
ally more akin to warks by carlier mastens of the
North Sung period such as Kuo Hsi. Even though
he does not represent quite the same trend of seyle as
is reflected 1o the works nt.hw:lng Fu, his approach
to nature and poetic attitude are much the same as
the older master's; as may also be gathered from the
fullowing poems by Ho Ch'eng recorded in -
shéng shiti-shih:
*A silent soughing in the tassels of the reeds;

a limitless expanse of water,

The sinking moon is setting on the beach,

yet anly half the night has passed.

Far from my home, my thoughts cannot be

bridled,

they follow with the geese beyond the empty sky.

Alone with s litdde lantern i mry boat

lam a aveller in San-hsiang.” (Hunan)

The best known of the hmmediate ollowers of
Wang Fu was Hsa Ch'ang, 1zii Chung-chao, hao
Tzii-tsai chii-shib and Yii-feng (b, 1388, 4. 1470),
who cume from the idyllic town of Kun-shan m
Kiangsi. He hecame a chin-shili in 141§ and held
some prominent official positions, but his grear
fame was mainly hased on Ins <kill as 2 bamboo-
painter. [t was said at the time: A bamboa by Hsia
is worth ten tacls of gold”, and even people from
beyond the Frontiers came to offer great sums for his
paintmgs. He wrotea beautful k'ai-shu seyle, and he
came ot as number one in the writing competition
held m the palace m the Ying-lo epoch. The
emperor ardered him to write tablets for several
new halls of the Peking palace, presented him with a
house, and showed him many kinds of favours, As
an official he was beloved by the people for his easy
ways; his manmers were scholarty and Ie looked Like
a “sapenor man

THE MING PERIOD

Hiia Ch'ang was certainly one of the maost highly
specialized. representatives of bamboo-painting in
Clima; be did nothing but bamboos and as the
demand for hiv works grew rapidly with the years
he could not help repeating Iimself more or lessin
most of the scralls. He followed in the footsteps of
Wang Fu, bur there are noticeable differencesin theie
works reflecting their respective temperaments,
They were both preat masters of their kind, but
whereas Wang Fa " produced beatity with strength”,
according to one of the old entics, Hsia Chiang
worked in 2 more fluent mamner, with his sensiive
brush suggesung the movements in the branches and
the rustle in the leaves, Yet this brush was not 2
magic tod like Wu Chén's which could suggest or
revedl unseen beauty, the soul of the bamboo, with 2
few touches; it was racher the instrumenr of 2
brilliant writer who excelled in the model scripe,
k'ai—shu, by which things and choughts are rendered
most obviowsly, Seldom has the correspondence
between bamboo-painting and calligraphy been
better illustrated than in some of Hsia Cli'ang’y
scrolls, which are distinguished by the kind of
perfection characterized in Wiithing chib-shih with
the statement that he painted “even wind and raim in
accordance with squares and measures™,

His production became, as pointed out repeatedly,
very large and his fame reached even foreign lands
beyond the frontiers of China, where large sams
were offered for his pamtings. Nor have they lost
their attraction with the pusing of time. Hsia
Ch'ang’s long handscrolls of bamboo and rocks
along the banks of the Hitao and Hsang, or some
minar river, are sull among the most coveted
examples of Chinese painting and have in recent
years been scoured by several leading musenms in
America, It may not be necessary to describe them

here in detail, becanse m spite of some variations m

design and  broshwork, the leading motifs and

fundamental principles of arrangement are the same
in them all.

The carliest dated scroll 5 now in the Chicago
¥ Shinhi, val XV,
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Art Institute; it was painted in 1441 for & friend of
the artist called Chow Cli-humg, who was 3 grear
amateur of hamboo, It iscalled Bamboo Stream and
Spring Ram (a title that would serve for sevenl of
these scrolls) but might just'as well be clled “The
Three Friends of Winger”, 1.e. Bamboo, Pine and
Plum-tree; the two latter being here added 1o
complete the maditional monf. The rocks, which
form the background for the bamboos and trees, are
split and craggy, while the water at some places is
rushing through in broad cascades. The composinon
is richer and more miricate than in the later scrolls
and executed with a fresh pictorial sensibility sug-
gesting carly spring (Pl134),

The latest of the dated scrolls 1s the so-called
Hiiao-Hsiang kuo yil 'w (Spring Rain over the
Hstao and Hsiang Rivers), now in the Freer Gallery.
which aceording to the inscription was painted 1464.
The composition, which consists solely of bamboo,
rocks and water, Is more spacious; the intervaly
between the groups of bamboo are wader, the
leafage of the bamboos and the rocky ledges are
painted with a broader brush and ncher ink. The
whole thing seems 10 be the work of 2 more matore
muster, written down unhesitatingly wath spn:d and
concentration. It may be somewhat lacking in the
pictorial quality so characteristic of his earliest
scrolls, but its brilliane display of masterly brush-
wark makes it 2 no less attractive pieture (PL13s).

The other bamboo scrolls in American museumns
must all have been exccuted within the quarter
century that clapsed between the two specimens
mentioned above, The one in the St Louis City Art
Museum which s called “Old Bamboo Valley™, is
dated 1446, Tris remurkable for is spacious comyposi-
tion and strongly accentuating brushwork. Two
scrolls are in the Honolulu Academy of Arts and the
Permsylvania Museum w Philadelphia, both re-
presenting Bamboo in Spring Rain; they are undated
and 5o is the beautiful scroll in the Nelson Gallery m
Kansas City, The composition is here partly sus-
tained and divided by fat rocks which jut out like
pontoons on the water, thus mereasing the impres-

siom of depth and accentuating the thythmic sac-
cession of solid and fluid portions. It may be noted
that this picture was sometimes sscribed o Wang
Fu, but the name has been altered to Hsia Ch'ang,
which from a seylistic pomt of vicw is no less
acceptable than thar of Wang Fu. In view of the
elose stylistic affinity of the two maseers, the case
must here be lefe open. Certain portions of this
composition appear agan (with minor modifica-
tions) in a scroll (in the Shanghai Museum?) which
is reproduced in Gems of Chinese Paintivgs, vol. 11,
dated 1463, and siid to be after 2 model by Wang
Fu In addition to these pretures may be mentioned
a long handscrall in the East Asiatic collections in
Berlin, dated 1455, called Spring Rain over Bamboos
along the Hsiang River, md another some-
what similar picture which has the arde, Wind and
Rain over the Hsimg River, which i signed and
dated 1446. (Cf Chang Ta-ch'ien, Camalogue 1,
p-20.)

The grandesi and meost impressive product of
Hsia Ch'ang’s supreme skill and energyasa bamboo-
pamter s, however, a very large scroll in the Ku-
kung collection. The motf is the usaal one, i.e. tall
bamboos bending over strange rocks along a rver-
bank, bur it is here handled nov only on an exra-
ordinary scale, probably mever exceeded in size,
bt alsa with & broader brosh in a more sweeping
fashion than can be seen in any other of the master’s
scroll-puintings.

Beside the scrolls there are 3 number of vernical
pamtngs by Hsia C'ﬁang m Far Eastern collecuons
which represent singlé bamboos or sections of them
it combmation with garden rocks. swayed by the
wmﬂurdmnpmgm!crﬂummmm:uf:ipnng
rain, but never actually shaken by a storm-wind or
reflecting the sudden dramatic drive thar may be
observed m some of the bamboo-paintings by Ku
An and K'o Chivssii. Only one ol these pictures
also includes a figure, wiz, a white-robed Kunanyin
placed on 2 rocky ledge under gracefully bending
stems. The patterns of the others do not show any
unportant varations, and do not call for any closer
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descripoions, particularly a5 most of them are
adequately reproduced in well-known Chinese and
Japanese publications.!

None of these pictures of smgle bamboos is
comparable in arostic importance to the dbove-
mentioned handscrolls, yet they all bear witness o
the paiiter's extraordinary skill in rendering the
large lanceolate leaves either in clisters nuffled by the
wind, or stretching like streamers from the very tip
of the twigs. The artist seems to be playing with
them, making them mm and twist like fugitive
thooghts. His mastery of the hrash was certzinly
brilliant, yet it muse also be admitted that the
uniformity and spotless perfection of Hsia Ch'ang’s

bamboo-leaves sometimes result in impressions of

monotony.

Hsia Ch'ang was by no means the only official
during the firet hall of the fifteenth century who
won a name as a bamboo-pamter, even though his
waorks are better known than those of otlher mexn,
Yii Ch'ien, tzif Po-i, previously mentioned, who in
1428 was appomted president of the Board of
Justice, was ar the time no less famous than Hsia
Ch'ang as a painter of bamboo and stones. Chang |
(£385-1440), the wellknown writer and poet,
painted. pinc-trees and bamboo, but gave up this
oceupation when he found linwself surpassed by his
friend Hsia Ch'ang, whereas Hsia found himself
surpassed by Chang [asa poet. Another friend of his
was Wang Chlien, 1= Mu=<chih, who served as
Keeper of the Imperil Ancestral Temple, He
specialized in plum-blossoms, a5 may be observed in.
a beautiful picture in the Ku-kung collection,? and
Cl‘HI-I.I.'mttrj with Hsia Ch‘.‘m.g n pa.inﬁ'ng The Two
Beauties of Winter, (e a plum-tree i bloom and a
pine {the latter painted by Hsia),

The men who specalized m bamboe-painting or
kindred subjects, soch as pine-trees and plum-
blossoms, were maostly of the scholarly class and did
their paintings as they wrote their poctry or played
the di'in when they were free from official duties:
They were not professionals and did not depend on

theiv ary for 2 living, b belonged o the clas of
gentlemen painters which ever smce the beginning
of the Sung period had been an important clement
within the general flow of Chinese pamung.

The amistic antitude of the early gentlémen
pamnters was clearly exemplified in various indivi-
dusl combinations by the great landscape-paiiters of
the Yilan period, who had no use for the academic
traditions surviving from the South Sung period.
When these mmaditions were revived under the
offictal protection of the carly Ming emperors, as
mdicated in a previous chapter, they became once
more & guiding, though by no means all-inclusive,
influence i the general flow or development of
Chmese pamting. Neverthelss the stream of in-
dependent individuslistic pamting continued; it was
transmitted, as we have seen, by some painters born
in the Yiian period mnd their immediate followers,
who grew in nunber and importance m the same
measure as the official ari-institutions began to
crumble and lose their centralizing mfluence. Mast
of these painters had no connexion whatsoever with
academic  courtcircles: they did not live in the
capital, but in the south, mostly it Suchou, of the
Wa district, which from now onward became the
maost influential contre of art and scholarship. This
led gradually to whae has been called the Wu
school, viz, a generalizing appellation fora circle of
independent artists; then a name for a homogeneous
school or style. With the passing of rime the W
school broke up into several mimor facrions or
schools named after localities m the same or neigh-
bourng provinces. Painters of many kinds came
thus 10 be included in it, bur they had all something
in common which separsted them from thear
academic contemporarics and made them feel in
closer sympathy with the Yilau tradition.

YKk din-dia ghi, yolclV, VI, X1V, XV a Shlfschin -
ume, wol.By Shena Nty L 4 100 3, Muirifie, wol 8, Kol %5,
&-0,

b Rk plu-dueg o, wvol XXVIL
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T Chtiung, Lin Chueh and Yao Shou

Same of the older precursors of the Wu school,
including artists like Hsii Pén, Chao Yian, Ch'én
Ju=yen, Wang Fu, Ho Chéng and Hsia Ch'ang, have

already been mentioned (mose of them being natives

of the Wu district), but a fow younger mes may
here be added among the precursors who, so to
speak, prepared the ground for Shén Chou, the
final sccomplisher of the Wu school. to whom we
shall rerum in a later chapter: the most important
among these precursors were Tu Ch'tung, Liu
Chiieh and Yao Shou.

The firstnamed, Tu Ch'iimg, was born m Suchou
1306 and died 1474, His t27] was Yung-<hia bue he
used mostly the hao Lo-kuan (or Mackoan) tao-
Jén, ie. the Taoist of the Deerskin Cap. According
o Wang Chib-téng, the historian of the Suchou
patnters, he “was poor but well educared, and he
expressed his tinble characeer with his brash™. As 3
youth he spent most of s time wandering dboue in
the Wu district with some friends, but in later years
he bule himself 2 small bt m a beaunful bamboo
grove, like so many other of these men, where he
passed the rest of his life occupied 1 panting and
writing,

His preserved works are not very numerous, but
at Jeast half & dozen ure known in reproduction, as
mdicated m our List; In addition 1o these may be
mienticned three pictures in the Ku-kung collecrion,
piz: 1. The mountam landscape 11 the Wang Méng
style, with inscriptions by the painter, dated 1443,
and by two of his friends. 2. The Nan-hn 15'ao-t"ang
(The Straw—coverad Pavilion by the South Lake);
likewse an imposing mountain lmdscape with large
pine-trees, rocky ledges and pavilions built over a
broad stream, which from a stylistic viewpoint may
be sud to hold a place halfway between Wang
Miéng and Shén Chotw It is a typical ransition piece,
dlusstrating how the manners of Wang Méng and
Wu Chén were modified and absorbed by pamnters
of the Wu school about the middle of the fifteenth

century. 3 (PL.136). The third picture ascribed to the
master in the Ku-kung collection represents Views
from the Shih-tzi-lin Garden in Suchou. They are
mk-paintings of the same kind as Hsii Pén’s pictures
froms Shili-zzit lin and provided with a long inscrip-
von dated 1468, but since my acquaintance with
them: is isufficient, | can only mention them in
passing,

The pictures reproduced i Chijgokst, 1 and in
Sagen, p. o1, are both large landseapes, more related
o Wu Chén’s than to Wang Mang's art; the former
dated 1451, the larter 1462 and both rendered in that
refined and noble manner which is known from
Shén Chou's early works, His brush may be lacking
in the vital force of the younger master, yet he has
succeeded m rendening the momate atmosphere of
the scholar’s pavilion, where tea is being served!
(PL137), and guests arc bemg welcomed,? juse as
convincmgly as he could render the severe grandeur
of rugged mountains and old battered pine-trecs.

Liu Chiich (b. 1q10, d. 1481), with the =i
Ting-mei and hao Wan-an, was 2 man m & promi-
nent soctal position, well known as a poet and
calligraphist and painter. He served for some fime as
sccretary m the Board of Justice but retired at thie
age of 30 and managed 10 scquire 4 fine country
estate where he arranged a famous garden which
became known a8 Hsiao Tung-t'ing. Wang Chil-
téng places him in the class of the very free, “un-
restrained” (i) painters and sayy that he “painted
lndscapes with foresss and valleys, deep spring-
waters, rugged cliffs, beautiful troes and moving
clouds, dense and mysterions, filled with 3 lovely

. His old trees were like dragons; vet he
still had something to leam™ (good enough for the
outer chamber but hot for the nner apartment).

VEL Album-leaf m Shfnschon re-dnam, volad, dared 1368, which
alsosvs & poct i din study pavilion by 3 momitain stream, seoved
by s,

* Picture formesly in Pang Yifan<hi colleion; o Sisen, par;
& corposition alin mdome of Shin Chou's works,
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This characterization fits some of Liu Chiich’s
landscapes quite well. though not all of them,
becase lus works show various srylistic affinities.
Lin Chileh must have been 3 very samitive, intelli-
gent and probably entertammg gentleman m the
circle of artiss which also inclisded Shen Chou. He
knew the Yilan masters thoroughly and imitared
them with soccess, bur could also work m a more
sponmaneous individual fashion with a bold brush
(PL388). One of the most successfirl early examples
of his attachment to the Yiian masters is the picrure
of deeply splic cliffs rising stepwise futo a tower
above an mlet of water, as in some of Hoang Kumg-
wang's or Low Kuan's landscapes. It s dated 1441
and mscribed with 3 poem by Yang Hsim—chi* This
s essentially 2 Yiian landscape in spiritand style. The
same may be said of some other of Liu Chiieh’s
works, for instanice the Cloudy Summer Mountams
(with an inscription by Shén Chou) and a similar
picture i Hui-hua kuan, though the effect is
different, because here the painter has followed the
Chii=jan — Wu Chén current, ubsorbing this as well
as the Huang Kung-wang style.®

He worked. however, also in a more independent
of unrestrained manner as i illustrared by the
picture in the Moroyama rollection of a pavilion
built over a stream ar the foot of dondy mountains
which is executed m a bold expressiomsuc fashion
(Pl.agra). The mtmmare frendship berween Lin
Chtieh and Sh&n Chou must have meant 2 great
deal for therr respective development as paintess, It
touched the inner sources of their ereative joy and
contributed to the formation of thew modes of
expression which with the years became more and
more alike. The evidences of this may be found in
certain paintgs a5 well 24 in insenptions.

As an example may be cired the large album-leaf’
in Mr. C. C. Wang's colleetion, known as Lin-an
shan-ssii, which represents a Mountain Valley on the
way to the West Lake m Hangchou and was
exccuted, according to the signature, in 1477. 1t 15
evidently a spontancous record of 2 seenie spot along
the mountain route, dotted down from memory and
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previded with 2 descriptive sexe by Shén Chon. The
brushwork remunds us of some of Shén Chou’s
studies; m fact, the leaf might almost pass as ¢ work
by the younger artist if it did not have the signarure
of the older, written a year before his passing
{PL 139).

Another more impaértant and appealing testimony
of Lin Chiich’s close assocation with Shén Chou
and his family is the picture in the Ku-kung enllec-
toty known as the Ching-po Pavilion, ie. the
painter's studio, which, according to tradition, wasa
favourite meeting place for the poets and artists of
Suchow. It was apparently sitnated on 2 well pro-
tected spot ar the foot of steep rocks whete trees
stood fresh and green and the water brought down
by the mountain torrents formed a small inlot over
which some graceful pavilions were constructed on
poles. The picture shows two men seated in con-
versation and a third leaning on the rail admirmg the
view. Every detail is carefully rendeced, the trees and
vegetation on the mowmtams just as neatly as the
lattice-work of the pavilions; the whole place has an
air of harmonions refmement in 3 setting of impres-
sive grandeur —a spot well chosen for those whaoss
pleasure it was to attune themselves to the pulsation
of nature's heart (PL1go).

The. specal historical interess of the picture
depends, however, mamly on the mscriptions by the
artist and his friends, I the first the mainter says: "It
was i the summer of the year 1458 that the old
tellow Hisi-tien brought some wine and food to my
Ch'ing-po studio. We had a meal rogether and then
he asked me to paint and write”, etc. Then follow
half-a-dozen poetic allocunions writcen: by Shén
Chou's grandfather and his father, as well as by
himself and two friends called Féng Chi and Hisiich
Ymg. Seventeen years liter, when Lin Chiich and
the old members of the circle had passed away,
Shén added another short poem in which he said:

| Reproduced it Shifis-choi tater, volIIL aiul b L Has,
Chim, T, Sumg, Yium, £10,, Pdf;

"3 Dupubhcition, s
" a5 pagy
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“The pavilion is now empty; the people are gone”,
The death of “old Lw", which happened m 1472,
was 3 great loss to him; he laments it in his inserip-
tions on various pantmigs and makes w realize that
Ly Chiieh had been to hint like an elder brother, 2
faithfuul companion in art as well as in life,

13 - *

Yao Shou, the third of the above-mentioned
painters, was shehtly younger than the two others
and not by birth a member of the local Wu group,
vet he was 4 close follower of certain Yiian masters
and thus also an adhercit of the so<called Wu
school. Consequently he tay also be recorded at
this place. He was bom 123 ar Chis-shay (in
Chekiang) and died 1495. His 22 was Kung-shon
and swo of his varows by-names Ko-an and Yiin-
tung I-shih, bur he was also called The Master of the
Red Hill Studio after the place in Chia-hsing where
he lived after he had retired from official service as a
censor and a prefoct of Yung-ming. He spent his
time playing with the brush and humming poems
when not tmavelling about in 2 houseboat like Mi
Yiian~chang and Ni Tsan of olden times. He became
well known as a poet and calligraphist, as is proved
by the publication of his poems under the title
Yiin-tung chi.

His carliest pamtmgs were spontanecus nk—
sketches of bamboos or dry trées and stones executed
in 2 rather free manner and accompanied by poetic
inscriptions. A pood example of this type of painting
i the precture in Mr. |, D Chin's collection in
Hongkong,' which represents same slender bamiboo
branches hanging down from a rock (PLigrs),
has two poctic mscriprions, the first dated 1470, the
second 1472, in which the painter expresses his love
of the noble bamboos. The mrerpretation of the
motif is unusual and the whole thing has a rather
onginal scholarly characrer which may lesd our
thoughes to Wu Chén.

Several picrures of a somewhar sumilar pature
representing bamboos and stones, or dry trees and
birds might be quoted as examples of Yao Shou's
skill m this kind of “gentleman painting”, but 1t

secmms of greater interest to recall here a few of the
larger and more ambitious landscapes which reveal
his dependence not only an Wa Chéa, but also on
other Yitan masters. One of the most significant in
this respect i the beautiful River view in Autumn
with a Fisherman in 2 Boat (formery m the Pang
Laichén collection, now in Huichua-kuan in
Peking) which is provided with 4 long inscription
dated 1476, in which the painter says that the picture
was done under the impression of a work by Chao
Méng-fu. The statement may be correct in regard o
the design, but it can hardly be said o convey a
correct ided of the pictorml effect and execution,
becanse here again 4 comparison with Wu Chén's,
or sull beteer, with Shéng Mou's, landscapes would
sco more appropriate (PLigs).

Yao Shou's special artachment to Chao Méng-fu
is, however, confirmed by other paintings, some of
larer date. He hus, for instance. done another version
of A Fisherman on an Autumn River” (dated
1479) in which he again mentions Chao Méng-fu as
the model; a statement which apparently Bes the
case. A more revealing testimony of his dependence
on Chao is, however, the bindscape with two men
seated under pme-trees on 3 nver-bank (i the
C. C, Wang collection in New Yark), which i a
mther typical example of the kind of traditionalistic
art for which Chuo became famous; e, a work with
att almost surprisingly faichful adkerence 1o “the
sparit of antiquiry” and lack of individual accents
(Pl 143).

Yao Show, who was a scholar and a poet no less
than & pumnter, seems to have felta naromal sympathy
for Chao Méng-fu which perhaps also was nurrured
by the face that he came from the same part of
Chekiang as his grear predecessor. Neither of them
wasa Wi or belonged by birth or training to the
Suchou group, but they weee both gentlemen
painters and thus essentially akin to the masters of
Wi, which also may serve as a good reason for the
inclusion of Yao Shou among the precursors of the
Wi schaal.

G ToL pads,



The Ché School

Tt Chin and Chow Weén-ching

Tue acapimic trend of style briefly charac-
terized in our imitial chapter would hardly have
become of leading importince for the further
development of Ming painting and given birth to a
special school, if it had not been for the fact thar it
was to some extent transformed and led into new
chamels by the ereative genins of a pamter who
perpetuated certain clemeénts of the academy style in
works of fresh mdividual import. This tan was Tai
Cliin, 12 Weéi-chin, hao Ching-an and Yik-ch'itan
shan-jén, from Ch'ien-t"ang in Chekiang. He was
summoned to court at the same tme as Li Tsai,
Shih Jm, Chou Weén—chmg and Ni Tuan, but his
activicy at court did not last very long. His superior
talent and mdependent wmperament did not fit m
with the prevailing conditions and seem to hdve
aroused jealousy on the part of some of the other
painters, as became evident at the occasion of 2
competitive exhibition in Jén-chil tien. The event is
vanously described in Ming-chan ts'ang, Wi-shéng
shihshih, and other records, bur always with em-
phasis on Tai Chin's arustic independence in
effective contrast to the spirit of servility which
provailed among the members of the emperor
Hstian-tsung’s academy.

The first picture which Tai Chin showed on this
occasion was an autumn landseape with a solitry
fisherman angling on the river, and the man was
wearing & red coat. The picture was beautiful, the
execiution perfect in every pare, mcluding the red
colour, which was most difficult to render properly,
and it aroused much admiration particularly from
the emperor, who expressed his intention of em-
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ploying the artist for some important work, But
this was too much for the advisers of the emperor;
Hisich Huan stepped out and said: “The picture may
be beauriful, bue 1t is vulgar and wanting i refine-
ment”, Asked to explain what he meant by this
scathing remark, the old pamter said: “The red
colour is proper only for courtiers at finperial
andicnces; to introduce it m a fisherman's coat
shows lack of proper style and judgement”. To this
the emperor nodded consent, and Tai Chin was wld
not to show any more pictures. It was thus made
clear to him that in order t9 occupy 3 prominent
place in the academy be would have to allow his
own genius to be overruled by the authority and
dictates of others. His career at the court was ended;
he retumed to his home province, where he lived
and died in poverry.

Tai Chin's activity at the scademy was thus of
short duration, yer sufficient to secure him 4 place
among the so-called academicians in the history of
Chinese painting. He started as a faithful follower of
the academic tradition with no intention of breaking
away from the imperial fold or of secking new
outlets for lus budding talent, bur through the force
of circumstances illustrated in the academic com-
petition mentioned above, turned the course of his
life and areistic activity in 2 different direction.
Instead of keepmg to the path of the court-painters
who wotked under imperial “protection” in Jén-
chih tien in Peking, he retired to his home provinee
Chekiang and there lived almost as a recluse for the
rest of his life; the work with the brush seenis 1o
have been his only source of support, and it cannot



THE CHE SCHOOL

have been very successful i this respect, because
ar the time of his death he was a penmiless old
man.

No further details or dates regarding his carmeilum
vite have been transmitted; judging by the face that
he was summaned to court in the Hsilan-@ period
(1426-1435). 1t may be asumed that he was bom at
the end of the fourteenth century, 2 supposition also
supported by the dates on three or four pictures
which fall between 1444 and 1446,

From the scanty records st our disposal it seems
safe to conclude that Tai Chin lived and worked for
muny years at Ch'ien-t'ang in Chekiang and there
became known and zppreciated by a number of
younger takmts, who thus formed the nucleus of a
local school which gradually grew into a rather
definite current of style that acmacted painters from
wvarious provances and became known as the “Ché
school™. The frequently repeated appellation of Tai
Chin as the “formder™ or head of the Ché school
shiould, however, not be taken m too literal 3 sense
as referring to a number of pupils around a-naster; i
simply implies that Tai Chin after s reticement to
Chekiang was the most important representative of
a style of landscape-painting that existed both before
aud after hun but to which he imparted a fresh life
impetus and individual secents that made it more
firted to the needs and ams of the professional
painters of the fificenth contury, The essentials of
this styhstic current were after all a legacy from the
South Sung academy and so closcly connected or
mtertwined with academic rraditions that it scemed
atmost selfevident that it should be called to life
again when the acaderuc mstimtion was  re-
established. It formed 4 kind of undercurrent, one
which was remforced in the Yiian period by minor
talents, but in order to become a productive flow it
had 1o -be brought to the surface and distribured in
individual ehannels, This was done in many ways
and varions combinations by a numberof paintérs ac
the beginning of the Ming period. among whom
may be mentioned the scademiciany Li Tsa, Ni
Tuan and Chou Weén-ching, bur Tai Chin urilized
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the sime elements of the Sung academy tradition in
a freer mamner, particularly after he had left the
court circle and settled in the south. It was only after
he had enriched this underlymg corrent of land-
scape-painting with fresh elements of expressionistic
brushwork that 1t became an inspirimg source for the
painters of the Ché school. The stylistic differences
berween: them and the academicians were, to begin
with, vartanens of degree rather than of kind, but
they increased with the years, which makes it
necessary to devote a later chapeer to the Ché school,
whereas Tai Chin's own paintings are here discussed
m comexion with related products by contempo-
rary academicians.

The number of works ascribed to the master in
Western s well 25 Far Bastern collections. is quite
large. but not a few of these are of a somewhat
mediocre quality which may cause hesitation regard-
mg their classification: they may be imimtions or
simply hack-work, tumed out by the master invita
Minerva in exchange for his daily needs. I am more
inclined to accept the latter hypothesis inview of the
fact the Tat Chin had no personal mhibitions that
prevented Jim from repeating himself or from
borrowing uscful elements from other paimters.

The Chinese critics base their appreciations of Tai
Chin as a painter partly on his phenomenal skall in
imitating or interpreting the manner of certain
South Sung academicians, and partly om the
marvellous dexterity of his mdividial brushwork.
Both elements may be observed in some of his
pamtings. but we wounld naturally be melined to
place the mitative pamtings earlier than his more
mdependent and spontancous creations, A definite
chronvlogical recomstruction of his developmentas s
pamter is, however, not possible, since only four or
five of lus pamtmgs are dated by inscriptions and
these all belong to the shore period between 1444
and tg50, They arc of the highly decorative rype,
comsisting of deeply split and folded rocks rising into
peaks, the one beliind the other, and clumps of large
trecs growing among boulders at the lower level. A
mud-bridge over a stream and a wmnding path



130 TIIE MING PERILD

between the boalders with a few mavellers on horse-
back add a human note to the rather overwhelming
scenery. Pictures of this type seem to have formed
the main group in Tai Chin's earlier production,
they are all based on compositional pattems bor-
rowed either from early Sung masters, suchi as Kuan
Tung and Kuo Hsi, or from the South Sung
‘academicians of Ma Yiian's and Hsia Kuet's follow-
img. In fact. they might be most conveniently
grouped accordmg to the type-models. Excellent
examples of the former group are the Autumn and
Winter landscapes i 2 Japanese collection dated
1444 (reproduced m Tdps, vol.X) and the Spring
landscape formerty m a private collection m Peking

(PL1ag). The monntains are in these pictures in the

Kuo Hsi style with a tendency to become cloud-
like, while the leafy trees form relatively wellclosed
dark groups. The classic designs are recognizable
though modified by individul variations,

The other groups, m which the Ma-Hsia school-
patterns predominate, are represented by two or
three of Tai Chin's most ateractive landscapes in the
Ku-kung collection, and also by an mterestmg
picture from a pravate collection in China,!

The picture reproduced i Plate 145 cepresents
Win Wang of the Chou dynasty visiting Chimg
Tzii~ya {hus furnre adviser), who is angling on the
banks of the Wei dver. The two relatively small

fgures are, however, of less consequence for the

artistic significance of the picture than the land-
scape. This s domnarted by a large willow growing
on 2 rocky bank and behind and above the tree by
some towering rocks which mse through a shight
mist almost to the upper edge of the picture. On the
apposite $ide the view is open; the country is flat
and swampy, The composition s untlateral after the
fashion of the Ma-Hsia school. Nor is the design the
only element that leads one’s thoughis to the Hang-
chou academicians; the bnshwork on the sharply-
cut and splic rocks is also indicative: it has been
achicved with a squeezed brush in 2 similar way ©
that in so many of Hsia Kuer's paintmgs. The same
is true of the softly waving willow—branchies which

also are clements that appear i pamtings by the -

Haugchon master.
The other above-mentioned picture in the Ku-

kung collection i 3 more elaborate composition,
and as such of greater individual importance, but it
containg likewise clements barrowed from  Hisia
Kugr. It 15 called Retuming Home on a Spring
Evening, and shows a man who is knocking on the
gate of 2 garden wall while his secvant is holding his
horse. The motif has an intimate, almost local eooch;
the promontory with the enclosed garden and the
tall pine-trees bending over the gate might be
inspired by some spot on the West Lake; 1t 15 a
motif rendered with grear care and set-off against the
background ofa light grey mist that sweeps aver the
rver and the low mudbank across the shallow warer,
Further away, filling the upper portion of the pic-
ture rises o wooded Il lifimg s dark crown of
pine-trees above the whie mist of the muddle
section. It balances the garden below and is likewise
execiited with great care in 4 graded scale of light
ink tones more or less in the same way 45 in soine
pictures by Haia Kuiel. The picture is as a whole an
excellent example of Tai Chin's faculty to combine
clementy borrowed from famous predecessors with
obseryations from nature and mtegrate them in
well-balanced individual compasitions,

Tai Chin's dependence on models of the Ma-
Hsa academy school s sdll more obviously
illustrated by the lmdscape (in a privare Chinese
collection) which is reproduced on plog of the
Nankmg Exhibition Catalogue, where the composi-
rion 1 oot made up of detached elements borrowed
from Ma Yiian, but is actually & complete, though
somewhar simplificd copy of a work by the Sung
master known as Tadeo 1'u (now in Hm-hmkum} .
The picture has got its name from the human monf,
i.¢, peasants singing and making merry as they return
home along & mountam road which winds along at

VO3 Bk oheehi o, wole XOUKIT and XXXV, and Muanking
Exchibit, Cualogue, plok.

4 Ma Yian's picture ls reproduced in The Grent Heritape of
Chinese Are, vol V1, pl7.
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the lower edge of the picture (PL146), The middle
section i filled with Hght mist covering all derails,
bur abave this bele of must are wll pine-trees and
sharply split rocks of the well-known Ma Yiian type.
Tai Chin has modificd the. relative proportions of
the various sections and made the composition 2
little brader and shorter, bue these modifications do
not alter the fuct thar the desizn asa whale, including
the amusmg figures, 1 3 faithfol mreacion after Ma
Yilan's picture. Tai Chin has, nevertheless, provided
his painting with his seal and signature, It is evi-
dently not one of his better works, yer historically
important 38 a testimioiiy of the sarvival of com-
positional parrerns and elements of style of South
Sung origin and their transposition in the works of a
leading master-ar the beginning of the Ming perind.

There are ceriainly other pictures traditionally
ascribed to Ma Yifan which muay have been exeented
at the beginning of the Ming period and ths miglit
be quoted as links berween the rwo epochs, but to
what extent Tai Chin was responsible for them is
difficulr to tell when they: are unsigncd: I mention
only in passing the beautiful composition in the Ku-
kung collection representing a Philosopher seated
under a Pine-tree on a Mountain Terrace looking at
the Moo, which was exhibited in London; 1034~
1936.% The traditional pateer is hore schematized to
an extent thit may cause some doubis as to its Sung
date. But, as said before, i Teai and Chou Wn-
ching also did pamtings of a similar type and there
were certainly less known academicians who fol-
lowed the same teack.

"Fai Chin was not exclusively 2 bindscape-painter,
he did also fignre compositions, preferably with
religions morifs, and pictires of animals, birds and
Bowess, These various kinds of paintings are all
mentioned wn Tu-hui pao-chion hsi-tsuan, where it is
further stated: “his pictures of gods were most
dignified and the devils were ficrce. He mastered
cotripletely the colouring of the garments and the
drawing of their folds (with light and dark bones)
and was not iuferior to the grest masters of the
Tang and Song periods. His copies of the old

masters were so perfect that even good connoisseurs:
could not distinguish them from the original when

the pictures were 1msi They were of the

skiltul (néng) class."

No such coloured Buddhise pictures Er).’ Tai Chin
have been identified (if they still exist): the oly
paneing with a religious motif signed by the master
represents 3 Lohan with 2 Tiger (in the Ku-kung
collection) of which it may be said thar thaugh the
subject is religious, the pictortal transformation is
rathet profane, The holy man is seated on the ground
patting the friendly animual; bebind hum is the
entraice to 2 motntaiiy cave with 4 gate, half ajar,
throtgh which 2 curious boy s watching the
fratemnization of the man with the tiger. The
combination emphasizes the anecdoric conception;
the tone has a touch of humour and the picture has
very lile in common with the well-balanced
meditanive Loban pamtings of carlier periods. The
marked difference in the excention of the main
figure (in Jnong-pi techmigoe) and the broadly
sketched rocks and tree-branches which form the
setting, contrtbute also o the somewhat strange
improssion of 3 broadly painted landscape sketch in
which 3 mmutely executed figure has been inserted.
Landseape and figure-painting were evidently two
quite different domains of are for Ta Chin and hig
was decidedly more at home in the former,

There can be no doubs that he gave the freest and
most adequate expression o his individual tempers-
ment i the lindscape-paintings, particularly when
they were done independently of the patterns and
principles of South Song academicians. He worked
then with a spotitaneity and speed that few painters
have equalled, his brush being pre-cminently fitted
b0 catch the flecting effects of natural phenomena;
the sudden storms, doud-bunsts, ponring - rmin,
scattered leaves from trees that are bending under
the wind, rolling waves breaking agaitst rocks and
swamping boats which are trying to reach the shore,
There i3 remarkable picture in the Ku-kung collee-
tion in which such effects of storm and raini are

! Repe. Korkioty th-lie i, wol. X1
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depicted, not only on the fluttermg trees and
mountain torrent but also on the men who are
Tuddling together under large wmbrellis on the
bridge, and in the boats which are aiming for the
shore (PL148),

But the pamter has also found occasion to depice
this kind of sweeping movement, speed and Hndity,
mn illustating fishermen's work on the river,
with their nets and baskets, or cormorants ned o
their small boats; kere oo it is the quick and supple
movements, so decisive for the result of the cast, thart
he carches witl the brush so thar in thought we are
wafted over the wide river and open marsh-land to
the vague and hazry hotizon.

How this 1s done may be best observed in the long
handscroll in the Freer Gallery which is one of the
most entertaining masterpieces of Chinese paining

known to us, It is executed with light undertones of

greenish blue and reddish brown (m the rocks)
which serve to increase the effect of atmosphere and
depth, but the structure of the composition and the
conceptual thought or suggestion of movement that
floats through the whole thing depends on the
brustrwaork and this suggests the unifying rhythm in
natyre and man (Pls. 149, 150).

The motif as such, fishing-boats on a long river,
has frequently been represented by Chinese painters.
As an example tmay be recalled W Chén's scroll,
described in a previous chaprer, The differences
between this and Tai Chin's rendering are very
significant of the new tend in painting. In Wu
Chén's picture the small boats, each with a single
figure, are scattered quite freely over the empry
paper; there is no pamting of the water, and only at
the twa ends of the scroll some indications of shore-
lines. The artist seems to have had no intention of
representing an actual scene, e does not llustrate it,
but notes down in simplified symbols the ideas or
impressions evoked by the motif, expressing them
at the same time with the aid of short poems be-
tween the pictures. The figures are quict, some are
seated in meditarion, some are sleeping, and even
those who are graspmg an oar or holding a line do
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not show any great excitement. The whole thing i
more like a reflection: of shifting moods and silent
thoughts than a close illustration of the fishermen's
occupations.

Tai Chin approaches the morif not asa poet but as
3 painter with an open eye for the actual scenery and
the various activities of the men. He unrolls che
siver with its shallows and iis banks, the rushes and
the trees growing on the shores, the boats gathered
m groups, the men working intensely with their
various implements; some are INg NCEs, SOme
are ctchmg crabs in basket-traps, some are vsng
long sticks to carch their prey ar the bottom of the
river and others fishing with cormoranss. Only the
anglers are scated quietly, or are sound asleep in
their boats, while the men who have fnished the
day's work are gathered under a large willow on the
shore, cating their crabs and drinking their wine asis
still the custom on such occasions along the rivers in
Chekiang. Everybody is occupied, everything is
bristling with life and movement. And this s
perfectly brought ou in the speed of the brush and
the rhythm of the strokes. The figures arc drawn
with “mouse-tail” strokes, relatively dhort but
replete with speed and energy; the rushes and the
willows arc pamted with “epidendrum leaf™
strokes, more soft and fluent, while the rocks and
shrubs i the foreground are dotted in more broadly
with deeper blots, There is no flaw, no pause or
hesitation in the movements of the brush. It hits and
catches the intricacies of the vegemation along the
riwrandﬁmptmmcsﬂfthcﬂgnrﬂmﬂlﬂmsamc
certainty as the fishermen employ to cawch their
prey. Few pictures reflect more obviously the joy
and lust of ming ink and brosh, & technical mastery
which seems almost transformed mto a game.

ﬁcuﬂmmﬁbmiC}m]mﬂiﬂﬁm&Hﬂ'}'
has been described by the picturesque title: Breaking
Waves and Autumn Winds. It is smaller than the
Fishermen's scroll and executed only m black and
white. The composition is perhaps more orignal,
miore synthetic than in the previous cases, and the
brushwork more spontancous. Only some short bts
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of shore are ndicated, mose of it 1s warer. The wide
open spaces have been utilized to give impetus to the
storm- which is sweeping through the whole length
of the picture. Faint wavy lines which gradually
disappear - the background carry a snggestion of
huge waves, but there s no atempt to give a
complete representation. of the forms, It is the
meessant rolling movement rather than the actual
wuves which the artist has rendered. The real motif
is the hormcane, it dominates everything; the
splashing water, the bending teees, the dismantled
boats, which the men are trying to bring i safely to
the shore, and the travelles who pass along the
hillocky road, all drenched by the blowing rain ot
buffeted about by the gale. The momentousness of
the whole sttuation is rendered in a2 most convincmg
way with impressionistic speed and concentration,
The picture has two colophons, the one of quite
modem date (1013), containing 4 lengthy descrip-
tion of the motif; the other undated, but apparently
still of the Ming period. It reads as follows: “This
scroll by Ching=an is & perfect work by a divine
master, Fe conceived it in his heart, and his hand
responded. No one equals him among carlier men.
Ho-hsii, Shén Ssi-tan wrote this after enjoying the
Tai Chin’s influence on the subsequent evolution
of peinting must have been felt in rather wide
crrcles, though perhaps more after his death than
during his life-time. He hved in seclusion, in
poverty. He was neither poet nor official and en-
joyed no personal popularity. It was only ater his
~death that his mfluence became paramount among
the younger generation and his impormnce as the
first and. leading master of the Ché school was
recognized. A century after his death Wang Shib-
ching (1525-1593), who then was a leading critic
and historian. wrote the fallowing telling words on
a pictire by Tai Chin: “Tai Chin from Ch'ien-
t'ang pamted incessantly during his whole life, yet
he could never bay a full meal. This was his minor
misfortune. Afrer his deatl he was famous in W,
but when a hundred years had passed he was no

longer considered equal to Shén Chow. This was his
greater misfortune. But in the eyes of real connois-
scurs he will snll be eonsidered the foremost of all
Ming painters™ — an opinion which is becoming
more and more firmly estsblished with the pasang
of time. For Tai Chin was a creative geniis, strong
and mdependent, who knew how to transmit his
emotional reactions and his immediate impressions
of nature with a masterly brush. Pamting was o hum
not merely an amosement or pastime, when free
from other occupations, it was the very centre or
pole around which his life revolved, and he carried
this art to 3 degree of individual perfection that fow
have atcined. Whatever opmions one may hold as
to the style of painting he represented. it may well
be admitted that be stood liead and shoulders above
all the subsequent painters of the Ché school.

- * *

There must have been a fair number of profes-
sionial painters who followed very closely m the
foorsteps of Tai Chm, but mest of these have nor
been recorded in the history of art or identified
through signed work. An important exception to
this rule is formed by Chou Wén-<ching, though it
should be nowed that the personal fame of Choa was,
to begin with, based on his skill in magic arts and
fortune-telling rather than on his ability as 3 painter.

Choy Wen<ching, hao San-shan, came from the
same place in Fukion as Li Tsat, i.e. Plu-tien. He oo
was summoned to the court though not as a painter
but as a soothsayer (yin-yang hsiin-shn). His artistic
talents were, however, gradually discovered and he
was accorded the first prize in 4 comperition for a
picture called Winter Crows and Bare Tress.
Whatever he may have accomplished as a diviner, it
is evident that he established & more lasing fame n
painting, not only through his landscapes but abso
through his pamtings of human figures, animals; and
birds.

According o the tradition reported in Th-fui
pac~chien hsii-tsum, e followed m particular Heia
} Quored from Pen-chon v'i-pa o Sin-fuea-p'n, vol.8o.
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Kued and W Chén, excellmg in the atmainment of
rich and decorative effects with the use of sbandant
mk. In the charcterizstion of his bnushwork the
chironicler attributes to it an overflowing rich
beauty in combination with refinesent and ele-
gance, thus emphasizing Chou Wén-clung's techni-
cal dexterity. This may to some extent be observed
in the large picture (formetly in the T. Inouye col-
lecion in Tokyd) representng the philosopher
Chot Mao<shu admirmg the lotus-flowers m the
pond in front of his pavilion, which, accarding to
the inscripuon; was “‘painted for Shao-fang while
(the painter was) sevving in Jén-chib-tien, Anno
1564 (Plisz). The background is filled wnth
precipifous mountains forming silhoucttes which
gradually fade away into the hazy atmosphere. The
scene is further animated by a boy whe is paling a
boat, on the nght of the picture, wheress the
opposite comes 1 empty, All these composinonal
clements are atilized “one-sidedly”, in accordance
with the Ma-Hsia school radition, the brushwork is
firm without being particulacly expressive, Details
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such as the figures hear the strongest evidenco of the
painter’s mastery of the brush. If we did not possess
landscapes of a duilar eype by Ma Yilan, one nught
btmchncdmmmdnﬂ'maszmympumm
historical piece, but as the master’s dependence on
the models of more than two hundred years earlier
is g0 evident, he should hardly be classified among
the imnovarors, but rather a5 a comscentions trans-
mitter of a defmite tradition.

Unsigned pantngs in the sunner of Chou Wen-
ching are not wanting in Western collections, where
they often are honoured with armibutions o Sung
masters, but as they hardly add anything to the
styhistic charactenistics noted in the signed works, it
miay not be necesary to dwell on them here. They
are more or less successful variations on the standard
designs of Ma Yiian and his school, as may be seen
for instance m the memﬁnvepw:m in the Freer
G.al[e.‘r}', representing two t:.ll shading the
pavilion of a philosopher on a rocky hi\:l:l]: of a wide
beach. The compaosition is domnated by a rigid
formaliry but perfect of its kind (PL13a).

Wu Wei, Wang E, Chang Lu and Chiang Sung

The fundimentally historical disposition of our
study of Chinese painting inevitably brmgs us back
again to the academy and the court painters who
took a leading part in the development of pamting
durmg the latter part of the fifteenth and firse half of
the sixteenth century. Artistically none of them
reached the same level as the leader of the Ché and
the Wu Schools respectively, who worked in the
south independently of the Academy, vet some of
them had & considerable influence an the general
development and are traditionally assigned promi-
nent positions in the history of Chinese painting,

Bue their great number and rather uniform produc-
tion give 18 reason to present them here only in
abridgement.

The mmpenal encouragement of the pamters and.
their cnployment iu Jén-chil tien or other palace
halls was resumed in the reign of the emperor Hsien—
tsung (1466-1487) after 3 period of political unrest
and relative mpmduc:m:p The cmperor himself is
described as a weak and romantic personality with a
decided interest in art, He was active both as a
painter and a poet, and stmmoned promment artists
1o the court. His own skill s 4 painter was, however,
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very moderate, if we may judge by the ink-painting
of Clung K'uei, the Demon-queller in the Ku-kung
collection,

His son and suecessor, Hstao-tsung (1488-1303),
followed tn his father's foosteps a8 3 patron of
painting, though his personal ralent was directed
moné owards music, According 1o the cecords in
Wueshing shili-shih, “"he liked to play the ¢i'in, and
when the censors remonstrated, he said o his
courters: "To play the ch'in constitutes no hurm to
public affsirs; why then do these people crmcize me?’
But he did nor grow angry. Once he gave several
pieces of silk to the painter Wy Wei, but advised
him at the same time to take them away quickly, so
that nobody would know anything aboutit.™

The pamters who had been summoned to witk at
the palace in the time of the emperor Hsien-taung
continued their activiry in the reign of his son and
others were added. In discussing their works we
shall thus cover the time unrl the beginning of the
sixteenth century [and a few years more) which
marks the heyday of the Ché school, or in other
words, the stylistic current which drew much of 1rs
inspiration from the works of Tai Chin.

Wit We, tzil Shib-ying and Te't-wéng, hao Lu-fu
and Hsiso-hsien (b.1459, d.1508), was frst sum-
moned 1o the palace and made an officer m the
imperial guard by the emperor Hsien-tsung and then
further promoted and rewarded by Hsiao-tsmg. He
camie from Wuch'ang (Hupei) and was a sclf-
‘educated painter, strongly convinced of his own
spering gmmsmﬂimpaﬂrmutmmm ‘even
friends of long standing could only make him throw
away the brush, if they expressed some disagree-
ment”’, according to the Wi-shéng shib-shih, where,
furthermore, the followmg unqualified biographical
fiotes. about the paintet have been preserved:
“Hsien-tsung called him to the palace and made him
an anditor in the imperial guard and a sichee in
Jénchih den. Somerimes when he was summoned
before the emperor he was compleeedy drunk, his
hair hanging loose; his face dirty, his shoes wom out;
and a5 he tottered in with a swaying movement he

had to be supported by two cunuchs. The emperor
laughed and asked hum to pant some pme-trees in
the wind. The painter knelt down, poured out some
mk, and started smearing and broshing — ind om
came winds and cloude so appallmgly strong that the
rwa cunnchs who stood by grew quite pale (with
fear). But the emperor drew a decp breath of
admiration :nd said: "The brush of an Immoctal’.

“Wa Wet could go i and out of the palace as he
pleased and he looked upon the noblemen con-
temptuously, When they asked him to paint for
them, he usually refused. Consequently they spoke
badly of lim to the emperor, and after some nme
he was expelled from the palace, He went to live in
MNanking and continued his habe of excessive drmk-
iy, somerimes ot tking any food for ten days.
The Hbertnes of Nanking (who wanted his piccares)
vied ‘with each other in inviting him to drinking
bouts, but Wu Wei, who liked women, rald them
that he did not want to drink without such com-
pany. When the libertines leamed this, they brought
together women to serve as baiss for the painter.”

Inn the nme of the emperor Hsmao-tsung, Wu Wei
was again summoned to the palace and promoted 1o
the position. of a captam m the fmpenal guard. The
emperor gave him 3 seal with the inscripoon "The
First among Painters” (Hua<chuang-yilm). The im-
perial favours mercased day by day, and when he
asked leave to go to his home in Ch'u (Hupei) “to
sweep the tomb” and sacrifice (to his ancestors) this
was graciously granted.

“After 1 few months he started back agam, and
when he got as far as the Ts'aishih (on the Yangese)
he-was met by an imperial messenger with an order
to hasten the jowrney, The emperor then bestowed
on him a house in the mam West Street (in Peking)
and there he lived for two years. Then he smulated
illness and went o Nankimg, where he took up his
abode on the ecast bank of the Ch'in-huai river, In
the third year of Chéng-tt (1508) ke was again
simimoned to the palace, but as he was preparing o
follow the imperial messenger he collapsed from
drinking. He was then so years old.™
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The story of Wu Wei's life may here serve as
mdicative of the changmg annosphere i arcistic
circles. It is very different from the biographics of
Wang Mien, Wang Fu or even Tu Chin, not ro
mention amy of the carlier examples, and nukes us
realize that dhe traditional standards of a3 corre-
spondence bietween an artist’s mode of life and his
ercative work were no longer as strictly applied as
before. Wu Wet may have bee rather exceptional
i his excessive drinking and sensoal smiganty, vet
he had his miliew and was accepted also at coure,
which would hardly have been posible under the
carly Ming emperors or under their artistic pre-
decessors of the Sung dynasties. It had never been
admitted before, ar least not officially, that 3 man
who was habinuilly intoxicated could be “the first
among painters”. Wharever opinions one may hold
in these marters, it must be admitted thar Wo Wei's
career and fame as a panter indicare 2 change in the
tradiniondl Chinese attitude wwards are which,
mareover, is illustrated m the biographaes of other
Ming painters,

Wu Wei was no doubt 2 genius of the brash, he
painted with a freedom and ecase thar few have
equalled. His best things are minor sketches; m his
farger pictures there is often a lack of vigour and
concentration. which mukes them look empey in
spite of some decorative vigour. Quite characteristic
m this respect is the well-known picture i the
Bostoni Museum of 3 Man seated in cantemplation
mnder a2 Tree.

The most common subjecrs of the hgure-paintings
ascribed to W Wel are beautifully dressed ladies,
sometimes with the attributes of Tacist faines and
usually represented as moving in profile, which
gives full swing to their triling garmenrs and
Auttermg scarves. According to eeadition, Wu Wei
was trymg to acquire Wu Tao-tzii's wavy brush-
strokes, but he did it in a rather coarse manner which
was more hoing for the representations of old
rustics (as may be seen m the amusmg sketeh of an
Immortal with 3 crane and 2 bare-footed servant)
than i pictures of heavenly ladies.!
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In'Wa Wer's scroll-paintings of fishermen, wood-
cutters, field-labourers and the like, the men and
animald are caught in their most expressive attitudes,
somerimes with an amuang streak of humeour* The
pictures are cotiseyiiently entertaiming and they are
executed with 2 very effective reduction of brush-
strokes; but they are not as carefilly composed and
balanced as Tai Chun's pamtings of smilar monfs,
and the movements of the fgures do not reveal the
same swing or impetus as we have seen in Tl Chin's
fishermen (PLise),

Wu Wei could occasionally be an excellent
landscape-painter, as is proved by somie album-
leaves in the National Musenm i Stockholm, They
represent impressions of streams and rivers, rendered
with economy of means and artisnc concentration.
In three of them a figure is placed in the foregrond
mdicating, so to speak. the observer, or the mind in
winch the scenes are reflected, and as the horizon is
placed at a lower level than is wsual in Chinese
landscapes, the views become more like Western
renderings of similar monfs. Buropean impressionise
painters have occasionalty made sketches of a cor-
responding kind, but whercas their pictures are
representations of momentary effects of light and
shade reflected on the retma of the pamter's eye, W
Wei's sketches are synthetic noees of mental impres
sions rendered with mmpressive vigour (PL1ss):

We are told that Wu Wet gsed the “axecut
wrinkles” foor the trees and the stones, muking them
very strong and tight, and “hie splashed the ink like
scattered clouds, 50 that the people looking on were
quite afraid”,

"Once he came to the Apricot Blossom village
and, as ke was thirsty, an old woman gave him some
bea b drink, Next year he went back to the syme

"'The pirtee of s fmnverl weith & crane and o ervant
Kl vol XV,

Another pictnee of an bnnmort] with o Fungus in Kk shi-hna
Ay, vl XXVIL Aminng the picsmes of friries may: be men-
tioned swo in the Chang To-ch'ien collbctian (e Cat, L pat),
one it the Lily callection, Indiamapelis ens i Boson Mineun,
| =+ =)

* CF. The serolls b the Natioual Miseuny, Siockholo and i the
Shimosaks caliection, Tokyo, T, payy
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place and asked for the old woman, but she had died.
He then took out lus brush and drew a portrast of
her (from memary) which was so true that it moved
her son to tears. The picture became 3 treasure m the
family.! On anather occasion he was drinking with a
friend and between the caps he painted. As a joke he
ook the seed-case of 2 lotus, dipped it in the ink, and
pressed 1t in spors on the paper. Nobody could
understand the mesmng of this, bat suddenly he
grasped the brush, waved it freely, and made the
whole thmg mio & picture mprmﬂng *Carching
Crabs’ which looked most wonderful.™

Wu Wei was not one of the great creative
pamnters; but he was a wizard of the brush and ink
and aroused great admiration among his country-
men. His works were keenly mmitated by a number
of younger men such as Ll Chu, Chiang Sung, and
later ones, who an¢ sometimes classified in a special
school called after Wu We's native place Chiang-
hsia (Wu-ch®ang). But essentially this was only a
branch of the Ché school based on frecly transposed
models of the Southern Sung academy.

Among the painters who m the Ch'éng-hua
period followed the same stylistic aditions as Tai
Chin may. be mentioned Chang Hui and Chang
Ch'ien, both from Tai-ts'ang (nesr K'un-shan),
though apparently not of the same family. Chang
Hu, £ Wen-chu, is represented by a signed picture
1n the National Museum, Stockholm, representing a
fisherman angling under a willow-tree at the foot of
a steep chiff. A heavy mist floats over the water and
covers the shores, so that only the upper part of the
cliff becomes visible. It is the kind of atmospheric
effect thar mmight also have heen chosen by Tai Chin,
though he would have mansposed it in a more
CXPressionistic TUnner.
scapes i the Ma-Hsia style and 1s sud w0 have
grasped the real intentions of these masters, so that
certain people considered him superior w Chang
Hui, He was summoned to service in Jén-chib tien
and enjoyed comsiderable fame, bue as far as we
know, no signed works by him are preserved. More

closely refated to W Wi as 3 painter was Li Chn,
t=0 Ch'ien-fu, hae Mo-hu, whose art s known
through 2 long scroll deposited in the Kydro
muoseum, called The Fishermen's Pleasure? The
composition — a river between rocky banks and
fishermen working in boats or regaling themselves
with wine on the shore - s much the same as in Tal
Chin's famous scroll but executed in a more dashing
and blotty manmer with rich ink. We are told that
Lt Chu strted as a pupil of Shén Chou but later on
became 4 follower of Wu Wei; in the present
pictuzcﬂmhtminﬂlmociipmdamiumn and the
picture may well be placed on a level with Wi
Weit's works.

Chung Li, t=d Ch'm-li, liao Nan-yiich shan-jén,
was also summoned to the palace in the Ch'é
period and contmued lis service in Jén-chih pen
under the emperor Hsizo-tsung, who had 3 great
admiration for the painter. It is reported that the
sovereign once stood watching him fromr behind
and then md::lmly grasped the arost by the beard,
exclaiming: “You are one of the old Immortals in
this world!" thus manifesting his- admiration -2
more spontancous than respectful manner,

The best known picture by Chung L {repro-
duced in Kolka 318 and Pageant, p.532), is a skilful
ymitation after Hsia Kuei representing a man
seated on 3 mountain terrice viewing 2 water-
fall on the opposite side of a misty gorge. It shows
how effecuvely the Ma-Hsia patterns could be
transmitted by 4 gifted painter at the end of the
fifteenth century. He may also have done pamtings
with more individual character, because we are told
that he used to sit in his studio warching the cffects
of mountains and clouds; then, when inspiration
arose; he would grasp the brush and paint.

The more ordinary level of the Ché-painters'
trangformations of the South Simg models is
illustrated by two landscapes in the Chicago Art

! ¥ii-chien tnn-ua quoted m Clamgdun fisa-shil to-t="vi-tien,

1 Froug Cledaapaning fi-chil,

 Thr picrore, which ivin the Hashimoto collectinn, in Tekatiaki,
leas By publidhed in s separate albmm by Hakubondd,
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Institnte representing Summer md Winter 1e-
spncu'vél}‘_. They are signed by a man called Hain
K'uei who, however, is only a pale shadow of the
famous South Sung master Hsia Kuet !

Wang E, ez Ting<hib, was 3 mare important
painter who transmted models by the Hngchou
academicians in an excessively bold and crude
manner. Yet he stood mgrear favour at courr; the
emperor Haao-temg wsed o say: “Wang E is the
‘Ma Yitan of our time",

“In the Chéng-t& period (1506-1531) he was
made an ofhcer of the mpenal guard, bur he fell ill
and asked leave to retum to his hame ar Feug-hua iy
Chekiang, There he lived to the age of 80, and the
streigth of his brudt inéreased with the years. He
prepared hinselfa tomb o the west of the ey, sok
farewell of Ins family, arranged the funeral proces-
sion and led it to the place, whence he never
returned.”

Among Wang E's imitative paintings may be
mentoned the typical picture i the Ko-kimg
collection whicl represents 3 man, walking over 3
bridge, followed by his servant wath 4 donkey,
while his friend is awaiting him in s pavilion on the
rocky shore (PL156). Angular pnes and leafy trees
bend down from. the shore: steep mountains rise in
the hackground through 3 misty atmosphere. The
composttion & a fme expoment of the Ma-Hsia
School (it contains elements from both masters} and
1t is exccuted in the proper South Sung style with
rich ink and 2 sqqueezed brush. It 15 as such a school
work of historical interest with very dight individual
character. Pictures of this kind seern o huve been
produced m great numbers by Waug F and the
other Chekiang paintess.

A more mmporant example of his belonged
formerly to the Maeda collection in Tokyo. I
represents Snow on the Mounwains and strong
Winds, The composition is buile up of sharply<at
and fisured mountains and wll pmes with jerky
branches, Travellers and woodcutters an o witsding
path are advanemg slowly against the wind. The air
is cold, the waterfall i« frozen and there are patches

af siow on the momtin side. The brishwork s
encrgene, almost crude, suggesting the mgulatity of
ice. The "wrinkles' on the stomes and cliffs arc made
accordimyg to the large “axeut smethod, and the
bianches of the rees form & nigzag of angular nes,
The Ma Yiian manmer is here exaggerated or strained
beyortiad its matueal limits and has thus lost something
of its proper beauty and halance.

The painters who fallowed in the footsteps of Tai
Chint and Wo Wei were numieros, ndesd, too
many to be completely emumenated here, mmd n
addition to the recorded painters, there are nota few
pictures i this well-ssmblished style with no signa-
ture; 28 pomnted out above, of inscribed with namis
thiat are not tecorded. T the last groop belongs a
very beautiful pictire m the former East Asiatic
Museum in- Berlin, ting & Rainstorm and
provided with the sigmature Lheen, and the seal,
W shilt Hsien—chow, which may be taken to mean
that the pamter’s name was Wit hsien, and his t=i
or g Huien~<how, The name is noe tecorded i aty
of the Chinese chronicles, bue the picture should
remembered 25 ane of the miost vigomus renderings
of 2 minstorm, a monf that scems to have artraceed'
special intercst among pamters of the Ché as well as
the Wu schools, such gs. Chou Cli'én and Hich
Shib-ch'én (PL1s7), Wu Fhsien’s picture gives an
almost compelling impression of the sudden violence.
of the wind, which is tearing the leaves from the
tices, washing agamse the chiffs and bartermg the
wives of the rocky inlet wheee 3 man is working
hird to bring his boat with 15 two huddimg
passengers to salety,

Among the anonymous pictures of the same group
may be mentioned a lirge landscape in the Freer
Gallery, represeuting a man in a boat, poled along
by s seevane m quier water at the foor of o cliff
with 3 lige willow spreading out in plumy
branches. e is painted with thinner, mote watery

"Only the G chatacer of the pame (Hits) i the same; the
sweond charyeter b diffivently wiiten and prooounced,

* Fromn Fng-hmt bisicoechnh (quored i Kok, sheshar oo, wol. X1,
Cf. the smila sy bold oF the pumter Shih Chomg
Martking.
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ink than W l-hsien”s Rainstorm, in 1 manner which
is more like that of Chang Lu. This mther popular
artist, whose 124 was T ien-ch'th and hao P'ing-shan
(e.1464—1538), was one of the few men of this group
who did not come from the South. He was bom in
K'ai-téng (Ta-liang) and whereas “the Northerners
appreciated Chang’s pantings like jade-pi, real
connoissenrs thougle that his works were not of the
refined class”, In the Ming-tma hu it is said that “he
followed Wu Wet's manner in pamnting his figurss;
they were strong and vigorous, worth looking ar,
although winemg in freedom and beauty”, In his
landscapes he took Tai Chin 25 3 model. Most of his
works consist of sketchy landscapes: cliffs projecting
into the picture from onie side and bending over
streams, or lirger waters where fishermen are
working with nets or cormorants, They are effective
in a decorative sense, composed of broad muasses of
light and shade and execured with a Auent. brush,
bur this can hardly prevent an impression of
emptiness,

Chang Lu is a pamnter who has always enjoyed
more gppreciation in Japan than in China as is proved
by the fact that his best works are found in Japanese
collections. The most famous among these is the
pictare in the Gokokuji collection which represents
a Fisherman throwmy lus Net from a Boat. Tt may
well be clled a lucky cast, because it holds a place
quite distinict from the rest of the pamter’s prodic-
tion, nor has any other aretst of the nme accom-
plished anything of equal merit. By hus use of lighe
and shade and the position of the figures in the
gliding boat (where the fishermuan is on the point of
throwing out his net) the artist has fixed an impres-
sion of a single moment in the mfmity of nme and
space 48 swift and volartile ac the touches of Tus fuent
brush (PlLrs$).

The general charactéristics of Chang Lu's manner
of painting and composition may be observed in a fir
number of picrares, whether signed with lus name
or unsigned, in which certam typical elements and
patterns are repeated with varistions, e.g. sithouerted
(partly overhanging) rocks, jerky trec-branches

ruffled by the wind, gliding boats with fishermen or
wravellers poled across the river, a rainy sky and grey
water, adding up together to impressions of drean-
ness and monotony

In the Mimg-hua lu Chang Lu is mentioned again
in the biography of Chiing Sung, The two painters
are grouped together wath C!nmg Li, Chang Fu,
and Chéng Tien-hsien, and it is said that they
“all followed quite reckless ways and were con-
sidered depraved students™, which probably refers.
to their manner of painnng rather than o their
personalities, They pamted with a comparatively
dry brush m 3 “coars¢ manner”, carmg less for
structure and exactiiess of detail than for arrested
movements and broad decorative effecs. Chung
Ch'm-li's remarkable personality was already men-
roned among the followers of Wu Wei. Chang Fu,
tzil Fu-yang (b.1410, d.1490), scems to have been a
painter more closely connected with the Yiian than
with the South Sung tradition, if we may judge
by the handscroll in the Yiarinkan collection
Kybto.*

Chimg Sung, hae San-sung, was probably the
most charactenisnc representanve of this group m
the Wu Wei following. According to the Ming-hua
lu, **he liked to work with scorched ink and a dry
brush, which was the fashion of the ttime, and his
brushwork was rough and careless, unrestramed by
rules and measures”. This characterization is illus-
trated by several of Chiang Sung’s prescrved works;
they look like weaker or paler versions of Chang
Lu's paintings, somenimes with reminiscences from
Hsia Kuei’s, as may be seen i the landscape with
fishing-boats belonging to Nanzen-ji in KySto.®
Among his minor and more attractive works should
be remembered the four pictures mounted in the
form of a scroll representing The Four Seasons,
¥ Four pictures by Chang Lu are reproduced in Shimbi Ttk
valiny, i 15 160 two itt Kokks, 183, 379 ane in Kueliorg
st el XVIEL ewo m the Nankmg Exhibinon catalogue,

etc. Thers are two platures i the Froor Gallery representing
Hshwersiieny withi corrmismrs, which lhetrate the Chang L style

8 OF Yarineaiben, 11, and TieR, p.3oo.
& Shomib, vol 1L



140 THE MING PERIOD

formerly in the Berlin Museum. The scasonal
characteristics of these views are not very cvident,
except in the case of the snow—<lad mountaing of the
winter scene. The summer view s characterized by a
luxuriant bamboo grove which almost hides the
little hur of the scholar, whereas sprmg and autaomn
are illustrated by more indifferent yiews of moun-
tains, water and lurge trees. The flimsiness of the
tattered trees in the autumn view 15 quite characteris-
o of the structoreless manner of the decaying Ché
school [PLiso).

None of the landscape-painters who at the very
begmning of the axwenth century (and shordy
before) followed in the wake of Wu Wei reached a
very high artistic level. They were, as far as re-
carded, professional painters, not men of letters or
officials, and they were not necessarily all active m
Chekiang; some of them did spend some time in the
capital, others at their native places. Yet they are all
plxﬁibymmhmimmmﬂm{.hﬁmhﬁnl
because this “school”, or current of style formed the
ward or stronghold of the academic tradirions
surviving ever since the South Sung period n
Hangchoy or thereabout. They followed certam
well-known principles of design and brush which,
however, with the pasing of time grew coarser and
slacker. Some of them contributed new elements of
pictorial expression, others contined the old
patterns. more closely, but they all found their
guidance . formal prmciples which had been
developed and perfected by the academicians two
hundred years earher m Hangchou, These formed
the vital nerve or indeércurrent i the artistic efforts
of the national renaissance at the begmning of the
Ming period, when the imperial academy was re-
established snd the painters as far as possible were
brought under the restrictive protection of the
mpﬂ'{ﬂ“.

It would be misleading to align the academy
painters and the members of the Che school, yet
they had much in common, and when the Academy,
after the Chingté period, lost its pracrical im-

portance (even though it may still have existed
formally), the stylistic carrent known as the Ché
school began to dry up. Although there were still
painters who continued along the old tracks of this
schoal, they were hardly more than stragglers wath
no ahility to infise new life o the old ideals. The
creative impetis which during the past generation
had found expression in the warks of some of the
leading masters of the Che school, was absorbed by
other minor local schoals, which will be named in
later chapters,

It is interesting to note how Tung Ch'ich’ang
on¢ of his attempts at systemanzation in Hua Yen,
cxplained why the Ché school lost is importance
or ceased rather early. He pomts to the face that its
name and formal composition were not in agree-
ment with the individual origin of some of its later
adherents (who, as pointed out before, came from.
vatious provinces). And in speaking about the
correspondence between the characters (tempera-
ments) of the pamters and their manners of pamting,
he emphaszes the necessity for artists to keep in
touch with their respective home provmnees.

He enumerates the four great masters of the Yiian
period, who came from Chekiang and Kiangsu,
“their pictures contamed the spirit (breath) of the
rivers and mountains (of these provinees), whi
changes with the seasons, Tn the present dynasty the
onily famous man from Cheldang was Tai Chin from
Wi-ln: he was chief of the Ché school. (1 do not
know whether Chao Méng-fu was from Chekiang.)
If the Che school decayed, it was not because it
became addicted to sweemess, awkwardness or
vulgarity, but because there was no longer any
relationship berween it and its native provinee.’

Thas may be essennally correct; yer it should also
be remembered, as pointed out above, that the Ché
school was based on an historical rather than a
geographical orientation; it had served from the
begmning as a support or an ally of the Academy;
when this instirution. lose ity practical importance
there was no need for a suppornng ally.
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Painters of Figures and Birds: Lin Chiin, Wang Chao, Lin Liang, Lit Chi,
Chu Tuan, Tu Chin and Hsi Lin

The ahmr-mmumcd artists were pré-cminently

_ but there were others followng
the same trend of style who specialized in figure or
in bird-pamnting. Some of them followed in the wake
of Wu Wei, who was no less appreciated a5 a
figure-pamter than for his landscapes. A close friend
of his was Kuo Hsil, tzii Jén-hung, hee Cliing-
k'uang (b.1gs6, d. after 1526), who was widely
known and esteemed as a figure-painter. It was said
that pictures of his were worth a hundred pieces of
gold. When the foremost painters were summoned
to court i the Hing-chih epoch (r488-1505), he
was one of those who answered to the call and
sertled in Peking. The rebellious prince Ch'tn-hao
tried to entice the paimter into his service, but Kuo
Hsii sided with the opposite parry, headed by Wang
Shou-jen, thus revealmg his noble nature. The only
picture known to us represents Hsich An, 2 very
substantial genitleman of the Chin dynasty, with his
theee concubines.! The picture s executed in a
tmanner remmding us of Wo Wei's jerky drawing,
and it is difficult 1o see why the artist of such 4 piece
should be so highly appreciated, though it is enrer-
tsining s an illustration (PL160).

TLiuv Chiin; =i T'ing-wei, was another cours-
painter in the Hung—chih epoch, receiving, oo, an
appointment as an officer m the mmpenal guard. He
secmd (o have specialized in large figures, Tacustic
characters and lisien-jén, often represented with a
touch of humour, Most of his works are i Japan,
where his st became highly appredated and
excrcised a considerable influence on the formation
of the Kano school. As examiples muay be quoted the
two ' large pictures i the Natiomal Museum in
Tokys representing Han-shan and Shih-2* (PL161),
but there are other more auractive specimens of s
art in privage collections, for instance two pictures
formerly in the Matsudaira collection illastrating

pocms of the Tlang period. One is a farewell scene
referring to some lines by Wang Wei: “I bid you
tike anotha glass of wine, &br'pnuwﬂl find no
friends beyond the Yang-kuan Pass”. The scene
mkes place on 2 spring morming ousside 2 small
pavilion, the mule 1s saddled and the departing man
is receiving some farewell gifts from his friends. The
other prcrure shows the poet 1a Shé arniving at his
friend Yiian T ai<h'u’s pavilion situated at the foot
of high mountains and is said o have been inspired
by the following lines of the poet: "I walked two
miles over hills and streams and passed across the
bamboa forest to reach dus place of an Tmmertal™.
The pictures are close literal interpretations of the
text, but convey no suggestions of its poerry.?

Wang Chao, tzil Té<h'u, heo Hai-yiin, from
Hsti-ning in Anhui, is said to have followed Tai
Chin in his landscapes and Wu Wei in his higure-
paintings, finally arriving at a stage “when he simply
expressed his own genius”. According to his bio-
graphy in Wirshéng shili-shil, he must have been
quite @ romantic genius, He used to sit for days
watching the changing efféects of mountains and
clouds: these were lis real masters, as istmpliod in lus
own saying: "My brushwork floats and sails like
the clouds, that is why I call myself Hai-yiin (Sea
Cloud)"”. We are also told about his adventurous
Jjourney in a ship which was captured by pirates and
how he managed to escape by amusing the pirates
with lis art and then muking them completely
drunk. The story bears witness o his wit and
temperament as well as to the realistic expressivencss
of his art. Wang Chao's preserved works, which
agamt are more common n Japan than in China,
show him as 4 rather eclectic follower of the Ché
LR st b, val XY,

* Tosw, ppa3v= 393
% Shimbi, (ML
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school. He isno longer accorded a place in the front
row. The same may be said of Ch'én Tziv-ho; lae
Chiu-hisien, who is pracrically forgoten in China,

but sall apprecisted in Japan, parnculardy a8 a
hird-painter, owing o his large picture of two
pheasants in the National Museurn m Tokyo.

The greatest master of bird-painemg 1 mk was
Lin Liang, t=ii I-shan, who came from Kuangtung,
No definire dates as to hus birth and death or exact
penod of his activity are known, but it is genetally
assumed that Lin Liang was called to serve i the
palace i the T'ren-shun cpoch (1457-1464), In the
Ming-hua lu it is stated that he was recommended to
the emperor Hstuo-mung (1488-1505), who ap-
pointed lum an officer in the imperial guard. His
style is described int the sime work as follows: “Lin
Liang painted birds, flowers, and frums in colour
very skilfully, in a refined manner, using ink only
for mist and waves with flving and feeding wild
geese, which he painted very smoothly and clearly.
His rrees were done with strength like grass-wnting."”

Nowndays Lin Liang is known mainly through
tas mk-pamtings done in 4 somewhat restraned
fisieh-i manner representing eagles, buzzards, cor-
morants, and wild geese, usually on the point of
moving or restlessly Happmg their wings; bur he
also painted fantastic crestures like the Fing bird.
He reached lus greatest arnstic triumphs m repre-
sentations of birds darting through the air, for
instance the eagle chasing 2 magpte m the Ku-kung
collection,” a picture which conveys ati impresion
of speed and strength at the highest tension: the
kingly hunter is swooping on its prey, strerching out
one long wing, while the magpic Hutters down
screaming with fear (PL163). If Lin Liang had lived
in @ later age, he might have been a good painter of
agroplanes arcling and soarmg through space.

In a large picture belonging o the Sokoku-ji
(temple) in Yamato province Lin Lung has repre-
sented the legendary Féng bird meall its glory with a
tal of a single peacock feather twice as long as
ieself. Itis seen mainly from behind, standing on long
legs on # projecting cliff, its head tumed towards the

sun with the proud and ostentatious air of an imperial
consort greenmg the laminous symbol of her master.
A few slender twags of bamboo are visible by the
chiff, but most of the backgronnd is filled with
vaparous clonds adding an empyrean note to this
magnificent mransformation of 3 common bird-
symibol into a strikingly dicorative work of art
(Pl 162),

One mav be miclined to crincize Lin Liang for his
rather too sweeping or volatile manner of represent-
ing the vanous m—tﬁthbfﬂglml motfs, bur i should
at the same time be admitted that few Chinese
pamters have been able to the same extent as he to
canvey with some rapid strokes of the brush the
speed of the swooping eagle, and the alesmess of the
proud Féng bird, His brushwork has an individual
quality that gives him a distmction of his own
outside the school traditions; stylistically he is
neither of the Ché nor of the W schoal, buot 1 man
of mdependent talent of southern ongm who for a
while was drawn into the circle of the court pamters.
Fiis art was hardly fitted to satisfy the official taste,
and very little is told abour his personality in the
records, yet 1 issaid, with good reason, i Wi-tliéng
shih-shih, that his brushwork was vigorous and free,
like grasswriting, and amazed people. He was,
however, a rather uncven painter, most successful
when painting most spontaneously in an abbrevi-
ated manmer, reminding us of Pasta shan-jén and
other expressionistic masters active at the end of the

Li Chi, the other famous bird-painter of the
Hung-chih epoch, is often named together with Lin
Liang. They must have been practcally of the same
age but they had nothing in common a8 artists
except some of their motfs. They both painted
birds, but whereas Lin Liang represented mainly
eagles, hawks, crows and their wild companions, Lii
Chii kept to- domestic birds and water-fowl which he
painted in coloar with great refinement, Like quite 3
bew other professional painters he came from
Ning-por and was highly skilled as a wechnician.
¥Rk ihadivg elit, wall,
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According to Ming-shan (s'ang, “in his youth he
studied the famous works of the Thang and Sung
etas and combined the mierits of all the great masters.
Iu the Hang<chih epoch (1488-1505) he was sum-
maned to the palace and developed a more refined
manner. His grass and trees, flowers apd birds
seemed alive and moving, his strears, stones and
waves were all perfectly rendered with their effects
of moisture 2s in pature, He was promoted to the
rank of an afficer in the imperial guard. Whenever
he was summoned to paint betore the emperor, he
alsn used the occasion to offer some moral advice,
~which often made the emperor Hsiao-rsung remark:
"L Chi is not only a painter, he also knows how to
admonish the emperor”™.

Lii Chi was evidently by natural inclination as
well as by training an eclecnic; capable of painting
not only colourful birds and fowers, bur alsa kmd-
scapes and illustrative compositions, sometimes with
a moral impart. His figure-paintings are, however,
nowadays lost or forgotten, while bird-paintings
ascribed to Lii Chi are more abundant, though too
uneven for a smgle high-class pamrer, The explana-
tion of this copions production i Lii Chi's manner
seems to be that he mn 3 large workshop and
employed assistants of various grades of merit to
meet the demands for decorstive bird and fHower-
paintings, commonly used as gifts on New Year's
Day or on other festival occasions.

The pictures of this type are too well known
need closer description, and as they are mostly
executed in nch colours thewr decorative effect is
striking. The most attractive are, however, not the
paintings which show the richest display of colour,
but the compositions in which white birds — swans,
egrets or herons — form the principal motif. As an
example of this class nay be recalled 2 preture
existing in two almost identical replicas, one in the
Boston Museum and one in the Freer Gallery, whiel
represent nine white herons gathering on a river
bank and in the branches of 2 willow (Plidg). They
are singularly elegant and are represented ina variety
of ‘graceful postures forming, together with the

reeds and the branches of the weeping willow, an
exquisite design. Lii Chi was probably responsible
for this, as is indicated by the maditional aterbu-
tions, but 1o what extent he actually executed the
different versions of the pamting is difficult to tell.

s the picture of two white swans in the Honolulu
Academy, which has Lii Chi's signarare, the birds
are remarkahble for their menile quality rather than
for any grace or agility; their voluminous bodies are
clothed in soft down and feathens, The composition
expresses repose and conjugal happiness, the female
bird twrming lier head to preen her wings while the
male looks up proudly with open beak.

More colourful birds like mandacin  ducks,
pheasants and peacocks are sometimes represented
amidst snowy rocks and trees which give more
brillincy to their colours. [ a picture i the Ko-
kung collection the pheasant is seated on a rock
under a bate tree covered largely with newly-fallen
snow. The face of the rock and the stream below are
painted in the broad ink manner known from so
many of the afore-mentioned landscapes. bue the
plumage of the large bird is rich in colour and
displaved with the technical refmement of a highly
competent court-painter (PL16s).

Lin Limng and Lit Chi bad no doubt many sklful
imitators and followers, but none of these seems to
have reached great prominence as individual artists
with the possible exception of Chi Li, =i Ju-ho,
who won some fame as 4 painter of chrysanthemum
flowerse It was said ar the tme that "Lin Lung
pamted birds, Hsia Ch'ang bamboos, Yo Chéng
grapevines, and Chi Li chrysanthemunis in 3 man-
ner like grass-writing™, but no picture of his has to
our knowledge been preserved. Like most of the
bird-painters who followed in the wake of the
above-mmtioned leading masters he was probably a
professional pameer with no official or personal
standing i the world of art.

More important from an artistic peint of view
than these men was Chu Tuan, =i K'o~chéng, hao
lch'tao, from Hai-ven, Chekiang. He it sometimes
mennoned among the followers of Lii Chi, and is
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said to have paitited birds in the style of the muaster,
His famie as an artist 1s, however, not based on s
bird and flowet-paintings nor on his bamboo-paint-
ings, which were executed in the manner of Hsia
Ch'ang, buton his lindscapes in which he followed
Sung academicians. He was an adherent of the same
general principles as the carlier masters of the Ché
school, but he did not lean on either Tm Chm or
Wu Wei; his style is more influenced by the academi-
cuans of the North Sung period, and he was highly
estecrned as 2 court-painter in the Chéng~té period
(1506-1521).

There is an excellent example of Chu Tuan'y
faculty of utilizing charscteristic elements of eardy
Sung rype in lus lindscapes in the National Muoscum
in Stockhelm. The central motif of the carcfully
clsborated design 18 formed by lugh cliffs which
abut on a wide river reaching far into the back-
ground. Old trees with bare branches and drooping
lianas streech out from the cliffs. The fishermen are
tying up ther boats; the scenery reflecss a quies
evening mood, the warm light being enhanced by
stight colourmg. The drawing of the mountains and
trees 15 evidently dene after the model of Kuo Hsi,
but the general effect is not so vinle or damanic asin
the works of the Sung master (11.166),

The picture i signed Chu Tuan and provided
with three of the pamter's seals, the first reading
K'o<hing, the second Hsin-yu chéng shib, i, the
Scholar summoned in the Hsin-yu year, which cor-
responds to 1501; the third and much larger seal at
the top of the picture reads Chlin-s2' I-c'iao 'n-
shu, ie. Scal (pictures and books) bestowed by the
emperor on the solitary wood-cutter. This the
painter had reccived from the emperor Wie-tsung,
but to judge by the indications contained in the
other seal, he was summoned to the palace as carly
as 1501, i in the reign of Hsiao-tsung. However
this may have been, it is evident that his art s most
closely conmected with that of the Hung-chih epoch,

Several charactensnic pamrngs by Chu Tuan
could be described, as for instance the mountainous
snow-landscapes in the Ku-kung collection, i which
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the wintry atmosphere over the grey water i per-
fectly suggested! (PL167), not to mention the well-
known lindsape in the Boston Museum, duted
1518, which represents a river scene in summer with
a philosopher meditating in & bost, while his servant-
boy is sleeping. The composition is old-fashioned,
but the execution is not so elegant a3 m the above-
mentioned picrure,

Among the lesser men active in the Ch'éng-tua
period along similar lnes to these of Chy Tuan
(without reaching the same degree of official
recognition) there were two mteresting painters
whose individual manness may be recognized in
some characteristic works, They followed, m s
generil way, the academic trend of the Ché school,
though neither of them came from Chekiang.

To Chin, whose t=t was Chitnan, mmd hao
Ch'én g—chu Ku-k'uang, etc., was bom in Tan-t'n
i suhurpmdmmtﬂ[huh&mth:capml
According to Ming-hud he was an uncommonly
gified and studious youth, who acquired deep
knowledge of the Classics and expected to enter
on an official career, but as he did not succeed
in the chin-shih examination (in the Ch'fng-hua
petiod) he turned 1o lirerature and arv and gradually
became known as a poet and a highly mlented
pamter. He painted every kind of subject, land-
scapes as well ag figures besides Howers, birds and
animals, and was praised in particular for his free and
expressive brushwork, Some ¢ritics sy that he
painted in the i or unrestrumed manmer, others praise
i particular his skill in painting which brings our
the effect of speed and lightness, with strokes that
appear “almost three dimensional™ ®

Of the two paintings by Tu Chin which were
exhibited mr Hui-hoa koan i Peking in 1054, one
was an intimate garden scene tecalling Wen Chéng-
ming’s presentatons of similar motifs (dated 1509
VOB, ahvidoiia e, wol XK, 2nul Tass, Pt

L0 Benramin March, Some Tockiodl Troms of Chivese Pwmfng
i, wlicre the e b ey explitid a3 fullowss “fd-pal,
ityng white, 4 method of brudywirk i whick the hairs of the
bruth are allowed to separase so that 3 stroke i not solid black
hut broken by sreaks ef mrouched ground”.
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and inscribed by Wen Po—jen), while the other —
ropresenting 4 Scholar writing on 3 Bamboo ac-
companied by & Friend — was a picture in the style
of Tai Chin, thus 2 typical product of tho Che
school.

There are other remarkable pictures by To Chin
in the museums in Shanghai (7) and Cleveland,
Ohio. The former, which 1s called Playmg the Ch'im
unidder a Plum-tree,! represenits again 3 garden scene:
the scholar 15 seated on 3 balostraded tormace at the
foot of an old plum-tree in blossam which is bend-
iy far out over the balustrade, carving and writhing
like a restless dragon. Two boys are preparmg tea, a
lofty moontain silhouetre fills the background. The
elements of composition may lead our thoughss ro
Ma Lin, but they are treated i a stll lighter and
more fleeting fashion than in his picrure (PL168).
The tre¢ in particular is remarkable for irs exceed-
mgly jerky, ot to say BErvous, growth. The picture
in Cleveland which represents a Man with 2 long
Staff wandering in the Moonhghe is likewise a sprmg
scene, because here wa the old plum-tree reaches
out with jerky branchesand blossom-beserewn rwigs
almost to the edge of the hills behind the figure, but
the mood is more restful, the tone more restraned.
To say that the artist has succeeded in suggesting the
sitvery lme of a moonlit night would be an exaggera~
tion, but he has certamly rendered the impression of
a transparently light atmosphere. Botl pictures arc
painted with 2 very senstive brush, though the
actnal “fiving brush™ is more noticeable i the
Former -case, whereas the latter picture 15 a rare
example of a transient atmosphenic effect.

Tu Chin was in spite of his adherenee to the
academic tradition a relatively independent pamter,
reaching out in new directions and thus prepanng
the way for a later pictorial develspment.

Hsii Lin wasa man from Suchou but lived mainly
in Nanking, His tzil was Tzii-jén, his hao Chin-féng
tao~jén and K'wai-vilan-sou. His precocions mtel-
ligence made it possible for him o pass the haiu ol
examination at the age of 14, and he soon became
famous for his skill in literary writing, vartous

kinds of calligraphy and painting. ““When the
emperor Wi-tsung travelled in the South, one of
his retainers showed him Hsil Lin's writings and
the artist was summoned to the emperor’s tavelling
lodge. Wu-tsung liked the man and went to see him
twice 4t his home® He presented the artist with
official garments of the first cluss and ordered him to
follow with the imperial cortige to the capital. He
was gomg to give Hsii Lin a lugh official position,

‘but before it was done the emperor died. The artist

then returned home and buile himself a study with a
garden to the east of the cty which he clled
K'uai-yiian (The Garden of Mirth).

“He was very fond of mmbling about and of
music (‘sing-song’ girls?) and used w0 make shor
songs to which he composed music in the old style.
When he was nor occupied m playing chess or
drinking wine, he ordered the servant-boys and girls
of hus houschold to play and sing; there was thus no
single day when he did not feel happy, He wrote a
book called Nanking clih {and several other books of
poetry, travels, linguistics, and ealligraphy). He
loved the beauriful scemery of Sung-chiang and
called himself Chin-feng tao-jén (The Taoist of the
Nine Peaks) and also the Old Man of the Garden of
Mirth (K" nai-yiian-soun)."

At least half a dozen of Hsii Lm's pictures are
known in reproduction. The carliest is dated 1514
and represents A Branch of a Peach-troe seen through
Clouds on the top of the Moon;? the latest, which isa
River-landscape with 2 Man in a Boar, is dased
1548.* Besides these there are five undated pantings
by him in Japanese collections. one representing
Chrysanthemums growing by a Rock and a Hare
below,® the others being landscapes illustratmg the
Four Seasons somewhat schemarically in accoedance

FReproduced i Gewr of Chiness Painting, wol. 1, plaz.

* O cne of these oecasions the emperor cup the fang beurd of the
punzee snd mads & mto 2 fy whisk, Cf. Cheeg-kes bl
£ ietlem,

& Y. KL ot o, vl XEL

¥ Slide ehiu, val XIX.

¢ Cf. Nangua, VoL,
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with academic models.! The dominating motifs ju
all these landscapes are steep cliffs which rise at one
side of the pictures; below them are trees of various
descriptions (sccording to seasom) :n:lﬁgums with
anccdotal significance, In the spring view Wang
Hsi~chih receives the much admired White Goose
from a visitor; m the summer view two fishermen
are resting under a willow on the shore while 2 boy
1s sleeping in a boat; in the autumn view there is &
solitary Aute player in 2 boat on a misty river; and in
the winter view some travellers are: arriving ar a
closed gate in front of 2 mountain cottage (probably
the messenger of Liu Pei arriving st the hermitage of
Chu-ko Liang in the snowbound mountains), It is
perhaps the most striking or effective of the four
scenes, though hardly the most beautiful; it is

pamted in the encrgetic but somewhat coarse
manner which may also be observed in some of Wu
Wei's paintings (PL169).

The two paimters were good friends; we are told
that Wu Wei once did 2 picture called the Two
Scholars in which he represented Hsil Lin rogether
with Shén Chow. The fact that these painters
followed gquite different trends of style and came 1o
be considered as representatives of oppasite schools
does not scem to have mmpered with their personal
frendship. To them there were no such barriers of
school manners as were mmoduced by later theorists
and used as prewmises for literary presentations of the
development of painting.

! The Four Seasons are reprodured m 786, pp.aofa11, They
wereat the nme in the collectom of Hira Kimnisd.



The Wu School

I

Introduction

Tue raisters who formed the first and decisive
riuclens of the Wu school, so called after Wi-hsien,
a part of modern Suchon, were psychologically
related ro the gentlemnan painters of the North Sung
period. Their amitude towards the work of the
patiiter was practically the sime, They were, a3 2
rule; not professional painters and did not make a
living by their art. Iu most cases they gave away
their paintings quite freely to friends and amareurs
esteemed worthy of them, and lived either as
hermits on 2 mere pittance from their families or
from an meome from other occupations which they
exercised independently of their skill as painters.
Most of these men were members of families with
scholarly or artistic mterests who from their carliest
vears were steeped in learming and cultural pursuits
which provided an mvalusble foundation for their
later artisuic actviry. They were usually promment
as culligraphers, prose-writers, or poets and won in
these ficlds a reputation often surpassing their fame as
painiters, It is recorded about more than one of them
that they regarded painting as the lesst important of
their artistic accomplishments. Painting served them
mainly as a symbolic language; their worksare most
significant when they are most sponmneous and
untrammelled by attempts at exact representation;
then they have the character of poetry, or creative
thought conveyed by pictonal symbols. The funda-
miental correspondence hetween writing and pains—
g noted in our Introduction became thos again
more emphasized than it had been, for mnstance, m
late Sung paintmgs (of the academic type), and it
alto found expression in the gradusl growth or more

frequent occurrence of the poetic inscriptions - the
so-called £°-pe — or colophons - on the paintings,
This increase in the mscriptions had been mavgu-
rated already (asnoted in 4 preceding chapter) on the
works of some of the great hndsczpc—painmn i the
Yiian period, but it was now camried much further
notonly by the pamters themselves, bu also through
the co-operation of friends and admirers,

Such was the psychological background of the
‘Wu pamters, the common fertile soil in which they
grew, but if we consider them from a more formal
stylistic point of view, we have 1o admit that they
were by no means all cast in the same mould; on the
contrary, they show marked individial differences
i their manners of expression, their brushwork and
compositions. They are as a matter of fact more
varied and differentiated than the painters of the
Ché school, who kept rather fithfully to certain
modils or patterns of style. The fact that they may
be classified as poets or romantics (in the broadest
sense of this word ) does notimply thatthey followed
a well unified broad current of style. It is, therefore,
rather misleading to classify them all under one
common stylistic denomination as was done by
Tung Ch'i~<ch'ang and 4 long row of his epigones in
the Far East. Without entermng into formal analysis
or giving ordered statements of the inspiring motives,
they have included practically all the Wu paimnters in
a stylistic network which they all the Southem
School. The origm and significance of this sweeping
term will be explained in a later chapter, and we
shall find on examination that it is something of a
misnoiner because it is used to signify a certain style
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of pamting which s not common to all the painters
from the South — 1o thoss of the Ché a5 well as of
the Wi school — nor does it apply exclusively to the
onc or the other of these rwo schools. To place 2
sign: of equility between the Southern School and
the Wu school is more confusing than illimmanng,
because while the second term is 2 designation with
a strictly local sense for a somewhat mixed army of
painters from the same nesghbourhood, the first

term, {.e. The Southern Schoal, was intraduced by
Tung Ch'i-ch'ang as the name for a rather defimite
current of style with no geographical imirations at
all,

We mention this here simply because it is so often
wsed in the charactenization of the leading Wu
painters, hut owing to its vagneness and ambiguity
we shall avoid it as far as possible in the followang
discussion of this school ol painting.

Shén Chou and his Following

When Shén Chou i placed ar the head of the Wy
school, as has been customary in Chmese descrip-
tions ever since the Ming period, it does not mean
that he was the very first representative or founder
of a new artistic movement, but simply that he was
the dominating personality among the carly painters
of this school. He exercised the greatest influence on
the younger gencration and remained for more than
a century the guiding force within this current
which formed the most progressive movement
within the large assemblage of Chinese painters, 1t
seems consequently tight o give 3 more detailed
sccount of his life and activity than we have given of
Shen Chou's life is recorded by several authors,
most extensively i the Wi-shiéng shibh-shil and in the
Ming—shik, and although these sccounts partly deal
with the same events, it may be of interest 1o quote
certain sections from both because the biographical
materials are somewhat differently presented. The
following paragraphs are from the Ming-shik:
“Shén Chow, t2ii Ch'i-nan, was bom in Ch'ang-
chou (Suchou) (1427, dasoo). His grandfather
Ch'tng was offered an official position (in the
capital) in the Yimg-lo period, but did not accept it,
He built himself 2 studio which he called the West

Cotrage, and there he received his goests with wine
chung-ying(?). His unclé Chéng-chi and his father
Héng—chi lived as retired scholars and built them-
selves 3 bamboo studio where they used w study,
compose poetry, and to paint, Even the servants of
their housthold could apprecate licerature and
calligraphy. Ch'én Méng-hsien, son of Ch'én Chy!
was the first teacher of Shén Chou.. .
“When he grew older he tead every book (he
could get hold of), His literary style was like that of
the Tso-chuan; i his poems he immmated Po Chii-i,
Su Shih, and Lu Yu,? in his calligraphy he followed
Huang T mg~chien,* and in all these arts he obrained
the admiration of the whole world. But he was most
skilled in painting; and has been represented by the
eritics as the foremost in this are in the Ming period.
“The governor wanted to introduce him as &
candidate for official service (hsien-liang), but Shén
Chou consulted the I<ching and found there the
advice to wathdraw, uently he decided to
stay in retirement. He lived ar & beautiful place laid

' A local painter, unknown excepe as the weacher of Shén Chou,
“Lu Yo (reaseazog), 3 skilled findratenr and poct of the South
Saug pesind.

* Homg Ting-clnen (1050-1110), the frend of Su Shil,
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out with watércourses, bamboo groves and pavilions
around a palatial residence, and cverywhere in the
house there were books and antique bronzes.
Famons scholars from all over the comntry came to
visit him. His virtuous cliaracter and literary talent
were, indeed, beacon lights of his day."

The story of Shén Chou’s life is wold in more
detail, though in still less consecutive order, by
Chiang Shac-shuin Wu=shéng shih-shik:

"“Shén Chou, tzd Ch'i-nun, e Shih-t'ien, was
commonly called Master Shili-t'ien (Stone Field).
His grandfather Chien—an (Ch'éng) was a retired
scholar and famous as a peet in Chiang-nan. Shén
Chou continved the scholarly madition of die
fanuly and was an excellent student. He read every-
thing from the earlicst myths and legends down to
the miscellancous records of later dynasties. Worldly
affairs had very little atraction for him, he rather
passed his time m contemplation of mountains and
streams and in absorbing (gathering) the shapes of
the clouds. He composed poems and revelled i
‘pamnting simiply for his own pleasure.

“As a painter he followed in the footsieps of the
old masters from the Chin and T'ang down to the
Sung and Yiian dynastics and came to know them
all. Tn his landscapes he followed Tung Yiian,
Hluang Kung-wang and Wu Chén and acquired a
reputation of being superior to the old masters.
Wang Yian-medit said; ‘Mr. Shih-tien was the
foremost painter of the present dynasty’. Wen
Chéng-ming said: "Our Shik-t'ien s one of the
Immeortals’.

“He was kind 10 everybody, but thers were few
to whom he opened his heart completely. His most
intimate friends were Wit K'uan ® vice-president of
the Board of Civil Office, Tu Mu,* president of the
Board of War, Wén Lin gavernor of Wen-chou,
and his san Weén Chéng-ming (the pamnter), all men
of noble canduct, inspired by the spirit of antiquity,
pure and upright like gold and jade. Wén Chéng-
mmg became his pupil.

“When his father died he discontinued his studies
for examination and official carcer. His filial piety

towards his mother was so great that wherever she
went, he accompanted her and carried water along
fm'h'r:mr.s}mrcuhndthz:g:oﬁhnmr 100 years.
Whenever there was somebody in distress in his
neighbourhood, }wmpnadlus}mmmmtllbﬂni!y
and helped the man with money. On cold winter
days with sleet and snow, when he saw that theee
ware chimmeys along the road which did not emit
smoke, lie called his servants and ordered them to
carry food (grain) to the people, remarking: ‘I
should not only fill my own stomach”,
*Once he paid a high price for an old book and
lefr it visible in his seudio. It attracted the attention
of a visitor who asked him: *Where did you get this
book? Shén Chow said: *Why do you ask thae?’
The guest replied: T hope you don't mind, if 1 tell
you that it is my book; I lost it some time ago and
now I 'find it here. If T can know where you got it, |
will make further inguries” Shén Chou said: 'Is
there any mark in the book?' The guest replied:
*You, T 'wrote a note on a certin in the book:
maybe it is there’. Shén Chou opened the book and
found the indication correct. Without further ado
he closed it again and handed the book back 1o its
owner, but did not give: the name of the man from
whoin he had bought ir, nor did he blame the person,
“He did not like to stay in the aty bur buile
himself 3 small house putside the wall, and there he
received his intimate frends. But if high officials or
noblemen came along in their carriages to pay hima
visit, he refised to receive them with the following
excise: "t isa long time since I wore the official cap
and robe. T am now 3 recluse and would only defile
your com .
“Whenever he went to stay in hiscottage (by the

! Wang Shih<héng, ¢of ¥ilan-gne {lj..n&-ug;l a2 Binous
puiriat, poet and official.

AW Klitsn {14351 50g), Gunouy writer, official and teacher of
the émperor Hidso-twong,

*Tu Mu (Lg1o-3425), prominet official and wiiter an anti-
guitics. hiory and prograpliy; alo a poet ond 3 wodemt of
I-<hing.

f WenLan (dgs—tam). Imown particularty dooigh lis skill by
donnanon besed oo 3 widy of Edune, Published several books
and was promored to high officnd pontiom
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city wall), people from far and near told each other:
‘Mr. Shén is commg'. And chere was s0on a clankmg
of boats on ths river and a throng at his door,
Everybody asked him for 2 poem or a picture; and
he gave all of them wu'yxhinglhr.}'wismnd.mﬂut
'Erjl'ﬁm‘.! went away

Whmhchadp:mdmd&]::gcmd&gmto
grow old, he withdrew from the world (suppressed
his sound and hid his shadow), his only fear being
that he could not do it completely. The govermor
Wang Shy from San-yiian did his utmost to attract
Shén Chou to his office in order to obrain some
advice from him i political marters, bue Shén Choua
simply refised 1o come. The next governor, Pleng
Lt, read his poem on the Hand-mill and found ir
deep and significant. He again mvited Shén Chou
at various times but the artist did nor accepr the
invitations. When the governor fmally by his com-
mand obliged Shén Chou to come to the office, they
sat together talking for the whole day to the grear
satisfaction of the governor; but when he wanted to
keep the artist there permanendy, Shén Chou
bowed decply and said; ‘I am a worthless fellow,
not good énough to be your servant {ox or horse).
In addition to this you should know that my old

maother 18 so weak that she comnot move wathout the

assistance of her son; therefore 1 hope that you will
feel pity and let me go, so that | may return home,
and the lives of my mother and her son may be
saved. Ie would be the greatest kindness you could
show me." The governor sighed and consented.
“Later on there came a governor called Ts'so who
buile a new office and wanted 10 have it decorated
with wall-paintimgs. He sent out 2 call for painters.
A man who wanted to insult Shén Chou sent in his
name, and thus the artist received the commund o
do the work., When the messenger came with the
arder of the governor, Shén Chou said: ‘Don’t
frighten my old mother, simply tell me whar 1
should paint and T will start on the work carly or
late without delay’. Someone said ro him: “You are
disgracing yourself with this job; you could ger out
of it, if you applied to a lugher official’. Bur Shén

Chou answered: *No, it is my duty to do the work
and no disgrace. It would be more of a disgrace to
apply to 2 higher official.” Then he went to work in
deep secrecy and finished his part before the other
painters. The governor Ts'ao vever saw him before
he left for home agam,

“Some time afterwards the governor went to the
capital to pay his respects to the emperor, and there
he met officials of the same rank who asked him: *ls
Mr. Shén in good health?’ He snswered vaguely:
“‘He is quite well’, When he met the prime minister
Li Tung-yang this gentleman asked: *Did not Mr.
Shén send me any lerter? The govemor felr very
surprised and said: “Yes, but I did not bring it along:
1 will bring it later’. Wherenpon the govemor
hurried to the office of the vice-president Wi K'van
and asked him: “Who is this Mr. Shén and what is he
like?” Wu told him all about Shén Chou, and said
that he was so famous at the:courr that even noble-
men and high officials did not equal him, The
governor Ts'ao satd: “Whar shall T do?’ Mr. Wu
answered: 'L have many of his pictures; one of them
may serve as a substitute for a lester. You might say
thar Mr. Shén was ill when you left and could not
‘write a letter.

“Governor Ts'an then scolded the men i his
retinue, and ordered them to start for home, telling
them, however, that before they returned to the
office they (he) wonld pay 2 visit to Mr. Shén. When
they arrived at the house of Shén Chou, he came out
véry kindly 1o meet them and said: "The door of my
dwelling is very low, not worthy of such noble
guests’, Govermior Ts'ao bowed ceremoniowsly and
asked for a peasant’s meal; as soon as he had eaten
the food he withdrew. But Shén Chou went to pay
a return call ar the governor’s office in order to
expross his thanks,

“Shén Chou was a superior artist in comparison
with both ancient and modern painters. He was
upright and mdependent, loved his parents (during
his whole life) like a child and stood in every respect
above common men,”

The biographical accounts of Shén Chou's life
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make it evident that the great fame which he earned
among his contemporaries was based on his life and
persanality as 2 whole and not only on his genius asa
painter. He was the perfect example of a scholarly
gentleman, high-minded and noble-hearted, learned,
and accomplished in all the arts; and yer very ssmple
and genmine in his daily life as well as in his painting.
Wang Ao, his contemporary, who praised Shén
Chou both as 2 poet and a painter, temarks: “Al-
though he was superior to everybody else, yer he
was kind to all; thus when pedlars and shepherd-
boys brought him paper (asked him to paint) he
made no difficulties, and when people brought him
imitation pictures asking him to sign them, so that
they would become saleable, he did not refisse to
satisfy them,™ He was never dlassified us a profes-
sional artist but as a Bermir or gontleman pamter
who made his pictures as well a8 his poeins o
express his heart or satusfy the people whe were
beseeching him, and whatever he did reveals 3 note
of smeerity which 1s very appealing.

Shén Chou's artistic - development which, as
pomted out by the biographers, was begun under
the guidince of his father and his uncle is further
described by some contemporary and slighty
younger critics, Wang Shih<héng (1525-1593), pér-
haps the most cmment connosseur af the time,
writes: “He knew thoroughly (could get in and our
of) sll the fumous masters of the Sung and Yuan
dynasties, but Tung Yiian, the monk Chii-jan, and
Li Ch'éng made the deepest impression on his heart,
He developed their manners to some extent, accord-
ing to his own ideas, and if one takes his most
successful works, it must be admurted that they are
not mferior to thine of the old masters,"®

His skill and versatility as an imitator of the Sung
and Yilan masters is often praised and also illustrated
by many of his carlier pamtings, though it would be
wrotig to inagine that these are Githful copies; they
are free renderings or transpositions of certain mosdes
or munners of the early panters in aecordance with
his own creative genius. Tung Ch'ich'ang wrote:
“Shén Chou copicd all the famous masters of the

past dynasty without exception, His copies are very
like, some of them even superior to the originals.
Only Ni Tsan's light ink was according to him
difficuls to render; This was becaunse his strong
brushwork and deep intentions were so different
from the light and diffusing manner of Ni Tsan™
Yet Shén Chou has produced some successful
versions of Ni Tsan's picture-poems, event though
he may have used stronger accents of light and
shade and 2 somewhat heavier brush than the
nimitable Yiian masrer.

The carliest phase of Shin Chou's artistic activity,
begun at home under the guidance of s father and
his umcle, was thus marked by his extensive studies
and copymg of certain muasters of the Sung and
Yiian periods. This seems to have listed unril his
middle age. i.e. untl shour 1470, though some of
his warks in the manner of Tung Yiian and Ni Tsan
are dated even later. Wen Chéng-mmg, Shén
Chou's intimate Friend and pupil, made the follow-
ing observations upon his development m 3 colo-
phon written on an eatlier work: “"Mr. Shih~tien
was a-man by nature deep and bright. His taste and
knowledge were unusual. 'While sull a youth he
freed himself from the madinonal manner of the
family, The old masters were lus teachers and he
copied many of them so successfully that his pic-
tures could not be disangmshed from theirs. Most of
the pictures he did then (i.e. in his early years) wete
ﬂtﬂ}" a foor square. When he was over 4o, he
began to paint large scrolls, rugged trees with large
leaves, in a freer manner. He no longer followed
rules and measures, nor did he use colours with the
same refmement as in earlier years. Yet lus pictures
were true to nature and most expresive, This
pictare, which belongs to T'ang Wen-jui, is 2 work
of his carly days...The brushwork is entirely
according to Wang Méng. It is an excellent example
of his early manner, beauniful and lovely.”

¢ Quoted from et chi' m Sy Yo e, vl a8, Ly
& Quored fromy Fyiin ol pese Saeg Yl idal, volzf, Ls,
* Shis-hua plu) vol B9, 1, 3
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This characterizanion of Shén Chou's develop-
ment and his artistic ideals is sall better expressed by
Li Jib-hus (1565-1635), the somewhat younger
painter and art historian: “*Shib-t'ien first learned to
paint from his father and hus uncle; then hie studied
various old masters and knew them all perfectly. In
his ruddle age be chose Huang Kung-wang as his
master, but in later years he was completely carried
away by Mei tao-jén. His heart was drunk as if
intoxicated wath- 'Wu Chén's art, he blended so
closely with it that some of his works could not be
distinguished from Wi Chén's 1if they were mixed
up.

PT'-hc guotations from leading critics of the Ming
Pcric;& regardmg Shén Chou's arustic dl:vti{:-pm:m
could casily be multiplied, but since they all repeat
the same wviews (with very slight variations) it
would hardly serve any practncal purpose or throw
more light on the problem. They all scem to agree
n trymg to distinguish three periods or stages in the
development of the grear painter, whom they all
place as primus inter pares, Durng the first of these
perionds he stll followed m the footsteps of his father
and uncle and studied inremittingly the classic
musters of the Thang and Sung period. His paintings
were mostly of small size and executed in a very
carcful and neat mamner, often with the addifion of
colour, but he had not as yer developed a more
strongly marked individual stvle.

That was accomplished somewhat later, during a
second stage, when be had become more dosely
acquainted with the works of certain Yiian masters
suclt a5 Huang Kung-wang, Ni Tsan and Wang
Méng, whose acsthetic dispositions and tempera-
ments were most congenial to him. Yet he was
uill to some exrent paditional and deqiled in
naturalistic sense; he worked, ar least occasionally,
with more care than expressionistic ease and free-
domi. It was only after he had passed middle age that
he became wont to let the brush flow quite freely,
more of less as in writing, giving expression o his
almost inexthaustible flow of wmmating thoughts or
memories without paying too much sttention 1o the
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cxactmiess of demils and structure. This last smge in
his development was reached when he had become
“intoxicated by the ar of Wit Ché”, 16 e Li
Jih-hua's expression.

This suggested division into three successive
periods 15, however, a very schematic way of
representing Shén Chou's development; it may be
convenient for 3 condensed survey of his are, bor it
must be understood that these periads overlap and
that it consequently would be possible t pomt out.
contradictions just 3s well as confirmations of the
theory among the numerous pumtings stll pre-
served imder the name of Shén Chow i collections
all over the world. It is not a theory that would
stnd strict amalysis, and though it is worth re-
membering as 3 gmide or pomter when we are
trying to find our way through the mass of material
attributed to the master, it certainly does not solve
the problems with which’ we are contmuously con-
fromted m stodying the two or theee hundred
piceures still commonly considered as Shén Chou's
wark. A certain number of these are noted in our
Lists, which may in part serve as supplements to the
descriptions in this historical rext.

None of Shén Chou's small early pictures men-
tioned by the old critics as examples of the first
stage m his development have, to our knowledge;
beeu identified. Bur as we are wold that they were
done while the young artist was still working under
the guidance or influence of his father and uncle, we
may be justificd in supposig that they were rather
like the pictutes by the older inembers of the family,
As an illustration of these may here be reproduced a
very pretty picture, formerly in private possession in
Japan, representing A Scholar’s Study i 4 Bamboo
Grove by a Mountain Brook which i signed by
Shén Chén, the undle of Shén Chou. It is 4 work of
grear technical skill and refinement, tradigonal m
composition. but rendered with feeling for the
idyllic charm of the mouf, though in 2 somewhae
thin kung-pi manner (PL17oa),

The earliest dated pictare by Shén Chou himself
ktiown w0 me is the relatively small Lindscape
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(2 ft. sim>¢1 B 1 i) i the Abe collection in the.
Osaka Museumns, The painter’s inscriptions date it in
the year 1464 and besides these it has poetic inscop-
tions by Shén Chou's uncle, his two brotherss and
two friends, being thus also a kind of famuly
document. The picture has still the air of 3 youthful
creation, though not the appearance of an essay by a
beginner. Technically it is far more advanced than
the above-mennoned work by his uncle,

The scene represented is 2 small Homestead on a
Misty Spring Morming m the Mountains. At the
facther end of the mountin brook that cues
obliguely through the stony ground a few thatched
cotrages are visible under bare trees, while the
willows closer to the foreground seem 0 be in bud
and here a traveller is approaching in a small ox-
cart. A light mist sweeps over the darker tree-tops
and envelops the muddle section of the mountains.
The light is a8 yet subdued, which adds a note of
intimacy to the scene, but there is nevertheless a
suggestion of approaching spring in the air (PLi71).

The charm of the picture depends mainly on irs
intimacy; it i evocatve of a defmite mood or
moment rendered with- very close adherence to
actual nature, yet interpreted by 4 rather definite
individual temperament. The exccution 1 very
carcful and demiled, not to my timid, compared
with the brushwork in Shén Chou’s fater works,
Dut it is not lacking in pictonal beauty.

About this time, or durmg the sixties of the
fifteenth century, Shén Chou must have been
studying classic models of the Sung and Yian
dynasties unremittingly with 2 view to attaining
perfect command of the brush and of the various
manners of usng it, and thus finally a seyle of his
own. As an important illustration of this endeayour
~ almost surprising by its size and its character, we
gan cite the very large picture (2:89< 1-66 1) in the
collection of J. P. Dubosc m Lugano. which re-
presents A Tree in Blossom Growing from a Garden
Rock with two birds and fowening plants below. Tt
is painted in ink and light colours and has two poeac
inscriptions, of which one written by Shén Chou

himself, in the fourth year of Cheng-hua (1468),
tells us that he did it according to the brishwork
(manmer) of Wang Yiian (Tan-hstln), while the
other was added in 1523 by 4 less known younger
pamnter called Wang Ch'ung. Shén Chou’sstatement
that hie fmitated in this picture the most Bmous bird
and flower-painter of the Yiian period is perfectly
confirmed by the pictonial quality and finish of the
work, which has an academic exacmess and cool
refmement far more characteristic of Wang Yiian
than of Shén Chou, as we know him from his laeer
works (PLizon), It is such an excellent example of
the comprehensiveness of Shén Chou’s studies, his
canstant endeavours to master every kind of brush-
work and nor coystallize in one definite style, one
mode of expression. He wasa rather catholic painter,
particularly in his early years before painting had
become to him a symbolic recording of fleermg
thoughts and memorics.

Among the relatively early pictures which serve
to illustrate Shén Chou's catholic studies of old
masters of various types and schools may be
recalled the album with six paintings knowmn as
Chin-tiean ching-hua t5'¢ (formeely m the Toan Fang
and Hayashi collecrions) now belonging to Mr.
Chiang Ku-sun, Taipei. The picturcs are all done
with great cire and minute observation of the
different manners of the respective masters men-
tioned in the inscriptions, wiz. Chao Po-chii, Chao
Méng-fir, Hui~ch'ung (2 monk painter of the Sung
pened), Chao Chung-mu, Wang Fu and Chao
Ta-nien. This last picture has a lengthy poetic
mscription by To Ch'iung (the fnend of Shéa
Chou) dated 1471. These pictures may not at first
sight seem very convincing as works by the master;
they are execured in s many different styles, some
in colour, others m mk only, yet they are no
ardinary copies, Some of them reveal qguite con-
vincingly the touch of the master’s brush, as may be
observed in the pictures after Chao Chung-mu and
Wang Fu; they are painted with such a sympathetic
understanding that they could almost pass as
origmals by these artists (PLi72).
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The stylistic correspondence berween Wang Fu's
minor landscapes and some of Shén Chou's most
spontaneous ink-paintings from the scventies and
eighries 1s so close that one might speak of a kind of
natural affmity between the two painters; they were
related by their poetic temperaments and followed
the same general road of study, though separated in
time by more thart a generation. They were both
deeply attached to Ni Tsan; their mterpretations of
the Yiian master’s exquisite designs are on the same
level and the mAuence remamsas an undercurrent in
several of their later, more independent creations,
One of Shén Chou's most sensitive mgs of a
typical Ni Tsan picture is the albuni-leaf in the
Saitd collecuon (¢f. Min Shitaika, pl.7). The compo—
sition consists of bare rocks forming a high river
bank. and on a promontory in the foreground a
little man s seated in meditation under some
withered trecs, the whole being steeped in light
greyish haze and penetrated by the quict mood
known from some of Ni Tsan's umple picrure
poems (PL173). The source of mspiration is also
mentioned by Shén Chou in his inscription: “The
trecs are scattered like a belt around the hill; the
autumn sun is sctring, and the kosk is empty. My
thoughts reach out to old Ni Yil, but bie is far away
- like the white clouds in the sky.”

Another very good example of Shén Chou's
faculty to transmit not only the formal design but
also the spirit of Ni Tsan'sart s the picture in the
Nelson Gallery in Kansas Ciry which is duted by the
master s poetic iscripion written m 1484, t.¢.about
ten years later than the above-mentioned picture.
The Ni Tsan elements are here more freely used; the
spare trees on the stony bank at the lower edge are
more imporant, the pavilion has grown in size and
is placed on polesin the water; there is 4 fisherman in
a boat on the river, and the mountains an the
opposite bank have become much more massve and
imiposing than in Ni Tsan's landscapes. The design
has been transformed m a way that makes it an
intermediary link between Ni Tan and Shen
Chou’s most typical later works (to be mentioned
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below), and the brushwork is characterized by rather
strong painterly accents (PLi7g)

Ni Team's individual style constituted no doubt -
one of the most potent influences in Shen Chou's
artistic deyelopment, but he also devoted special
studies 0 Wang Méng's monumental landscapes.
He evidently found them interesting, studied them
closely and took pains to transmit some of the lurge
designs quite Githfully, but he was not such & close
follower of Wang Méng as, for mstance, Wang Fu.
Shén Chou's lsrge picture in the Ku-kung collection
representing 2 View of Lu Shan, which according o
the inscription was executed after Wang Méng'’s
original in 1467, is one of the painter’s leascattractive
waorks; the composition and the tone are rather dull.
It is six feet high and abounds in carcfully executed
details of brooks, rocks, and trées with other growth
ins the folds, which must have cost the panter much
labour, but we miss the “dragan veind” of Wang
Méng, the brushwork has not the sweeping verve
that would bring out the structure of so large a
motif (PL175). It should be noted that Shén Choain
his later days gave a more effective manscription of
Wang Méng's style, in the form of a very large
picture i [ P. Dubosc’s collection which, sccording
to the inscription, was done in 1491 in imitation of 2
work by the Yilan master. The picture is rerrkable
as an historical documentand may be ane of the most
elaborate works ever accomplished by Shén Chou,
but here too we miss something of the spantaneity
that lends expressiveness to the master’s individial
brushwork (PL176), It scems that whenever Shin
Chou tried his capability on such large and imposing
mountam views, rich in detail and rising to a2 great
heighr, he did not feel quite at home; they were not
so familiar to him a¢ views over rolling hills and
winding rivers and consequently were more apr 1o
make him look for guidance in the works of carlicr
masters,

One of the most surprisng examples of this
tendency is the large pictore in the collection of
Mr. H. C. Weng in Scarsdale which, according to
the inscription, was painted by Shén Chouw in 1480
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after a model by Tai Chin, the founder of the Ché
school. Tt represents the Bmous statesman of the
fourth century, Hsich An, on his daily visit to Tung
Shan, a moumtam v Chekiang, which was to him a
plice of pilgringe all dirough his life. We see kim
walking in the company of four young women at
the foot ofa precipitows moimtin which is formed
by deeply split rocks into a tower-like structure thar
tises through the clouds. Nothing could be more
unlike Wang Méng's picrures of Lu. $han or of
other actual mountains, svhich are bated on studies
of nature and possess the faculty to reveal the life-
breath of such gigantic formations. Shén Chou's
picore, m face, leads m an opposite dircction; 1t
does not convey the impression of an actual scene, it
is more like o view of an Elysinm of the Immortals,
a world where pamters and poets imay feel equally at
home if they are endowed with sufficient creative
imagination. It is a lnghly wraditional painting from
a formal point of view, executed according to
models of the Tang and Sung periods, yer it
reveals an individial conception of the beaury and
significance of the monf! This may, indeed, have
appealed to Shén Chou, who was fimdamentally &
romantic; although the pictore is in a style rorally
different from that of his more chamcteristic
ereations (PL177): It thus offers an interestmg con-
firmation of Shén Chou’s unprejudiced attitude
towards vanous schools or currents of painting and
lits willingness to leam even from guarters which
were strange and could hardly have been very con-
genial to lum. His subsequent production reveals
no further mfluence of the kind.

Shén Chou's attachment to the grear Yiian
masters and their followers is the fundamental trai
durmg hms earlier years: We have mentioned some
examples of his stucies of Ni Tsan and Wang Méng
and the parallclism berween some of Shin Chou's
and Wang Fu's most spoutaneous ink-painting.
One more example of this kind may here be
recalled, particularly with a view ® the lustorical
importance of the mscriptions on the picture. It is 3
small picture in the Ku-kung collection (1 ft. 8§ n.x

1fi. 3 in.) (PL178) representing two ar three moun-
min cones rismg above a misty bay where the men
il ko tiny boats are casting their fishing lines. There
is & clump of mostly dry and rugged trees rooted
among the stones on a rocky spit that indicates the
foreground. The upper part of the picture i
covered by long inscriptions, partly by the artist
hamself, m which he ssys: “Mi is not Mi, Humng is
not Huang, The rich ink brimgs out the luxuriane
growth, | throw away the brush and laugh. Lam an
unsnccessful paimter of the beautiful”, by which the
painter seens to indicate that he could not quite
ecqual Mi Fer and Husng Kung-wang in his tmita-
tions, however much he tried. The latter part of the
mscription refers to his friend the pamter Liv
Chiich, and proves that the picture must have been
executed before 1472, when Lin Chich died. It
may, as 1 matter of fact, be only a year or two Later
than the preceding one. Here he says: “Whenever
Liu Chiich sees me he asks me to paint, not minding
that 1 am a poor painter, nor whether Lam drunk or
sober, busy or at leisure. Nor does it mke any
difference to him whether the weather s wet and
stormy, cold or warm; even in the poor lamplight
he urges me to paint. This picture was done last
might when T was drunk with wine, It s quite
topsy-turvy and full of nustakes, yet he wanted it.”
We quite understnd Liy Chiieh, because even
though the picture is o more than 3 sudden impro-
visation, it is expressive of an irresistible life-breath.

Liu Chiich's admiration for his younger friend is
clearly expressed i the colophon quoted above and
we have also, in a previous chapter, taken note of
Shén Chou's artachment o Liu Chiich. This is
further emphasized in his Jamentadon over the
death of the older friend 1 1472 which is recorded
on a picture in the Abe collection m Osaka Museum,
representing Temple Pavilions and Figures on high
Mountain Terraces.® The picture, which is known
V The prcrare 1 of lage stze and execured with colours and ik,

Y GF Sovaikun, 11, plyy. The picture (53074 28 o) » executed
with shirhe coliur onslk in close immaoon of Tuong Yian and
% wzch yoore of 3 higoricil docament than an example of Shin
Chem's iinfividual style,
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to me only in reproduction, can hardly be dassified
among Shén Chou's most convincing individual
ereations; it is painied i obvious imitaton of Tung
Yiian's manner and makes 3 somewhar monotonous
impression. But even f the picture is 1 later render-
ing of a Shén Chou design, the inscripuon has the
ring of authenticity, and may be cited as 4 beautiful
record of the pamters’ associations and the happy
memaries of spring days spent together ar Ling-yin
ssil.

"In the third month of spring, when flowers
were flying (falling), we stayed here together en-
joying wine. The grass was fragrant and ramn had
filled the river, Candles are still burning, the incense
is not finished (i the temple), they remind me of
former excursions. | remember the night we spent
last year m the old monk’s room. My dreams sall
linger on the mountain, around the cve among the
peach-trees and the pines —bur now, as 1 come back,
my heart is sorrowful, because old Lin is gone.™

Shén Chou’s production seems to have been
growing rapidly during the 1470'. There are a
number of picoures with definite: or approximare
dates fromn this decade noted in our Lise, bur it
would carry s oo far to discuss them all here in
demail, partculacly i view of the face that :'iwy are
uneven in quality and not always convincing as the
master's own work. Yet some of them have interest-
ing inscriptions. As an example of this class may be
mentioned the Mountam Landscape with 2 Man
Seated on 1 Rocky Ledge by a Stecam, formerly in
the collection of G. Harada, Osaka' (PLi7gs), The
composition looks rather crowded, at least in the
reproduction, and the brushwork may be called
ruffled, 3 fact rather humorously pointed out by the
peinter himself in the followmg remark writeen in
1470

“Shan-ku mo-jén once asked a painter to make a
portrait of 2 sage. The picture became quite like
Shan-ku, but the man was represented with o
mich beard: This preture of mine was done for
T ich-mei, and someone said that it is hike the works
of Wing Fu. [ say. it may be so, but the wrinkles of

the cliffs are confised and blurred, the grass wo
wildly luxunant. 1 have not been able to avoid the
fault of the sage’s portrait, which had to much
beard.”

The statement i this colophon that some con-
temporaries of the painter recognized the rather
obvious correspondence between Wang Fu's and
Shén Chou's manmers of pamting may, indeed, be
noted as 2 confirmanon of our previous observations
regardmg  this -stylistic relationship. Shén Chou
seemns o have been quite consaous of it. Another
almost contemporary picture i which the same
relation may also be traced is known as Fisher-
men on the Maple River.® It is a mowuntain landscape
of the same type as the preceding one, but there are
two fishing-boats on the stream and the momitains,
which nise behind mto pomted peaks, are panted
with strongly marked hemp-fibre wrinkles as in
certan pictures by Wang Fu, whereas the leafy
mees in the foreground have a softer pictoral wouch,
The poem by the master ts dated 1477, but the
picture was executed six years earlier (PLi7oa).

In addition ro the above-mentioned examples of
the carcespondence between Shén Chou and 'Wang
Fu may furthermore be recalled a lacer small picture
in the Ku-kung collection known as Yeh-tso 1'u, f.e.
Sitting up Through the Night:* It represents three
small buildings under tall pine-trees around a court
at the foot of steep mountains. In one of the houses
there is 3 man swated in meditation on 2 mat, The
correspondence with Wang Fu becomes evident in
the brisk, hvely brushwork with its accents of deep
black ik in contrast w the somewhar misty but
very light atmesphere (possibly meant to suggest
moonshine). The design is also akin to some of
Wang Fu's mountain laindscapes with tall plnﬂmd
pomted mountaim peaks. The landscape occupies
here. however, only half of the scroll; the upper half

is covered by a long inscription by the painter,
1Y, Min Shitaika, pl.g.

*The picture, which now win the € T, Loop Galleties m New
Yok, i reproduced in: Shifn-chan tatwtn, pl.o.

* Cf. Kook shuwsa chi, XLIIL
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dated 1492, from which it becomes evident that the
picture is-a self-biographical document of consider-
able importance. Only a line or two may here be
transmirced in substance:
"Listening to the sounds of the night, the wnd

the barking dogs. the watchman’s drum - thl:
impressions still remain, but 1 do not know whether
these things existed outside of me or only within.”

The note i significant; what he painted were
mticcfi experiences of his inner life derived from

not pecessarily visual, transmitted in

the crucible of his genins mo symbolic linguage
collected in pictorial form.

1€ we pass from the pictures which have more or
less the character of studies ot records of expertences
o the painter’s path of development, into the large
group of more independent and mature works, we
find thar many of these, particularly among the
album-leaves and hand-scrolls, are representations of
definite places, buildings, bridges and canals. The
majority of these are, of course; views from Suchou,
the famous pagodas at Tiger Hill and Kuang-fis ssi,
gateways and temple pavilions, small studios shaded
by blossaming trees and rows of miniature shops
crowded along canabstreers into @ picturesque
jumble. There are at least three or four series of such
picrures of famous sights in Suchou, or the Wu
district, preserved cither in part or completely, but
to describe them in detail is of hitde avail, because
their mterest to wi does not reside in the moufs or
the designs but mainly in the sensibility of the
pictorial rendering. The quality is uneven, depend-
mg on the amount of special attention and work
that the pamter has devoted wo them; the landscapes
which form the series known as the Ten Views from
Wit are thus much more imporaant works of art
than the city views from Suchou or other views of
the same class, which are noted down in the very
bold, not o sy coarse, manner which Shén Chou
adopted for some of his scenic recards from: the
1480’s.

le-was about this fime that he reached his supreme
mastery of the brush, Minor pamnngs and album~

leaves offered the best opportunines for spontancous
expression, and their appeal is often accentuated by
the addition of lyrie improvisations. A series of such
mk-plays in words and sketches are mited in an
album from which I made some photos in Shangha
in 1935 (but Lhave no idea as to where they may be
hidmg today), One of the leaves represents a garden
rock with climbing plants, the others are sketchy
river views with fishermen in boats or on the shore.
The compaositions are arranged diagonally acriss che
sheets, 2 few trees forming dark groups in one
foregronnd comner and mounting rising in fGding
silhouctres beyond the mirroring warer (PLiBo).
The differences in design are not very marked, yet
each picture expresses a special note also evoked in
the accompanying porms:

1, The fishing-rod 15 seven feet of jade,
The settitig sun is now behind the mountains,
The air s wonderful ar eventide,
when all the birds are fying home.

2. The douds are lying heavy on the peaks.
The rain is now approaching.
The wind grows strong and strikes the leafy trees.
But fishermen in bamboo hats and clothes of grass
know how to do their work.

3. The lake iscovered by the gleaming ram,

which pours in slanting swrides

and makes the surface of the water splash

m pt:m'ﬁ! which jump mto the boat.

But Lenjoy this sight of rain and Iulls

without the bamboo hat and wooden clogs of Sa

Tung-po.

The poems as well a5 the small pictures seem to
have been jotted down with no other aim than w
express the mood of the moment, They are ex-
tremely simple but with a twne of intimacy and
freshness which s far more appealing in the
origitaly than in halting translations; yet even these
may serve to show how closely the poet and painter
coincided, They drew their inspiration from the
same source, were equally sensitive to the shifting
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moods of nature and dalled in reproducing with
brush and ink the fash of the moment. Shén Chou
may seem to us more important as a pamter, but
amonyg his conteinporaries e was no less appreciated
as a poet, nor would the painter ever have stained
his prominent place had he not been & poet at heart,

Shén Choun did a large quantity of such minor
paintings, mostly m the shape of album-leaves in
which he revealed his temperament as a pamnter and
a poet most freely and happily. A cermin number of
them have been preserved, either as parts of com-
plete albums or as single leaves detached from the
series to which they belonged. Some of the albums
have become known through reproductions issued
m China and Japun, as may be noted in our List of
Shén Chou's pictures, but only two or three of the

most characteristic examples (besides those men-
ttun:d above) can here be discribed,! We find therm
in three of the series reproduced in Chitgoky Medga-
shii, yol 1 [Tokyd 1935).

Onie of these series, comprising fourteet leaves, is
called We Yu. The pictures represent Lmdscapes,
flowers, fruits, animals and inscets, very carefully
studied from nature and accompanied by pocnc
inscriptions, Another series which comprises thir-
teen leaves, ie. eleven smdies of landscapes and
branches of blosaming trees and two leaves with
the painter’s comments, is entitled Sui Hiing. These
are of 3 more sketchy “impressontstic” quality and
are in part distinguished by great pictorial beaury.

The third serics, which has no special name,
contains twelve leaves, one with an mscription, the
rest with minor bits of hastiby-noted-down clements
of landscape such as mountain tops, steep precipices,
musty river valleys; roofs of pavilions rising above
clouds, dry trees, rocky ledges and narrow paths
leading berween mountain walls (PLi81). The
motils are fragmentary, not @ ay accidental and
apparently noted down without any special pur-
pose, but firmly and clearly with as few and strong
touches of the brash as possible. This highly abbrevi-
ated manner of exccution is évidently based on a
close study of Wi Chén's paintings, which from the
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begmmng of the eighties scrved as the mam gmde
for Shin Chou's work with the brosh, but the
fluently graceful style of the Yiian master is m most
of these sketches modified into a heavier and more
substantial brushwaork.

Onc might, indeed, pick out certain of these
minor studies— for mstance, pamtmgs of hills or
roofs rising through mist - which would almost
pass as sketches by Wu Chén, but there are other
examples among Shén Chou's album-leaves -
mountain tops, sharp cliffs, dry wees and the like -
which are pamted with a stiffer brush, stronger
accents of black and white and heavier outlines than
we find m Wu Chén's more softly toned sketches
(Plad1), Shén Chiou is mere varied and unequal in
his sketches than 'Wu Chén, but if we wish to assert
that he represents a later, more advanced stage in the
development of monochrome landscape-painting,
we nmay hnd reason for that not only in his exceed-
ingly bold and firm handling of the brush but also in
his realization of space and three-dimensional form.
His arritude rowards the world of objective pheno-
mena is different from that of the Yitan master; he is
more meerested, and sometimes more successful, n
giving convincing representations of objective
reality, f.e. of things as they appear m space. and of
natural scenery, than in directly transmitting images
that have taken form within him. He might thus be:
called more realistic, if he were not at the same time
4 romantic poet in his interpretations of impressions
from natime.

This he did through inscriptions quite as much as
through the pamted image. We can thus never do
justice to the artist without trymmg to understand at
least some Fragments of his inscriptions. The well-
known picture in the Abe collection in Osaka
Muscum which represents a man seated on a pro-
jecting rock playing the di'in umder the moon, may
here be quoted asan example, [t is patnred i a faicly

* Albums with paintiggs by Shén Chou tiave e published 1
Chumi by the former Palace Mwcum: {ip32) the Comnmnerrial
Prew (to54 and 1ga0), the Fytian chéng-hmge b [Shsnghai), in
Japan by Hakubwnds, Neuge Tidsel and Chilgoks {Takyd, 19)3).



Ficure 1. Shén Chow. Two views fron Suchiu:

A. Tiger Hill Pagoda.

Canal Sereer. Abe Colleconon, Osaka Musenm,

Crowdcd shops m

B.



Fiune 2. Shén Chou: Album-leaf. Approaching a cliffsside temple. From Chigokn Meigashd, T8
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broad manner with nch ink like some of the above-

mentianed skerches in the Wu Chén style. The main.

subject of the design — the man under lealy trees on
the rocky shelf projecting over the water — has been
repeated in several picrures by Shén Chou and his
followers, butit has here received added significance
through the poctic inscription in beanniful, large
characters which may be interpreted as follows:
“The dh'in isn my hands, the moon is m the sky;

I strike the strings and beckon to the moon.

The moonlight glitters on the sounding strings.

The wind is pure, the moan is bright. [ feel like an

tmomortal.

But now the time is passed: the moon is setting

and the wine grows cold.”

Among the various kinds or forms of painting.

produced by Shén Chou during nearly forey years of
intense artistic actvity the so-called chilan, or
horizontal scrolls, form an important secuon. In
spite of the fact that they muke greater demands on
prolonged artistic concentration and work with the
brush than the minor vertical scrolls and album-
leaves, they ate quire numerous m the @uvre of Shén
Chiu and were cvidently produced ar successve
petiods during his whole life. Ther relative chrono-
logy: is to some extent made evident through the
dated MSCTIptions on at Jeast 2 dozen such scrolls; in
addition to these there are about ten undated
specimens of this kind, and as several of these
pictures reach 3 considerable length (varying be-
tween two and ten metres) it 15 evident that they
represent a larger material for special study than can
be fully examined at this place. But 3 few ourstand-
ing examples may here be mentioned m chrono-
logical order.

The earliest among these pictures is the scroll in
the Abe collection in Osaka Miseum which
represents views from the Ta-shth mountam. It is
signed and has a poem by Wu K'van dated 1472,
The artractive composition is formed by a pic-
turcsgiie snccession of limited views over a river,
rolling hills, open spaces with figares and buildings

and clumps of old mees and frsh bamboo, all
steeped in a soft atmosphere of greyish tones. It may
be eriticized for lack of nniry and is in this respect
imferior o most of the later scrolls, bot it has a
pictorial charm that leads our thoughts 0 Wu
Chén and gives little cavse for doubts as to its
mierits as a work by Shén Chou, If the picture and
the dated inseriprion are correct, a5 [ am mclined o
believe, it shows that Wu Chén had become a
guiding influence in Shén Chou's are already ar the
beginming of the swventies. The picture is nearly
three metres long and painted m ink with addition
of shight colours,

Next in date follows the scroll new m the posses-
siom of Mr. Frank Caro, sutcessor to C. T. Loo in
New York. Ir1s a somewhat shorter composition of
wooded hills and winding streams brought ro-
gether imto 3 well-unified composition rich in
variety and movement. The poetic inscription by
the master 15 dated 1477, and as this is a beansful
accommpaniment to the conception expressed in the
picture, it i$ here quoted in the ransladon of Mr.
Hisienh'j Tséng !

**A clear stream bears the music of nnkling jade.

In i glance the splendid green of paradise.

There is the pure-in-heart who has cscaped;

He and his grass hue pass the idle years™

It has beent pomted our thar Shén Chou i this
picture follows more closely in the il of Wang
Méng, which may be said ro indicate thar Wu Chén
and Wang Méng represented alternating trends in
Shén Chou's activity during the seventies,

The same influence i< still more emphasized in the
famous scroll formerly m the possession of the
Hakubundo Company in Osaka and now in some
Japanese collection umknown to me® (PLi86). It
representy mountam ranges and deep gorges, wind-
ing waters, bridges and pavilions, all broughr closely
together with scant room for the trees, butldmgs and
Vi The Cambogue of Loan Exhitinm of Clinese  Pamibings,
Toronto 1658, Sclection and Text by Hestoh'y Tolng: Nouis,
S, Kk, No.543.
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bridges. It is, so t speak, Wang Méng m highest
potentiality, though compressed into a forin which
does not quite correspond to the requrements of his
mode of composition. The picture is followed by
several fi-p's and 2 dedication to 'Wu K'uan, the
friend of Shén Chou, who received it 2s a farewell
gift when he left for Peking in 1479,

Next follows a scroll kriown through the repro-
ductions i an albumi published by the Yu Chéng
Co: in Shanghai. It has an mscription by the painter
dated 1481 and illustrates. wery clearly the impor-
tance of Wi Chén'sart for Shén Cliou at this time.

Another scroll with the same date, called the
White Clouds of Spring, was shown tw me by
M. Piacentini in Tokyd in t941. It was painted on
sik and had a colophon by Wang Shih-chén,
About this time the Wang Méng influence scems to
have reached a colmmation.

Shortly after this date Shén Chou composed
some long handscrolls of 2 more spontanecus and
mdependent type. An example of this kind, dated
1486, was shown to me in the D. |. Chén collection
m Hongkong in 1951 (Pls.1848, 1858). It represented
shifting views along 1 broad river, grassy hills with
leafy trees, low shores; mud-banks and bridges and a
fisherman’s village. The whole thing differed very
much from the preceding scrolls with its spacious-
ness, its wide empty stretches of water reaching to
the sky, or bordered simply by narrow spits of
distant land far away, In the inscription by the
painter he says that he did the whole without any
plannimg in accordance with the inspiration of the
moment and adds: “When | now look ar ir by the
window I feel as if T were walking along the moun-
tain stream at the edge of the forest. The ancients
used 1o say: ‘o look at a picture s like wandering
while lying in bed”; but | wounld change this by say-
ing "to ramble while sicemg’.”" In other words, the
painter has been recording quite spontaneously im-
pressions . gathered  durmg excursions m former
years, and he has done ir without recourse o any

particalar models of style or type.
The same kind of individual recording i a rather

free or unconventional pictorial manner may be-
observed in one or two other serolls which, though
not dated by inscriptions, may be placed for stylistic
Teasons at about the same time, This applies for
mstance to the relanvely shore scroll in the British
Musetrm, which is sid to illustrate 3 poem by
Wang Wei called The Haven of Tao Yiian. The
compasition consists of views along a river bordered

by mountaim ranges i the background, while the
leafless trees on the low bank in the foreground
form a screen of fmmastic sithouettes agamst the
quiet water and the low-lymg mist. The trecs are

twisted and turned as the result of storms and age,

but their energy is atill visible in their branches and

twigs which scem to reach ot greedily as if seeking
more and newer life. The picture is accompanied by

an inscription by Wen Chéng-ming, who calls ic *‘a

genuine picture by Shén Chou™ (PL187).

The two last-named paintingy mark a definite
stage in Shén Chou's development 15 a seroll-
painter; they mansmit his spontaneous enjoyment of
mature in & relatively free fashion and have an air of
fresh and life-fike beaury that is atractive,

The next dated example is the scroll in the Freer
Gallery which was painted for 2 friend in 1491 and
tepresents a philosopher in his sdy awaiting
guests. One of his friends is walking acrosy the
bridge that spans the chanmel in frone of the
pavilion, snother is arriving in a baat. The composi-
tion is cather traditional but beantifully balanced:
the miscy river view occupies nearly half of it and is
painted in soft grey tones, while the other half is
occupied by the rocks and trees around the pivilion.
Instcad of painting these in the free, pictorial
fashion that would harmonize with the river view,
the painter has claborated the tees (and their
leafagre in particular) inan acchaistic manner that
makes them look more omamental thin msural,
They remind us of the trees in Shén Chou's early
waorks n the manner of certain North Sung masters,
such as the album-leaves in the so-called Chin-sman
ching-hua ts'?, dated 1471, The painter must have
found plessure in displaying time and again his
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excellent knowledge of cerain old masters (Pls.
1884, 18gA).

But in his mature years he was not dependent on
any particular model and consequently some of his
undated pictures are difficult to place exactly i the
series of dated works. This apphies ro the charmmg
scroll in the Freer Gallery which represents A
Fishing Village by a Broad River; a relitively small
picture but delightfully animated and full of
interest. A number of fishermen are occupied with
nets and fihing-rods; others are eating, drinking and
revelling; there are cottages on the rocks, and there
are boats, and a few trees. All these details are dis-
played against 2 background of open water berween
low banks and grassy hills. The horizontal extension
scems boundless, but it is balanced and held together
by the dominating hump of boulders and shrubs m
the very centre which mark the point from which
all these views are to be seen (Pls.188n, 1808).

Continiing our review of Shén Chou's dated
landscape scrolls we come to one of the largest and
historically most significant specimens, which is
dated 1497. The picture belongs to Me, |. P
Dubosc in Lugano but was formerly in the Emous
collection of Wu Ta-chéng n Suchou. It measures
almost 1000 cm. in length and 53 cm. in height.
According to the title and the beautifully-writwn
calophon by the painter, it was made as a recard of
the artst’s excursions in the Hsi Shan region; he says
that as soon as he retumned home he grasped the
brush in order 1o note down his recollections of his
joumney through this beautiful country. It was not
done with any special arzistic aim in view, but smply
to perpetuate his own pleasure and enjoyment as he
passed from place to place in 3 typical southern
comtry of hills and rivers, and luxuriant vegeration
and magnificent trees, noting the friendly habita-
tions, the boats on the water and the people on the
roads which wind along the river-banks. The monfs
are mostly of a radinonal kind and as they are not
juxtaposed or arranged according to a strictly
preconceived artstic plan, their sucoession mvitlves
some repetitions. This in conjunction with the

extraordinary length of the composition eannor but

catsse a cortain monotony in the general rone of the
picture (produced with slightly coloured ink) as
well as in the very Auent snd somewhat undif-
ferentiated brushwork (Pl.1g0).

Characteristics of this kind, which may be dis-
covered in several scrolls of the type under discus-
sian, have evoked varying opinions about the origin
of these pictures; It has been said that sach huge and
rather indifferent paintings could not be the work of
Shén Chou himself but may rather have been
painted by assistants after the master’s designs, 2
conclusion which in some cases seems almost
umavoidable, There must indeed have been able
imitators who could supply pamntings in the manner
of the master and with his signature (when he had no
time or mclination to do the work himself), but it
seems hardly probable that they assisted in painting
records of his own travels or excursions. The very
fluent and sweeping brushwork which is charac-
teristic of @ pictuee like this big scroll may be lacking
i the structural quality, or pictorial beanty that we
have seen in some of Shén Chou's earlier landscape
scrolls, but this gives us no reason to refuse to
consider it & personal work by the master. He, too,
had no doubt his periods of fatigne, or he may not
have found it necessary to exert all his artistic fculties
when composing a large scale record of his journeys.

It would lead vs too far here to discuss more than
a few examples of the kind of painting mentioned
above. One of the most convincing is the scroll in
the Vannotti collection in Lugano, which is dated
tso1, It is painted i 2 fuent style with slighe
accents of a soft brush, but the composition, which
includes humped mountains, deep bays, wooded
promontories and pavilions along 2 shore-line, is
perfectly controlled, so that all the elements con-
tribute to the impression of  reposeful evening view
over a calm sea, with boars now lymg sull and geese
flying homeward for the might (Pl.184a, 1854).

OF the three scrolls which are reproduced in the
album published by the Commercial Press (1934)
one is dared 1902; the others are undated.
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The dated scroll represents a niver i autumn, or
simply sky and water between two spits of land,
The central section, which covers about half the
length of the compusition, shows not a single spot of
mk: it 5 simply clean paper, forming a wide
expanse between the head and il sections which
are marked by low spits of land shiding out into the
water. The picture begins with two scraggy trees
and some leafless willows growing on the shore-line,
beside which is an open pavilion built over the
water where 2 man leans out in contemplation of
the wide emprness before lun. Only far away do
some dark streaks in the water appear, shooting out
like rentacles from the sharply slhonetted cliffs on
the farther shore. But these occupy only 2 strip at
the upper edge of the scroll. most of the space being
left empty, or slightly tinted 1o suggest calm waters.
That 15 all - 3 momenmary impression of a quer
rver nlggﬂtrd with the least pumblc dlsphf of
material forms, in 4 manner which becomes expres-
sionistic through the use of intervals of pauses rather
than through the shapes delineated by the painter’s
brush. The picture 1s accompanied by beaunfully
written colophons by the painter and a fricid of his.
The firseseroll in this album, which s much longer
than the one just described, represents a river view in
Chiang-nan. The composition, taken as a whole, is
rich and varied, but it also. includes sections  in
which the intervals (i, the empry serecches) are
just as significant as the forms depicted, These, how-
ever, are preceded and followed by other sections in
which lills and mountains, leafy trees and bamboo-
groves, Tocky promontories, homesteads and simple
s, ete. Al up every inch of space. The manner of
excation is here essentially the same a8 in the above-
mentioned scroll of 1502, though somewhar heavier,
with bolder accents or contrasts of black and white,
which may indicate that it was executed a year or
two later. The ink is abundandy rich but laid on
with a fat or stumpy brush, a technique which
brings out the seructure of the forms rather than the
pictorrini utmmphm. Thf bu.'tg;i.llg tn_ckx seem to be
filled with potennal force and throbbing life, the
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vegetation in their crevices 1s overflowing; the trees
are heavy, bending down under the weight of their
long branches; the low huts and fences are indicated
with 2 few broad lines, and the mes who are
standing or walking on the river-banks and the
projecting cliffs are solid as if hewn in stone, All
these clements, and the rocks in particular, are
shaped by a brush which has the qualities of 3 stone-
mason’s chisel and at the same time the faculry of
suggestig the play of light and shade. One canuor
but tecall Li Jihdom's characterization of Shén
Chou’s picture: of Nan-ping shan in which he
wrote: "It is painted with Bowing mk fulling in
heavy drops just like Wu Chén's pictures, He also
Wrote 3 pocm an it, vigorous and noble; in the style
of Huang T'ing-chien. The old man was indeed a
rrue lion in his writing as well = in his painting.”

The writer evidently knew and understood Shén
Chou's art perfectly. His mature manmer was with-
out doubt fiundamentally akin to that of the Yiian
master, But although his brushwork was modelled
ort Wu Chin, m hus last works it becomes sull more
forceful and severe than in the Yiian master’s “ink-
plays” — the ink filling in heavier drops and the
brush leaving deeper traces — and his simple poems
sometimes reveal his mdertone of sympathy with
every form of manifested life which is so charac-
teristic of the noble Sung poet. It may mdecd be
truthfully said that the older he grew the more the
greatness of the man came ont, his majestic strength,
his creative genius and s mastery of the brush.

Wang K'o-yil wrote on a similar scaroll by the
muaster: "Old Shih-t'ien pamted landscapes on Jong
scrolls, of which this is one. His bosom was full of
hills and wvalleys, wonderful as the works of the
Crearor, which he expressed with the tip of his
brush. He reached limitless effects without any
mental exertion.”

Besides landscapes Shén Chon did many other
kinds of pamtmgs, for instance of Howers and
truiss, bitds and small snimals, also sull-life, bur
rarely if ever pictures of larger animals of luman
figures alone. Such morifs did not accord with the
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inclinations of the poet-paimters. It would crry us
too far here to mention all the numerous picrares of
flowers and burds by Shin Chou which have been
reptodduced; they are mostly of smaller size than the
Imdscapes and their aesthetic sigmficance lies mainly
in the fresh and « interpretation of the
ln-:lwuinahq r.}f'tﬁ:_ﬂﬂwm'ﬂr burd. The earlier ones
such a5 the Striped Pheasant and a Lily, and the
Cock ar a Rockery witlht a Gardenia-Hower (both
reproduced i Min Shiteika, pp. 11 and £2), are
exccuted m a-very careful style with sather light ink
and 5 close imitation of the feathery forms. Wang
Shil-chéng, the well-known cntic of the Wan-li
peniod, writes about such bird and Aower-paintings
by Shén Chou as follows: “From the nme of Hsii
Hsi and Husng Ch'iian down 1o Hui-tsung (of the
South Sung period ) Howers and birds were painted
most wonderfully with colours and white powder;
they seem to stand out in rebef. They were done
with the greatest refinement and looked lke real
living things. Shih-t'ien, however. used only light
colotrs and than ink, but could nevertheloss give the
bieds an air of fluttering mnd moving, They were
nghtly said to be the most wonderful and true o
nature™t (Plrar).

Among the pictires of birds with Shin Chou's
inscriptions and signatures should be mentioned in
particular the simple but very appealing representa-
tion of a turtle dove on the branch of 3 bare tree in
the Ku—kung collection. The design has here the

bdlance of a Sung pamting and the tree-
branch as well as the bird are painted with a remark-~
ably firm brush which brings out the structural
beauty of the motif (PLrgz).

The pictorial beauty of Shin Chou's brushwork
and his faculty of suggesting individual character,
even in 3 single twig or flower, stand out brilliantdy
‘insome of the smaller pictures in an album of flowers
and fruits which is reprodiced in Min Shifaika,
pp. 23-29. The pictures represent Silk-worms on
Miilberry Leaves, A Branch of an Atbutus-tree, An
Egg-plant, A Branch of Pemimmon, A Chrys-
anthermum Flower, Wild Tea Flowers and Narcissi.

They are more descriprive than those mentioned
above, yet executed with 2 soft, swift brush which
synthesizes the forms into braad masses of light and
shade. The silk-worms are eatmg mto the big
crumpled leaves, which are bending under their
weight; the heavy egg-shaped fruir hangs down
from the drooping stalk among Gttered leaves; the
perimmaons are fresh and full, small cushions swell-
ing on the jerky branch which stretches across the
picture like a symbol of thythmic growth. Accord-
ing to the painter: “The frost has touched these fully

rip¢ persimmons, they shine red in the sun. They
have often been praised in poems, and their mste is
indeed unequalled.™ (To which all who have
travelled in North Chma and tasted frost-bitten

persimmons will agree. ) But further descriptions of
these pietures seem quite superfluous, because thewr
appeal depends largely on qualities which are not of
a formal kind (Pl.193). The Howers and frmts have
fragrance and life, odour and taste, all suggested by
a few touches of the brush, apparently simple and
casy, but evidencing a penerrating insight and con-
centratnon. which very few painters of the Ming
period atrined. We quite agree with the words of
Li Jih~hua written on a picture by Shén Chou: “The
freer and easicr, the truer were his paintings; the
simpler he was, the further he reached™.

The very great admumation bestowed on Shén
Chou by aitics of his own and the following
generation has been expressed m many inscriptions
and colophons on his paintings. His fame has lasted
through the centuries, even thoogh it was for a
while, at the end of the Ming ind the beginning of
the Ch'ing era, overshadowed by that of later men.
The immediate impression made by his great
personality had then faded, and other ideals had
won the day in painting. Yet his paintings were
highly esteemed, and the best among them have
tertainly retained their place in the foremost vank of
Ming pamting up 1o present fimes: One of the most
eloquent characeerizations of Shén Chow's art was
given in a colophon by Hsing T ung, a well-known
§ Shidenia plu, vl AT, 4, 15
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pamnter and writer at the end of the sixteenth century:
“Ch'i-nan's style of pamting was the highest of the
time., In lis large pictures on big serolls the com-
positions are firm and dense, the mk flows and drops;
nothing could be improved in them either by
Heaven or by the skill of man. His paintings were
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more highly appreciated in Wuchang (Suchou)
than the works of T'ang Yin or Wén Chéng-ming.
This picture i done entirely in the style of Tung
Yiian. §t 1s nearly twenty fect long. 1 it were placed
in the boat of the two ML, 1 am afraid that the
dragon would grasp it and carry it away."™

Suchou, the Great Centre of Ming Painting

There was no lack of ralented pamters in Suchou at
the time; the city was fast becoming an art centre of
leading importance, unrivalled even by the imperial
capital where painting, in spite of all official protec-
tion, mever soruck such deep roots. Suchou's
unportance a8 a3 home of painting during the
sixteenth century may be compared with Hangchou's
tmportance in the time t_!fﬁm South Sung dynasty
(1127-1276) with the difference, however, thar
Suchou had ne fmperial academy, only private
studios. A number of prominent pamters formed
here more or less independent centres of artistic
activity which attracted younger men. Sachou had
already a well-cstablished reputation as 3 home for
leaming and refmement, 3 place where life was
peaceful and harmoniows, aloof from all political
turmoil; and it was chosen as 3 plice of retrear by
scholars, poets and philosophers, as well as by artists
who had grown tired of their official creers and
preferred to devote themselves to less lnerative but
miore congenial pursuits, such as poctry, calligeaphy,
painting and gardening. Many of the picruresque
gardens of Su, some of themn still to be seen, were
then the meeting places of artists and poets, scholars
and writers. There were to be found places of
laughter and sang, wine and beauriful girls, but also
quict hermitages and temple gardens where artiss
met their friends from the temples and listened 1o
their expositions of Buddhist doctrines. Such

meetings are mentionad, 35 we have seen, in some of
the inscriptions on Shén Chow's pictures, and there
were other hermit painters, as we shall find, besides
the more impulsive and gay and carcfree who
enjoyed life to the smost of their capacitics.

A history of the Suchou painters of the sixteenth
century might mdeed become a very entertaining
contribution to Chinese art-history, but it woald
require more specidlized studies than | have been
able to devote ta the material; 1 can only dwell on
the leading personalivies and mention those among
their followers whose works are known in repro-
duction. Temay, however, be recalled tharan atiempt
at such a history was made m 1563 by Wang Chih-
teng with his Clronicle of Pointing in the Wu
Prefecture (Wu-chiin tan-ch'ing chih), a short treatise
from which we have alteady quoted some bio-
graphical information. The book also contains a
preface in which the author in fowery terms extols
the arnstic glories and natural advantiges of his
:miwciry. It may be quoted hete as an example of
0w the Suchou men themiclves appreciated the
culture of therr home:

“The pamters of W ever siice the tine of Ts'ao
Pu-hsing, Ku K'si<chib and Chang Séng-yu have
been numeraus Jike rising clouds, and their art was
always free, nnconventional and wonderfully re-
fmed. Was this (ourishing of painting) caused by
b St bon ', vol. 87,1, k.
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the spirit of the sex and of the mountain ridges
along the castern coast, or was it a re-echo from the
old masters whose style lived on and in whose
influence later men were soaked? .

"In the avtumm of the kuei-hai year (1563) I lay
sick m my study. Rain was pouring and streets were
empty. | closed the door, loosened my hair, and un-
tolled the famous pictures I my possession. The
walls becamie crowded, one picture hanging over
another. They were painted either in colours or m
ink, brilliantly fresh and vigorous; some represented
bamboos in light mist, some, flowers and trees under
a clear sky, others represented stones which looked
like clouds, or rivers which seemed to move. The
figures of men and devils reflected the secrets of the
human and the spirit world, the birds and insecs
seemed to be fying and wriggling, All these pic-
turcs made me aware of the fact thar this country
had been made famous by its numerons men of
talent, and | realised the ceascless efforts of these
artists. Therefore when [ grasped the brush | limieed
myself o the men of Wu and started with the
present dynasty, of which [ have transmitted some
records for future generations,”

The treatise wself is quite short and contains
biographies of only a few of the Suchou artists
divided into the four waditional classes: in the first,
i.e. Shin-p'in, are placed Shén Chou, together with
his father, tus incle. and his friend Tu Ch'iung. The
second, Miao-p'in, includes Sung K'o, T'ang Yin,
Win Chéng-ming with his son and nephew, and
Chang Ling: the third, Néng—p'in, includes Hsia
Chang and his brother beside Chou Ch'én and
Ch'iu Ying; and the fourth, J-p'in, Lin Chiich,
together with Ch'én Shum and his son. In additon
to these are mentioned a few men who were not
born it Suchou, but who settled there for some
time, the most important ameng them being Chao
in the case of a few of the very prominent men,
when the notes become redundant with superlative
praise. 1t can only be regretted that the author, who
must have been fumiliar with the lives and works of

his fellow-citizens, did not take the trooble o leave
us more detatled mformation about them.

We have alresdy had occasion in the biography of
Shén Chou to note some of the prominent men,
artists, and scholars, who formed the arcle of his
friends, Well known among them was Wa K'uan,
tzii Yiian-po (1435-1504), at one time president of
the Board of Rites, but skilled also as a poet, painter
and calligrapher. A tall river view with overhangmg
cliffs and three men in a boat which he painted in
1470, according to the signature, may be said to
contain some remumiscence of Shén Chou's earlier
works, though in 3 somewhat shadowy transcrip-
tion.t Another former official of great reputation as
a writer and calligrapher was Li Yingchéng, f2ii
Chéng=po (1431-1493): he had served as vice-
president of the Board of War, Tu Ma (1450-1523)
Wwas a promunent connoisseur of antiquities and a
writer on geographical and historical topics after
his retirement from official life. Weén Lin (1445~
1499), the father of Win Chéng-ming, was another
member of the same circle. He served asa magistrate
of Wen-<hou and became known particularly for
his slall in divination.

Chou Yung, ¢tz Hsingchil (b, 1476, d. 1547),
from Wu—chiang, was a somewhar younger man
who reached cmimence as an official as well as an
artist. He is said to have received personal mstruc-
ton from Shén Chow According to the Ming-hua
Iu;, “his style of writing was very refined and
unirestrained, his lnmh::a.pc«pamhag; were vigorons
and wonderfully dense; the far-off and near pars
were broughe our beautifully in layers and there was
a harmonious reverberation of the life-breath™. In his
official career Chou Yung rose to he president of the
Board of Civil Office (Li-pu) and tutor of the heir
apparent; after his death he was given the posthu-
mous tithe: Kung-su (Reverent and Respectful),
Later critics like Ku Ning-yiian place him m a class
with Shén Chou and Wén Chéng-ming, which
proves his high standmg as an artist and makes us
regret thar no works of his dre known,

* N, wol X 1 the collection of Mr. Kawihars (Kirmnie).
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Amuong older painters who have been mentioned
i 2 previows chapter may be recalled Tu Ch'nng,
the intimate friend of Shén Chou, and Yao Show,
bestides Lin Chiich, whose: death Shén Chon
lamented in more than one inscription, But there
were also outsiders, ke Wu Wet and Hsii Lin, who
were attached o Shén Chou by friendship, although
they followed different currents in are and life and
were mainly active in the imperial capital,

Shth Chung, rzfi T'ing-chih. ko Ch'ih-wéng
(b. 1437, d. 1517}, wasa very original pamter of the
same gencration, well worth remembermg. Al
though he lived in Nanking, he also stood m
friendly personal relations with Shén Chou withour
being directly influenced by the master a3 a painter,
He followed his own course m art as well as in life,
and nust have been o rather peculiar man: “He
appeared like a fool, though he was clever, and was
generally called the Tmmorel Fool."™ We are also
told that he did not speak until he was 17 years of
age, but that then he must have received a rather
sudden illumination, since he became able not only
to speak but also to write and to compose poetry,
Several anecdotes conceming his strange life and
habirs are reporred in the biographies, but they have
litele connexion with his artistic occupation except
the followmg, which is related 1 the Wushéng
shili=shili: "He once went to visit Shén Chou in
Suchow, but did not find the master ar home, Whien
he came to the painrer’s studio, he saw some white
silk hanging on the wall, grasped a brush and niade 2
picture, but did not sign it with his name. The
servant asked him to leave his name. bur Shih Clung
aswered langhingly: “When your master sees the
picture, out spirits will commumicate: there 15 no
need to leave the nime.” When Shén Chow came
homie b said: I have sen pictures by many men,
but never such brushwork: nobody but the Fool
from Nanking could have done it.! He ordered his
servant to search for Shih Chung and to bring him
back: whercupon they became intimate friends, The
Fool stayed for several months with Shén Choy
before he returned home. Later on Shts Chou went

to Nanking and stayed in the home of Shih Chung,
whieh was called the “Tower of the S Fool'
(Wo-ch'ih lou). His wife was called the Happy and
Pure Taomt, and s secondary wife was called
White Cloud. They both liked to paint small Lind-
scapes and were skilled musicians™

The end of his life was also extraordinary, as wold
i Ming-heie lu: “When he was fo years old and fele
that he was going to die, he asked his relatives and
friends to sing; to start a funeral procession, and to
lead him out through the Chii-pso gate (in Nan-
king). He sud i would be his funeral while sall
alive. But av the appointed time he pased’ away
without illness. "

As 5 painter he is characrerized m the same book
m the followmg words: “He pamted landscapes,
trees, stones, and the like in a very free fashion. He

did not adhere to the rules of any particular school,

but éxpressed his own spiric.” In the Hua-shil hui-
yao it is, however, pointed our that he followed
Fang Fang-ho and excelled in painting clouds and
mountains in 3 light and free manner quite different
from that of the commion crowd.

A large mounmin lindscape in the Ku-kung col-
lection is indicated in the inscription by the painter

s an imitation afrer Huang Kung-wang and dated

t504.F The high wooded mountain which rises m
terraces ahove a misty gully-and the small cottage
where two men are seated jn conversation are
painted 1 3 somewhat flaccid or flickering manner
which has litde in common with Huang Kung-
wang's brushwork. The pamter has evidently trans-
lated a compodition by the Yiian master in accord-
ance with his own individual style,

An mrteresting seroll-painting by Shih Chung
belongimg @ the Boston Muscum has been de-
scribed in an article by Mr. Tomita in the Bulletin of
the Museum.* It is fully signed and dated in the year
VCF. Woa-shing shilv-shik. -
* Praciically the siine story b told of Wmg B, who i also sxid po

:!I-:;‘;:'lmugr;ﬂhhuwn fanieral ard verniiinest s lais cosnbs el he

¥R shwechiina chi, vol 20X VL
* Bulletin of the Musenm of Fine Arty, April 3540,
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1so4. The motif is beantifully indicated by the
painter in his colophon, in which he writes: “The
sky s clear: snow covers moimtan and mver. The
myriad trees tower high; this is Nature's work.
Alone and always happy to soffer poverty, this old
man, moved o tears, records the diving picture,”
The old man referred to in the colophon is shown
rding on 2 small donkey followed by a servant,
huddimgupm:.hcmldmmﬂmﬂﬂpebﬂ“em the
river and the sheer cliffs; a little farther away may be
seen & boat by the barren shore and a duster of small
huts among the wees. The fast section of the picture
is pracucally swallowed up by the grey mist, in
which two small siling-boats are seen like dark
streaks agaimst the white background. The hrush-
waork is most unusaal, i parts almost like a trans-
parrnt wash though with varianon of decper tones
and some very effective black aceents (PLigg). Tris
seldom that we meet a picture in which the forms
are so completely transformed into purely pictonal
values as here, according 1o the manner which
was further developed by the impressionistc
painters of the late seventcenth and early eighreenth
coritires,

Another winter landsape by Shih Chung (dated
1506) belongs to the Muscum of East Asianc Arr i
Cologne; it is, unfoctunately, in wo bad 1 stare of
preservation to give a proper iden of the master’s
brushwerk, yet interesting for its pictorial appeal.
Here, top, the artist has described the motifin a poem
from which the main part is worth quoting: *“The
snow is piling on the mountain; the year of the
world is drawing to its close. The water freezes
the wintry river; a man is halding out his fishing-
line. The wine is fresh; [ would invite my neighbour,
but now my purse is empty like my jar. The plum-
trees open m the southern village and their rwigs are
full of fragrant scents. You must go out into the
snow to pick the Howers, as sad by Méng Chiso ma
poem he wrote while riding on a donkey.™

The Old Fool was evidently also something of 3
poet, though his writing as well as his rather splashy
picture bear witness to his over-fondness for wine

and ulso possibly to approaching old age and nuisery.

- k] r

Among the men of the younger generation who
were mftuenced more by the art of Shén Chou than
by the scholarly circle of Wen Chitg-ning should
be mentioned in particular Hsich Shib—ch'én, r=i
Ssichung, hao Ch'u-hsien (b. 1487, d. after 1567),
whose arr is known from 2 great number of Lirge
paintings, He was apparently more of a professional
painter than maost of the contemporary Suchou men
and highly prolific as a landscape-painter. It is said
of him that “he the numner of Shén Chou
but changed it 1 lieele; his brush was scrong and he
painted in 4 free fashion, sometimes also wsing
colour."* The way in which he changed it is also
indicated by Wang Shih<héng, who writes:
“Hisich Shih~ch'én did not entirely avoid the fanlt of
mimutsniess and was ot quite free from the manners
of Tai Chinand Wu Wet.”"* In other words, he had
a leaning rowards the Ché school, as had most of the
men who were professional painters rather than
scholars or poets, which from the pomit of view of
the scholarly cnities and aesthetes of Suchou may
lhave been a weakness, but which does not make their
paintings less interesting or importantas works of art,

Huieh Shili-eh'én is said to have excelled in
“pamting long scrolls and large screens in a bold
manner according to his own ideas; with an excess
of spirit and strength but msufficient beauty and
refinement’”, a characterizanion: which agam s
coloured by the prejudices of the W critics.® At
least nobody could deny the extraordinary vitality
of his art, the boldness and strength of his brush-
work. Among his hanging pictures are some very
large ones {mare than 1o feet high), which might
! [ the contimuation of the poeny the writer goes on to explain
that the poer Méng Chino did noc understand rthe proper e of
rerman characrers. The remarks are, however, of po particalar

lneercsr I this cosindninn ansd are therefiwe omiteed heee. Cf)
The artivle by . W. Speiser in Oufashit, Zeitschrift, H.3-4. 1136.

8O T bt petohiive Jesil-thicam,
8 Lyniam chiih yore, queotedin Sumg Yilin f-lai.
* L Wo-slifng shif-siuife
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well have served as screens, particularly when they
were produced in series. The majority of his works
are, however, mmor pictures and scrolls.

The earliest dated one known to me is a short
scroll of the year 1530, formerly in private possession
in Peking, which represents a favourite motif] viz.
Returning Home through Wind and Ram, in quite
an origmal fashion. The compaositian, which fallows
the winding course of a river, is rch and full of
varianions; m the firse section the monntaing rse in
huge bulging shapes with the water rushing down a
dﬂ:p gulb_r; then the COUNITy Opens out, the moun-
tains recede towards the background and we have 3
promontory m the foreground occupied by a small
farmstead among trees and within 4 Bamboo fence.
From here towards the end, the river broadens inito 2
wide expanse of water on which are 2 number of
fishing-boats hurrying towards the harbour. The
wind 1s strang and ram is battering the surface of the
water, the trees are shaken and tom by violene gusts,
and the men along the paths, on foot oron donkeys,
are bending low as they work their way agamst the
storm. The composition hias grandieur in spite of its
relatively small size and it is pervaded throogh and
throagh by the onrush of the sudden storm, which
is reflected in cvery form, every element of the
composition bemng gradually revealed and increased
wheti the scroll is unrofled (PLigs),

‘Hsich Shih-ch'én is more descripuve than Tai
Chin or Shén Chou in his representations of such
scenery, though his compositions do not possess thie
structural umty and balance which we have found in
the works of his predecessars, He pamred 1 number
of handscrolls, some of them representing actual
scenes, while others scem to be more fanrastic
transpositions of those curving cliffs and rugged
trecs in which he specialized, A fme example of the
fortner class is the handscroll in the colleetion of Mr,
Walter Hochstadter in New Yock, which seems to
constitute 3 somewhat free renderng of the Tager
Hill in Suchou, This is suggested by the combina-
tion of the temple and the beautiful pagoda placed

on a mountain terrace whicly rissg steeply above the

surrounding country, The identificarion of the
motif i by no means convineing, yet the picture is
distinguished by 1oy intimate guality, no dowbe based
on actizal observation. It is dated 3536, and pamted
with a lighter brush and more sensitive stmospheric
tones than most of the painter's larer scrolls, which
are heavier and miore compressed in composition.
Halfa dozen of these scrolls are shortly deseribed in
our List of the painter's works, 1o which the reader
is referred. They all have mwerits in respect of
stylization and sometimes @ touch of dramatic
mtensity in the brushwork, but ther pictorial
beauty is often less marked,

The picture which formerly was in the collection
of Prof. L. T. Humg of Yenching, is another
iuteresting example of the painter’s early style. Itis
dated 1535 and represents a river view in autumis
ﬂmfuﬁymihhtuﬂhdbynmkyhmkﬁhﬂf
the water from the river bevend is dropping m
cascades. Bare trees grow between the boulders and.
4 bridge on high poles leads over the stream. Two
pilgrms ate walking slowly over the bridge to-
wards the gateway higher up the mountsin, and in
contrast to all the rising lines of the trees and the
mountains low spits of land strerch our over the
illimirabile expause of water in the background
(PL196), The picture is remarkable for its strucrural
balance and for the harmony of its soft grey tones,
which suggest the cool atmosphere of  late autumn
day.
Asich Shib-ch'en’s later works arc seldom, if ever,
as refined and attractive as this picnure of 1535, Hit

manner grows hroader and more decorative with

the years, which may also be a consequence of the
t0 repeat cortain barogue formulas, for mstance
mountainy and trees, becomes more and more
apparent. Sometimes the illustrative character 1s of
dominating meerest and the landscapes are merely
scetiery for the figures. This is true, for instance, of
the set of four large pictures illustrating episodes
from the lives of four ancient heroes who came
ckncm.duthbymﬁm,pammiht 1551 (m the
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Seikado collection).! The mam mterest s here
concentrated an the figures i spite of the quite
clabarate landscapes, which are represented accord-
ing to the four ssasons throogh exhibitions of skill
rather than of poctic sentiment. The twisting erees
and curving ¢iffs in the Spring and Winter scenes
have a definite calligraphic character wiuch may be
observed still further developed in some of Hsich
Shih-ch'®n’s very large landscapes panted 4 few
years later, in which the clouds hang over the
ruffled mowvmtams like soiled and tattered draperies.

One of the best examples of this kind is the picture
called The Four Old Hermits on Shang Shan®
(PL107). The mountain is enveloped in heavy cdouds
from which the trees and the peaks emerge only in
part. The forms seem to be gnarled or brought into
a state of perturbation by 3 sudden earthquake. Iris
hardly possible to distmguish the humpy clouds
from the creviced rocks and writhing branches of
the trees. The same uneasy thythm pervades them
all. The painter seems to have felt 3 néed to shake up
the dusty world.

The frequent repetition of motifs according to the
barogue formulas noted sbove may also be observed
in Hsich Shil-ch’én’s picrures of single pine-trees,
He has represented them on a large scale, concentrat-
ing on the winding, scaly trunks and 3 few strong
branches rather than on the complete shape and
characteristics of these trees. In au nscription on one
of these pictures he compares them to dragons:
“Their sound is like the rrtling of scales and fins;
they talk together like heavenly deagons. As | play
with my brudh, clouds and mist arise, and it is as if
thunder and rain were passing.” The painter was
evidently not lacking in imagmation, bur his means
of expression were limited aud he often repeated the
same designs with shight changes under different
titles.

Hisich Shih-ch'én is as a rule most stractive when
he makes the least effort to claborate natural scenery.
His “‘Homeward Boat on 3 Snowy River™ (in the
Ku-kung collection) is 2 pleasing, mmor represents-
tion of a calm niver famed by snowy clifis. The

charactenistically soft and flowing manner of pame-
ing is suitable to the motif and the picture is made
suggestive by its tone and armosphere.*

The latest work by Hsieh Shili-ch’én, with a date
of the year 1567, represents huge mountams with 2
rich growth of trees and shrubs between winding
strcams and meandermg paths.t The composition
reminds us of Wang Méng’s works and conse-
quently aleo, to some extent, of the contemporary
lwén-jén futa. It seems as if Hich Shili-ch’& too had
tried towards the end of his life to modify his style in
accordance with the literary school which at the
time dominated pamting in Suchou through the
umerous pupils of Wen Chéng-ming. Bue it was
certainly not 2 mode which corresponded w his
natural inchinations and ideals. He was by tempera-
ment rather independent and differed from most of
his contemporaries, a fact also nouced by con-
emipotary painters and critics, The following
characterization of his art by the pamter Hsii Wei®
is quite interesting in this respect: “The painters of
W (Suchou) were mostly quite spanny in their use
of ink; only old Hsich used ink in abundance, to the
great astonishment of his fellow citizens, But those
who are like dwarfs at the theatre (i.e. o short to
see for themselves) simply follow the crowd. Such
people do not know whether a picture is defective or
not; they do not imderstand chat it is not the resnlt
of heavy or light mk but depends on whether the
picture has sufficient life-movement.

“Chao Fei-yen (a courtesan of the Han period)
was slender and Yi-hvan (Yang Kuei-fel) was
stout; the two ladies were thus quite different, and if
their masters had changed places, they would not
have pleased the men. But if 2 great connoisseur had
looked at them from without (objectively), he
would have had no difficulry m finding them both

LT, prsi 318, and sl Kakka 307,
1§ % ofo=dnm ¢ b, vol X
Bk shnefonn che, vol XKV,

# Bk shuii-Bha chi; woLXCXTV. Another picture somewhat stofar
m aeyle, alled Sprmgoume @ the Valley, was m the Hagashi
collecramr. £ Olara, 1, 1.

* Frean Hi Wis—clurg v, quotedh in Shu=haa gy, vol.87,
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very lovely, That is the way in which the ancients
judged calligraphy, and sill mare, panting,
“Onee old Hsich came to Yiieh (Chekiang) and
finally resched Hangchou. He gave me four or five
pamtings (on silk), all very vigorons, Then he went
back home, and his work was ended. When L now
look again at dhis picrare, | cannot help feclng sad.”

& » ™

There were several other painters in or around
Suchouwho, like Hsich Shih-ch'én, started under the
general sway of Shin Chou's art and then gradually
developed in various directions. It may be said that
Shén Chou's leadership it the field of painting
becamne modified soon after his death by the in-
fluence of such promment pupils of his as Wén
Ching-ming and T'ang Yin, two widely different
artisnc personalities, who did not confine themselves
within the stylisuc traditions of their master but
contmued along their own pathy, which led in new
directions, T ang Yy, through certain of his works,
particularly figure pamtings, gave the impulse o a
reflorescence of what has often been called the
academmic  school, whereas Wén  Chéng-ming’s
scholardy personality and new  transpositions of
tradirional landscspe motifs opened the way towards
the wén-jén hua (the literary school of painting)
which became the general fold of the landscape-
pamters about the middle of the contury. These two
very different groups will be discussed in separate
chapters, and we also treat a group of Hower and
bird-painters separately, although some of them, like
Ch'én Tao-fu and his son, might with good reason
be placed among the immediate followers of Shén
Chou, which is also true of Chon Ch'én and Ch'ien
Ku who will be introduced among the adherents of
Tang Yin and Win Ching-ming respectively,
They all learmed from Shén Chou, but since the
mmaster was gone and they worked i close personal
relations with other artists who modified his stand-
ards, it seemns most natural 1o reserve the discussion
of their works to later chapters. Here nuy be added
some information about ene or two lindscape-

painters who to some extent continued the srtistic
traditions of the Yium masters in a way similar to
that of Shén Chon. _

Wang Wen, tzi Tzi-yi, hao Chung-shan, from
Wuo-ha (b 1479, d. 1576), i well recorded in
Wii-shéng shik-shih and m the Ming History, because
heateained emmenée 15 an official as well as through
his artistic activity. Accordng to the account in the
first-tmed book, he served on srveral government
boards and was finally sppomted 1o a posinon m a
law-court 1 Kuangtung, and starced, much against
his own inclination and the hopes of his old father,
on the journey to the soutlt, “but when he gor as fur
a4 the Hsiang River (in Honan) he wrote welve
pocms expressing lits bieart and sent in lis resignie
tion, He retumned home to take care of his father and
accepted no further afficral appointments, He lived
on the shore of Tai-hu and did not visic the city for
many vears . .. Scholars and officiils from every
part of the country went to call on him, because they
wanted to make his scquuintanee, but Wing Weén
wrote on his door: I am ill and beg to thank 4ll
guests. When growing old he built 3 pavilion on
Paochich shan (the Paradise Mountain), planted
bamboos, wrees, and flowers, and arranged some
watercourses aud sirange stones around it There he
used to st alone, his hands folded around hus knee.
burning incense and reading the Book of Changes.
When he felr happy and inspired he swrote poems
and pamted, and whenever he grasped the brush, he
swept away all his weaknesses, soaked it nch mk
and painted figures, landscapes, Howers and birds
reaching far beyond the narrow par]:ls-(uf SO0
men)."”

The painted works by Wang Wén are not very
common but they include figure pamiings as well as
landscapes. Amongg the former should be mentioned
# scroll with the Sixteen Adhats in the collection of
Mr. James Tahill m Washington and another
shorter scroll m the Ku-kung collection representing
a man making tea while his friend is writing on 2
long scroll. These picrures are painted in @ rather
neat lmear style showing no connexion whatsoever
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with the Yilan madiion, which evidimtly formed
the fundamental element of his style as a landscape-
paintes.

This may be observed in two prominent examples
in the Kukung collecrion, one representing 2 very
tall mowntain peak rising abave a stream that is fd
by rushing cascades. This very tall (over five feet
high) design is exccuted in nich mk with deep
accents in a spotty manner that leads our thoughts to
Shén Chou's laterworks.! Iris signed and dated 1552

The other landscape in the Ku-kung collection is
of & more common type but, according 1o tradirion,
it 15 a faithful representation of the beautiful sporar
the foot of the Red Pool Moumtain where the
painter had buile lis studio. It is well shaded by
rows of tall pine-(?) trees growing on the banks of
the tivulet; but may be distngmshed m part berween
thent. The mowitams behind it rise very high into
fantastic, cloud-like shapes of the same kind as we
have seen in Hsieh Shihchén's paintings® The rall
figure who stands on the stone bridge that leads
across the stream may well be the painter returning
to his home from a walk m the woods (PL198).

The most interesting of Wang Wen's lindscapes
from a pictonal viewpomt 18, however, the picture
in the Seikadd collection. It is not a tradiional
combmation: of momntains and streams but a view
over low marshy lind, traversed by a river and
enveloped by 4 misty atmosphere which is so dense
that it almost obliterates the forms i the back-
gromd.? The leafy trees and bamboos m the fore-
ground emerge like wavy plumes, and berween
them one may discover two small boas with
fishermen and farther away the fishing hamlets on
the shore, while the boars put on the river bevond
are hardly more than fame shadows over the grey
water, The whole thing is exceadingly light and
vaparous, painted with thin washes and shight
touches of 2 soft beush. One may possibly discover
somie connexion here with works from the begin-
ning of the Yilan dynasty, such as Kao K'o-kung's
musty landscapes, but the mode of representation is
more descriptive and closer to nature. le 13 nor a

vision but an actnal view from the neighbourhood
of the pamter’s home, Pao-chich shan, as is con-
firmed by the signature,

Wang Weén may indeed have painted more pic-
tures in the style of the Yiian masters, dhough none
of them is known to . A critic and admirer of his
pomts out that “in his pamntings he changed the-
manner of Ni Tsan and Huang Kung-wang; his
spirit and skill were different from theirs. All the
muoney he had saved he spent on buying stlk. All his
pamntings were very light and free. There was
nobody like him in the world."™ It may at least be
admitred that he was a very gifted and sensitive man
ol the brush.

Chiang Ch'ien, t=ii Tziichien, was the son of
Chiang Sung. whose art was charcterized i our
discussion of the Ché school, yet I did not follow
m the footsteps of his father, but formed his style
after the mammer of the Yiian masters and Wang
Méng in particular, a5 may be observed in his
maomtain landscape in the Ke-kung collection® and
to 2 less extent in the small picrure i the Vannorr
collection in Lugano, which represents Old Trees on
1 River Bank. Itis done in a rather free and playful
nunner, no doubt characteristic of Chiang Ch'ien,
who, like several of these Suchou men, painted only
to amuse himself, He never sold 2 picture ifhe could
avoid it, although he lived m a ramshackle house at
the Rainbow Bridge, which contained only “half a
room”’, Omce the local governor visited him and
wrote on 2 tabler over the door four characters
sigmifying: “The Mysterious Goose (Hermit) of the
Eastern:Sea”".

Several painters active in the sixteenth century are
mentioned in the records as followers of Shén Chouw.
Ho Ch'éng was mentioned in an eaclier chapter; he
started asa pupi of Shin Chou but then adopted the
mianner of Wi Wei. Ch'én To and Chu Nan-yung

VG K, it o, ol KXXVIL

2 Kby, vol XV,

Kokl 312,

& Aingepin piebehi, quoted i Sung Vil El.
¥ Rk ahine-fioea e, vl OUXIV.
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are- also said to have followed in the footsteps of
Shén Chow, but no wotks of theirs are preserved.
The former, whose t=if was T'ai-shéng, lived in
Nankmg and attained considerable fame as a poet
and landscipe-painter in the Chéng-2& period (1506~
1520); the latter, who came from Shao-hsing, served
in various goyermment positions and was finally, in
1580, appointed president of the Board of War. His
landscapes, trees, and stones were painted after the
mammer of Shén Chou, but he also imitated Wi Tsan;
“his art was pure and serong, quite detached from
the volgar™.

Among later painters who carried on Shén Chou's
style to the very end of the century may be men-
toned Yii Hsi-ion, i Lu-wing, known through a
rather cloudy and - darkened mountain landscape
{formerly in the Akimoto collection),! and Sung
Hsii, tzi Shih-min {:533—1665}. who liter on

became @ Taoist monk and called himself Tsu-
hsttan. He had a great mfluence on the younger
generation and in particular’ served as teacher of
Chao Tso and Sung Mou-chin. His pictuncs are not
uncommon, but none of those which 1 have seen is
distingwshed by anything of particular interest
beyond technical dexterity and a fair knowledge of
Shén Chon's works and eardier models. Fle became
famous in particuilar through his large views of the
Hisiao and Hsiang Rivers, which he execursd at the
age of 76 (1508).* His earhier picture in the Ku-kung
collection which represents Cloudy Peaks and a
Waterfall in Autamn (dated 1583), is painted with a
maote sensitive brush and finer tonal walues, but here,
too, it is the adherenice to a certain tradition of style
rather than anvy individual features that makes the

picture mteresting. (Cf K-k shu-hua chi, wvol.
XVIIL)

Weén Chéng-ming and his Pupils

Weén Chéng-mung (1470-1550) was a pupil of
Shén Chou and followed, to begin with, quite
closely m the footsteps. of the master, but as a
persomality he belonged to a different class and kept
more closely to traditional lines in his artistic
activity, While Shén Chou usually (as for instance m
the Ming History) is classified among the “hermits”,
Win Chéng-ming i characterized as a “'scholar”.
He was a man of great cultural refinement and high
ethical standards, who sought hs models i calhi-
graphy and also in painting among the masters of
the Sung dynasty no less than among those of the
Yiian period. The earliest account of Win Chéng-
chitn t'ancl'ing chik, the treatise published only
three years after the painter’s déath. It contains the
following:*

“Mr. Wén's name was Pi and his toi Chéng-
ming, bur later on he used the 24 as his pame and
took another txi; Chéng~chumg, He came from an
old and pre-eminent family of Suchou which for
generations had  produced officials. As a youth
ﬂrﬂd}', before he was zo, he showed remark-
able intelligence and his fame reached the cats of
noblemen and officials. He loved the virtues of
ancient times, studied diligently and grew up as 2
highly refined gentleman. His fame as a calligrapher
spread all over the country. As a painter he studied
Li T'ang ind Wu Chén and became gradually quite
like them. He passed the chil-shéng degree and

4 Mangu, vol.4.

£ T53, pp-334-357 helongmg 1o Mr. Wang Chéa,
* Deprintin Mes-thu £ sunashe, IT(A) 2, =,
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Iecame through recommendation a Han-lin tai-
chao: bur after some tume he retived to his home.
Thisre he loved to wander through the woods and
valleys and devored himself more than ever to
brush and ink-stone.

“His small picrures as well 15 his large scralls are
all of quite an original effect. With advancing years
he became highly virtuons and perfect in his con-
duct, and aroused the admintion of everybody.
Crowds of people brought him white silk for paint-
ing, so that it piled up like mountains, and there was
a continuous bustle at his door. As soon as he had
given out a small picture, thousands of people [sic.]
copied it, consequently the truc and the false
pictures (under his name) are now mixed up in
private collections 2nd an the market. There were at
the time quite a number of people who tried
enrich themselves by the popularity of Wén Chéng-
ming, but those who have keen eyes will be able to
‘distinguish the fishs’ cyes from the shining
pearls’. Though he grew very old, reaching over
8o, the brightness of his spirit did not fade. He
used to skeech with ink and paper even by lamp-
light, and, therefore, the collectors treasured s
works like pieces of ceremonial jade.

*His son Chia and his nephew Po-jén continued
his wonderful art; the former painted scattered
bamiboos and trees, the lacer mostly large mountam
landscapes; he held 4 prominent plice among the
W‘njm.l-

Mare detailed information sbout the Jife of Wen
Chéng-mmg is offered in the biography in Wi-
shéng shik shik: _

“Who was Mr. Wén Heéng-shan? He was 3 man
from Ch'mg~chou (Suchou), origmally called Pi,
with the 16 Chéng-ming, a descendant of the Duke
of Hsing-kuo.® In order to avoid wsing the name of
an ancestor; he adopted the fzii as his name and took
another e2i: Chéngchung, When he was sixteen
years old s father, by name Lin, died while serving
as governor of Wen<hou (in Chekiang). The
officials who had served under his facher collected
several hundred tels as a contmbution to the funeral

eéxpenses, but Win Chéng-ming refused to accept
the money with the following remark: "l am a
fatherless boy, but I do not wish o stain the memory
wfthe dead’.

“He passed the chii-shéng examination and devoted
himself to further studics, but at the same time he
played with the brush and ik and tried other arts
alio, The men for whom he had the greatest
admiration were President Wo  K'oan, Viee-
president Li Ying-chén® and Me. Shén Chou. He
made Foends with Chy Yiin-ming, one of the Four
Talents of Suchow, Thang ¥Yin and Hsi Chén-
ch'mg® Wu K'man and Hsi Chén<ch'ing were
eminent in literature and poetry and also calli-
graphists; L1 was strong in calligraphy, Chu a grear
poet and literary ‘writer, Shén and Tang great
painters and poets, but they all considered them-

‘selves inferior to Wén Chéng-ming. In his k'ai-shu

{formal style) he followed the two Wang; in s
li-shu (model style) he followed Chung Yu {1-s1
230), and for his painting he chose Li Lung—mien
and Chao Méng-fir as models, attaining the greatest
success in this art.* In his he followed and
surpassed the style of the middle and late Thang
period.

“He also prepared for a higher official degree, but
when he tried to pass the examination he Failed and
only reached the hung (o hsin-ts'ai) degree. But

i The fumons Duke of Heng-kuo was aalled Wis Tie-bsamg
{1336-1282); he dicd i the defenee of the Scuth Sung dymeay,

f\Wn Klusn, el Yilen-po, hae Pac-an (pg3s—1504), poet,
writer and puinrer, was onc of the most promutent mes of
Suchou and rose to be president of the Board of Rites L1 Yiog-
chén, 124 Chén-po (1431-1493), was mother Entioos writer anil
calligrapher in Suchoy, who becime viceprasident of the Board
ol Wat.

3 The Four Pasienis Talents of Suchoo ar the tmoe were Tang
Y, Wen Chéng=ming; Chu Yun-mmg (rafo-2326) and Hsi
Chén-ching (t479-1311); e 1wo festoamed ewmed thwie
gress trputation as paititers, the biter two a8 poets and writers.
* I Afimg—bina Tu it is stated that ""Wén Chéng-mung went in and
out of Chao Méng-fn, Wang Ming snd Huang Kung-wang and
grasped also the brush ddea of Tang Yuan, The most excellem
The best smong’ them ore namow serolls or wnsll shests.™
Quoted in Sung Yeisn I-lai, vol, VIIE.
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through the recommendarion of 3 high official he
got a postion in the Board of Civil Office and was
made a Han-lin tai-chao. As such he collaborated in
the writme of the Hhstory (of the preceding reign)
and was liberally sewarded with money! Two
prime munmisters, Yang Wen-hsiang and Chang
Wen-chung, both very powarful at the time,
wanted to engage him in their service, but he did
not accept. After some time he resigned from all his
official engagements and went back to his home
tow.

“There he simply amused himself with brush and
ink: Crowds of visitors came to his door asking for
pamtings, but he only gave them away to scholars.
When sons of old friends or relations in distress
asked for his pamtimgs he worked whole days for
them untiringly. Other people such as provincial
gOVEITIONS, Prome  mimsters, members of  the
imperial family and rich merchants came to his
door with gifts, but they did not even obtain
cntrance to lis house, He was most particular not to
establish any connexion with the imperial princes
and the eunuchs and satd that such was the law of the
country. The reason for this (aversion) was his
experience with Prnce Nimng, who once in the
Chéng-1 period had tried to win him over with
large sums of money (which he did not accepr).* As
the prince was shortly afterwards completely routed
by the government (forces), everybody praised
Weén Chéng-ming.

“When at leisure he went out for strolls in the
beautiful coimery around the city, and wherever he
went, people were anxious to receive hitn, When he
was staying at hame many friends camie to see him;
they sat together buming incense and sipping tea,
while they disenssed pameings and calligraphy or
examined antiquities and strangely-shaped stones.
Many of the old stories about the men of Wu were
then told, which made the guests forget the time.
Such was the kind of life he enjoyed durmg the fast
thirty years of his life, When he died (1559) he was
ninety (eighty) years old. At the moment he was still
writmg an inscription on a tablet; his brush stopped

suddenly, and he passed away as happily as 4 butter-
fty. The people said that he did not die, but became
an Immoreal.”

The biographical records make it evident that
Wen Chépg-ming’s life may be divided into three
distmet periods: (1) His youth and penod of
formation, when he was living in Suchou, studying
poetry, calligraphy, and painting under the guidance
of such men as W K'uan, Li Ying—chén, and Shén
Chou; (2) his middle period from about 1505 o
1510, when he was sraying in the capitl, serving as
a tai-chao in the Han-lin Academy, occupied mainly
with official duties such as the explaining of the
Classics and the work on the dynastic history;
(3) the last thirty or thirty-five years spent again in
hus home arty and devoted mamly to pantng. It
was then that hie reached the apogee of his ereative
activity holding, indeed, a leading position in the
ntellectual circles of Suchoun, and considered not
only a8 the greatest master i art, but also as the
perfect gentleman, The great majority of Weén
Chéng-ming’s preserved works date from this last
period between 15258 and 1550, when he had reached
the highest point of his arastic development.

The histoncal records quoted above, as well as
Win Chéng-mings preserved works, lave no
doubt that he absorbed mfluences from many
guiarters and from time to dme followed various
masters of the Sung and Yilan peniods wathout
abandoning the guidance of liis own genius, This s
well expressed in a statement i Weén Chia hsing-
liieh (apparently a biography of his son)® as follows:
“Wién Chéng-ming was highly gifted by narure 3s 2
* I the painters biography in the Ming shili | s Yikim, v, 387),
which is Jess: mclusive than the above sccoumnt, it f srared that
Covernor L Ch'ung—ssii recomnmended bim ro the smre examims-
tionzy el thir Was Chiug-ming, while serving in the Han-lir,
aso took, port i explining the Clasics o the Emperor Shil-
esimg, but as the Han-in members mainly occupied themseives

with comperinve cxamimanony the painter found the bormg and
sikedd leswe bo retum bome.

* Ch'tnduo, testored by the Emperor Wia-tsmirg to the title of
liks grandfisther, Prinee Ning, headed 2 revolt in Kisngsi, but wis
defeared by the imperial army and beheaded o 1510

* Cranted in Swry Y =l vel, VIIL
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painter, He did not care about the ordinary way of
copying and imitating, but whenever he saw fine
works by the old masters he grasped their ideas
smply by looking at them. His teacher was his own
heart; he understood the spirit (of the wld panters)
very quickly and expressed their ideas .. . He was
not inferior to the old masters.” The satement may
be essentially correct in so far as Weén Chéng-ming
seldom; if over, painted as close timitations of the old
masters as Shén Chou, bur it does not necessarily
imply that he was a more independent or original
painter than Shén Chon, simply that he was further
removed from the Yiian masters — in tme and
spirit — than old Shén Shih-tien, who'in some cases
acted as an intermediary between them and his
pupil:

If we, to begin with, focus our steention on the
earliest dated pictures by Weén Chéng-ming, we are
‘confronted by a group of three pamongs all of
which are inscribed with the date 1508. Two of them
represent small mountain landscapes of a rather
complicated type with massed peaks and deeply
furrowed grassy slopes, f.e. the kind that is usually
described as a derivation from Huang Kang-wang's
designs, whereas the third 15 3 rather sketchy p'n-ﬁm
study. It may not be necessary to describe them here
in detail; the most impormant of these pictures is the
small mountsin landseape which is reproduced m
Gems of Ghinese Painting, |, pl.29. According to the
painter's mscription it fepresents a View of T'ien-
p'ing shan in Suchou, but the motif has been frecly
transformed so as to accord with the general type of
Huang Kung-wang's compositions, The execution
is distinguished by great refinement mther than
strength, but the picture, nevertheless, and in spite
of its smiall size, retains a cermin grandeur.! It may
here serve as an historical corroboration of the state-
ment quoted in Ming-shan ts'ang that “"Wen Chéng-
ming combined the manners of Chao Méng-tu, Ni
Tsan and Huang Kung-wang."

Sitnilar characteristics may also be traced in the
other small landscape dated in the same year, but the
reproduction of this picture in Ching-kuo ming-lna,

vol. XVTII, ‘is so blurred that definite conclusions
an hardly be based on it

The third of the above-mentioned landscapes is
something quite different; it shows no stylistic
relation with the others, The picture forms part of
the Abe collection i the Osaka Museum and has
become widely known through numerous repro-
ductioms, It s also provided with poetic inscripnons
h‘yrhcpainmatwdlzshh friends T ang Yin, Chu
K'ai and Wu I, but executed inan exceedmngly free,
not to say loose, manner derived from Mi Fet or
Kao Ko-kung, It looks more like the work of a
highly trained master of the p'o-mo technique, 2
manmer rarely used by Wen Chéng-ming. The only
other example of 2 somewhat similar kind known to
me among Wén Chéng-ming’s paintings is the
horizontal album-leaf in the Ku-kung collection,
which represents a river valley with trees and
pavilions emerging from the must, but this picture is
definitely marked as an imitton after Mei Tao-

jén.® If the picture in the Abe collection actinally was

painted by Weén Chéng-ming in 1508, as stated in
the inscription, it was something of an experiment
tending to show that the relatively young artist was
playing with brush and ink according to vanous
technical methods without very definite individual
accents, It was only as vears went by that he formed
a style of his own based on Li T'ang and Chao
no less than on Wu Chén.
The Wu Chén influence is most easily recogniz-
able m some of Wén Chéng-ming's minor ink-
paintings of bamboo, Howers and garden stones.
The best among these are done ina brisk and forceful
mannes with 4 spirited brush that is full of life.
Among the best exanzples of this kind of paintings
may be quoted some of the bamboo studies in. the
album known as Hus-chu p'n and also the clegant
Garden Rock with tall Chrysanthemums i the Abe
collection in Osaka Museum,® dated 1512 (Pl.2oo),
" The composition and the long mscripbion are repeared m 3
pictute, formerty i the Plaracim collecrion wm Takys, repro-
duced on our Plite 199, The excoution of this may be later.
£ Koo, vol VIIL
® Scraiboms, T, 30. Min Shitaka, pl.s5.
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the scroll of Bamboo and Epidendeum in the same
collection,! dated 1519, and the undated Fpiden-
drum paintings in the Musfe Guimet. All these and
a number of later pictures of similar subjects are 2
kind of hsieh-i or “idea-writing” i.e. fugitive fm-
pressions of tender plants m a garden armosphere
spontancously recorded with well controlled brush-
sttokes. They are among the most appealing ex-
pressions for Wen Chéng-ming’s individual genius,
whicly at this time, under the guiding nfluence of
Wu Chén, had reached its full dpamonisement.

This 15 also recognizble in the large horizontal
composition in the Ku-kung collection (dated 1519)
which represents A Man Scated at the Entrnee to 3
Mountam Gulley Listering to 2 Waterfall* The
picture may, indeed, make s recall some of Shén
Chou’s later works, but the design is somewhat
more complicated and the structural definition of
the rocks and trees more accentuated than is usual
Shin Chou's works. The picture offers furthermore
some confirmation of Wang Chih-teng’s remark
that Wen Chéng-ming studied particularly Li T'ang
as well as Wu Chén “and gradually became guire
like them™. This can be seen in the painting of the
folds and wrinkles of the momtains with a squeezed
brush (¢'a-pi) and in the sharp cutting of the rocks.
Techmcal features of this kind are not so evident
Weén Chéng-ming’s later works, which also indi-
cates that they were not of his own invention but
appropriated from one of hus favourite predecessors
(Plzoy).

Win Chéng-ming's adherence o the Shén Chou-
W Chén current or trend of style lasted through
most of his life; it is evident in several remarkable
pamtings, executed during the thirties and forties
and also particularly referred to in some inscriprions.
Among these should be recalled the handscroll in the
British Museum which represents a River Valley
with Fishermen and Small Homesteads. According to
the inscription, Wén Chéng-ming painted thisin the
fourth summer month of 1540 after 2 picture which
Old Shiki (Le. Shén Chou) had done after an ariginal
by Mei Taoén (i.e. Wu Chén). He tells further-

maore; “T had seen this picture more than thirey years
ago and now | had an opportunity to see it again.
The two gentlemen (i.e. painters) have both passed
away, but ﬂa;smllhﬂiﬂ:ﬂtﬁﬁﬂgmﬂrﬂnﬁ
and gives me the feeling of the past in the present. 1
kept the scroll on my desk with the intention of
making a copy which was finished within a month.
But how could 1 claim to have done something 1s
beautiful as (s work by) honorable Old Shih? Alas,
‘as we (the present) look upon the past. so will the
past look upon our present selves’; 1 could not
but feel the rruth of this while doing my work"
(PL2o6).

Wén Chéng-ming’s scroll may thus be called a
duplicate capy or a third edition of a fvourite
picture, but it has, nevertheless, retained the funda-
mental stylistic character of Wu Chén's original.
The two great Ming pamters have evidently taken

tor fullow the Yiian master a¢ closely as
thtﬂm nat only in the renderng of the design bat
also by mmitating the broad and fuent brushwork,
This may ot have served to increase the beauty or
arastic significance of the picture, but it lias certamly
made it 4 raré and significant historical document for
exposition of the mterrelation of the painters here
under discussion. The colophons by Ch'éng Chéng-
kuei and Ko Chéng—ch'i bear witness to the interest
evoked among later painters by this seroll.

Another shorter handscroll (i the Motoyama
colleerion) which: represents a river valley with
overhanging rocks and trees along the banks, is also
marked by inscription as an imitation after Wa
Chén.* The design is here quite simple and offers
lirle of interest, bur the brushwork reveals a elose
approach to Wu Chén's manner of painting. In
other pictures we find that Shén Chou's transposi-
nons of Wi Chén's ideas have meant more to Win
Chiéng-ming than the origmal paintings of the Yiian
period. This may be seen in such quasi Shén Chou
pictures as A Flute-player in 2 Boat by a River (m
' Sarailian, 11, 34.

A thhua ehl, wol XX VIT (s i 60 5 -5 in)
* T, 200,
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the Fujii collection)® and the Man Listening to
the Rain among Trees by 2 Waterfall = which s
dated 1544 - (formerdy in the Yamamoto collec-
tibn) ! They are both typical examples of the Shén
Chou style without reaching the level of his best
works.

It may not be necessary 1o dwell here on further
examples of Wu Chén's and Shén Chou's m-
portance for the development of Wién Chéng-ming's
pictorial style; 1t could be casily allustrated by 2
larger number of his paintings, but it seems more
imstructive to pay some attention o other artists or
currents of style which also had a noticeable mfuence
on the formation of Wén Chéng-ming’s art.

According to the historical records quoted above,
all the great masters of the Yilan period were of
same importance in this respect; Chao Méng-fu and
Huang Kung-wang arc mentioned as well as Ni
Tsan and Wang Meng, though none of these seem
to have had the same lasting mfluence on him as Wu
Chén. Huang Kung-wang’s importance is illus-
trated by two of the early landscapes (dated 1508)
angd may be saud to linger in some of the later
scroll-paintings but it never became paramount.
Chao Méng-fu had apparently some influence as a
representative of the classic madition; he transmitted
certam  principles of wellbalanced illustracive
designs which no doubt appealed to the scholarly
painter and brilliant dranghtsman. This influence i
most marked in some of Win Chéng-ming's
coloured kung-pi work, a5 will be noticed in some
examples mentioned m the followmg.

Ni Tsan and Wang Méng are both mentioned in
the inseriptions on paintings, from which it becomes
evident that Win Chéng-ming studied them no less
assiduously than he studied Wu Chén, yetitmuse be
admitted that he did not stand in the same natural
and mtimare relationship to them as, for mstance,
Shén Chou or Wang Fu did. Their individual
temperaments or aesthetic approach had few, if any,
points of contact with Wen Chéng-ming's artistic
personality.

Thie spirit of Ni Tsan's are, which finds ity cypical

expressions in the quict river views with 3 few spare
trees and thatched pavilions on low spits of rocky
thares, has mspired Weén Chéng-ming toat least two
characteristic paintings entitled Spring in Chiang-
nai, one in the Ko-kung collection, dated 1547
and the other, i private collection, dated 1558.
The two pictures are not very much alike, the first
being 4 rather delicate view illustrative of the fresh-
ness of carly spring with budding trees on the shores
and a fisherman in his boat, while the latter, which
represents a view over a nver divided into sections
by bare rocky spits (beside the spare trees in the fore-
ground), is a more severe, NOT 10 WY IS,
painting. It is evidently one of the master's latest
works, as is also testified by the inscripaions, which
consist of poems by Ni Tan and Wen Chéng-
ming transcribed by the sons of the latrer, Le. Wen
Chia and Wén P'éng (dared 1558). The stylisuc
adherence to Ni Tsan is obvions, though it must be
admitted that the transcripion does not contam
much of the Yiian master's spirit.

An earlier and more important example of Wén
Chéng-ming's studies of the ymattainable Ni Tsan is
the lindscape of the year 1530 which is now i the
Muscum in Shanghai(?).5 It consists really of two
alinost equal portions: a river view with some spare.
trees and low tharched buildings on flae spits of land
and, beyond this, a high mountun with a rushing
stream dominating the whole. The lower part s an
excellent vanation on & typical Ni motf bur the
effect of it is nor improved by the somewhar
oppressive mountain that covers a large portion of
the background.

In other pictures such as the short handscroll in the
Chicago Art Institure called Autamn in the Moun-
tains, Wén Chéng-ming has introduced Ni Tsan's
Linky trees, rocky ledges and low open houses in
freer combinations, yet perfectly recognizable, The
picture is executed in a rather hasty spontancous
3 Thid, 20,

3 Thid, 2u6,

B Kk sho-fie 2l vol AV, Londio Exinbil, Carrz7y
& Sapen, 117, Callection Yiomn Shame—chi'w

¥ Cf. Gems of Chiinesr Painting, vol l, p.30.
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manner, probably at 2 relatively advanced period;
the sngle elements are obviowly borowed from
Ni Tsan but rendered without a very intimate grasp
of their import.

Durig his later years Wén Chéng-ming quite
often returned to such motifs as withering and
scraggy old trees, but they are never as spare and
thin a8 the trees in Ni Tsan's paintings. The motif
did not have for him the undertone of loneliness and
autumni chill 5o often suggested by Ni, but is
claborated with a forcefulness and mericarely
decorative beaunty which make some of these tree-
studics by Weén Chéng-ming decply significant.

The references to Wang Méng and pictorial
records of his art may not be 30 frequene and
obvious in Wén Chéng-ming’s awere as the evi-
dences of hiis studies of Ni Tsan, yet there are at least
Two important pictures: which, according to the
inscripticns, were executed after originals by Wang
Méng, besides a few athers in which stylistic elements

from the same source may be observed. All these

specimens in which the Wang Méng influence. is
noticeable are from the middle or late petiod of the

master when he had formed his own manner bur,

nevertheless, absorbed new elements of sryle and
technique when he met with some mspiring model.

The eacliest of these examples is the very wll and
narrow picture dated 1535 in the Ko-kung collec-
tion.! which represents 2 steep, deeply folded and
furrowed mountsin slope with clumps of twees and
shrubs growing in the fissures, and a pavilion at the
foor. The composition is rich in fine details bur
rather compressed, which makes it difficalt without
close study to distmguish the winding mountain
stream leaping in cascades from terrace to terrace,
the innumerable crevices in the mowntain side, the
small pavilions ar various heights, snd the minute
figures. They are all executed with the utmost care
and precision in ink only; the whole thing is more
like 3 large engraving than a paiited composition,
and though the “deagon-veins” of Wang Méng
muy still be discernible in the general pattern, they
have lost their innate strength.

The other picture on which the inscription refers
to a model by Wang Méng is dated 15457 it was
formerly in the Yamamoto collection and may sill
be in Japan.* The composition s more open and
spacious, it i called Dwellings in the Mountaing and
represents 3 number of small homesteads on: the
successive terraces of a split and wooded mountain
which. rises to the upper edge of the picture. It is
execitted 1 a rather bold Wang Méng fashion, the
madelling of the overhanging rocks and clumps of
trees is very effective in a pictorial sense and (o
Judge by the reproduction i Min Shitaika, pl48)
heightened with colour, thus conveying an impres-
sion which seems more akin o Wang Méng than to
Wien Chéng-nung. He lias here rendered not culy
the pattern or design of a typical Wang Méng
landscape, bur also something of its pith and marcow.

Among other pictures in which a similar approach
to Wang Méng is to be observed may be mentioned
the landscape in the Saieo collection which repre-
sents thres or four small pavilions on poles built
across 4 stream in a deep gulley between grassy
slopes.* and, furthermore, the picture in: private
possession i Chima clled Verdant Peaks of the
Lung-ch'th Mountains, which is dated 1554, and one
tormerly in the Yamamoro collection dated 1541, in
which 3 cascading winding stream 1s again the
central motif* Here Wang Méng is again men-
tioned as the immediste model; in the two other
pictures his style and maniner are paramount without
mention of the master’s name. The most impressive
is probably tho prerure dated 154 with ins magnifi-
cent pine-frees shading the simple retreat st the foot
of the stecp mountam and adding grandeur to the
atmosphere mystery which envelops the Tirde man.
who sits along there meditating in the pavition.

With the passing of years, as Wén' Chéng-ming's
genius grew more independent and soughr the
decper significance of motife or natural phenomena,
VKb, dus-Ta .rill_',, ol XV,

s, Baifin Casew, |, 1 3md Kaoltka, 576,
V¥, plase, Min Shiiaikls, o

*-Sapen, pl.11d, Yiim Shun-—<l' colliction,

* Sdgon, plazh,
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he also moved nearer to the position of Wang
Méng, commg to understand better and better the
mremendous creative force of this greit Yian
master.

Itis indeed ont of the question to attempe here 3
detailed description of Wen Chéng-ming’s auvre.
His preserved works may not be mote numerous
than those of Shén Chou, yet they amount to nerrly
two hundred, md they are far more varied than the
paintings which form the cxisting works of the
older master. He absorbed influences fron different
quarters which modified his manner of expression,
and his intellectual mterest in aesthetic and technical
sithjects wad evidently keen and sctive. Unlike Shén
Chou he wasa philosopher more than a poet, and in
painting with the brush he expresscd ideas rather
than sentiments, even though the individual life-
beeath of his picrures s often appealing. A few
remarks about some outsmnding works by the
master may serve to round-off the idea of his

One of the most original works by the master,
excented i 1528, i the View of the Wu-sung
River' (PLzoz), The composition consists mainly
of the broad river, an open swetch of quiet water
which only at the very top is bounded by narrow
strips of land. Two promantories which project into
the picture from opposite sides divide the river into
sections, but they are guite low and sbso scen at 5
distance m a kind of bird'seye view. The mam
concern of the painter seems to have been o convey
the ympression of an immense expanse of water
rippling gently, and he has rendered this with an
infinity of very fine les. The fishing-boats on the
fiver are ImnH} muore than 3 few curving strokes of
the brush, the farther promontory and background
share little more than undulating silhouettes. Only
on the promontory in the foreground are the trees
and pavilions rendered with more detail, though still
m a very suhdued tone with no strong contrasts. The
pictute is execited i the bung-pi inamer, but what
gives it artistic significance is the atmosphere, the
far-reaching spaciousness of the whole thing. Here

one may realize what the critics had in mind when
speaking of Wén Chéng-mmg's “spiritual tone™:
something very i, yet perceptible, suggested by
light touches of the brush.

The picture is provided with three poctic inscrip-
tions, one by the srust himself, one by his pupil
Wang Ku-hsiang, and ane by the emperor Ch'ien-
lung. Wang Ku-hsiang mforms us that it was
painted in the wy—=i year, fe 1528, for 3 man
called Ch'én Hsichiang, and he wrote his colophon
thirty years later, Wén Chéng-ming’s own poem is
mteresting as a description of the morift

“Look iu the distnce and see how the waters of
the Wu-sung are flowing: Thatched huts line the
niver-hanks. As [ lie on my couch I see blue moin-
taitis mirrored in water. The sun is setting; it gleams
on the waves and fills the fishermen’s boats. Along
the beaches there are withering reeds and rushes. It is
like 2 view of dream-land seen in the mirror of
autumn, The hermits are boiling their drink of red
reed-shooss: their minds are at peace, and they feel
as free as the sea~gulls.”

The Twin Pavilions, a somewhar smaller picture
of the same period, i a more mtimate illustration,
probably recording a meetmg of the artise with three
of his fricads; they are seen in the open bamboo
pavilion below 3 projecting diff.* The poem was
writtent in £528 by a man clled Wang Chiin-lu,
probably on the very occasion of the meeting here
illustrated, but Win Chéng-ming only mFm& it six
years later omto his picture, which, he says, was
then old.

A similar motif is represented in 2 small picture in
the Ko-kung collection with an inseripion dated
1531, The low thatched pavilions are heve sheltered
by a large pine and some leafy trees growing on the
border of 1 ymall stream.® Two men are seated at the
low table in the open pavilion sipping their tea; and
YT, pe2us.

8 Chomrteea, Hunfin e, TL 22
Y b dil) wol SOUXVIL The sume eomposition with
slight diffcrences Iy tepeated on o larger scile in @ pittire in the

Ueno collecoon; dared 1540, which js mirrior n gquelry, CF
Min Shitailes, pogs,
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here we need have no hesization a4 o the auto-
biographical character of the mouf] it is explained
by the artistin a colophon at the wp of the picture in
which he says: “In the hsiw-mao year of the Chis-
ching epoch (1531), when the tea on the mountaing
was - most abundant, Lo Tzii-chuan, Shih-tao, came
to sec me. | drew some water from the well; we
made it boil and sipped the tea. It was a momenr of
pure delight™ (PLaos).

Amaong the various pictures of the same period,
related to the above in style and partly also by their
motifs, may be mentioned one m the Kukung
callection, another i the Vannotti collection in
Lugano, and 3 third m private possession i China;
the two last are dated 1531, while the fist may be
meluded m the group on seylistic gromds! In this
two scholars are seated on a verandy ourade a
lirtle house m the shade of some beannful trecs. It is
like 3 scene on a summer day when the trees and the
bamboos have reached their full luxurimt growth.
The poem was added on it thirty years affer is
completion {without daze),

That is also true of the exquisite littde pictare in
the Vamnotti collection called A Farewell (PLz2os).
The two gentlemen are here seated on a stone bench
beside old tzees under which their servants are
visible. The three or four different kinds of trees-are

characterized by their foliage; the mumks
and branches are deawn with the utmost exactitude.
and with fine lines which give them more likeness to
exchings than to ordinary paintings: the colours are
exceedingly thin and light, almost trinsparent, and
completely fused into the drawing instead of being
spread in washes. The third of the above-mentioned
paintings, which is dated in the same year, 5 @ similas
study of trees, bur- without any human fignres®

Ins all these pictures niay be traced elements of the
refined style thar was used with great success by such
academicians of the Sung period as Lin Sung-nien
and Chao Po-chii and transmitted by Chao Méng-
fir in some of his most academic compositions.
There can be little doobt that Wén Chéng-ming had
a great admisation for the Nestor of the Yian

painters, who slo was considered a4 the best model
m calligraphy, though his name does not appear, as
far as | know, in any of Weén's inscriptions, A
narural correspondence might indeed have pr:wlmi
between the two masters; they were both

cultured and - dignified scholars wath marked
melination towands classic traditionalism,

This may, however, be more evident m certam
works by Chao Méng-fu than in those of Wén
Cb:ng-nung which. asa rule; have a more intimate
character and are more remarkable for cefinement
than for decoranve cffect. Wén Chéng-numg's
approach 1o the quasi-academic mode that was
transmutted by Chan Méng-fu seems only tentative
and often mitigated by the romantic atmosphere of
the lindscapes. This may be observed m the very
cltarmmg small picrure i the Ku-kung collecrion,

called Talking with 4 Guest in a Pavilion by a
Moungiin Streain,® whereas the more mmposing
farger pictare which Ttpm:nn A Schelat’s Cotrage
m Autmmn is @ more scadenne product, impressive
through it strongly sccontmated structural design
and effective colouring.* 1eis dated 1531, and as such
an interesting historic] document; and has, further-
more, 3 poctic insertprion i which the master cx-
plains how human friendship and scholarly enjoy-
ment of an autunm m the mountains have inspired
the picture: “The colour of the mountains all around
15 fresh and blue, The shadows are- transparent and
the evening coel. South of the stream the sutumn
spreads its beaury. With tardy steps 1 walk across the
bridge™ (Plaog). _

Several of Wen Chéng-mmg's most beautiful
Landseapes were produced in the latter pare of the
thirties and carly forties; they represent his manure
art m which elements from the Yitan masiess are
absorbed and recast moan individual seyle which is
more strictural than the manner of any of his pre=
decessars, and yet rich in piceorial besuty and tonal
VR ke efiediiiie ol wal NOKTX,
= Sfpet, porar, Wange Hubmg-chiion collection,
¥ E ke whiNidat bl ol JOXTIL

¥ The picture wits 1045 in private possesing i Clhinm, i proet
plece of proservation i unknown to e,
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values in harmony with the human sentiments and
memories which form the startmg point and nuclens
of 5o many of his motifs,

The picrure m the Ku-kung collection called
Litxuriant Pine-trees and Clear Springs {dar.ni 1542)
is ane of the most attractive among those
which seem like mirrars reflecting the moods of
human bemgs.* The man who is seated on the terrace
under the magnificent trees has put away the cli'in
and-is Jooking into the water as if listming. His
comparion sits quite silent, steeped in meditacion. It
is & scene which the emperor Chlien-lung bas well
described in his poemy: “He has put away the ch'in
for he has played what was i his hearr, and s
listeming to the stringless music of the water. Sitmg
inn the shade of usuriant trees, he foo his friend in
sitence. They do not speak of vulgar things, but only
of the past, like friends, who of sld were wont @
gather on the grass” (PL207).

The baindscape dated 1534, in private possesston in
China, wlich s called Tallang of the Past by
Candle-light? is a rather unusual picture of more
austere appearance. Here we see several fnends
gathered in a hut under some il leafless trees. The
mountains are bare, the atmosphere is grey and
chilly, the sniall figures are huddling together i the
hut, The arnst described the simation in a poem
ending up as follows::

*No autamn water is as clear, no winter night as
long, asis our friendship.

It seemed too much for me to say farewell once
more.

Yet when the moming came and all the cocks
were calling, each one beyond irs wall, Thad
mgﬂ.“

To this the artist has appended the Following note:
“I visited Mr. Ts'umg-lung and passcd the night in
his west study, We had been separated for a long
time, but now we sat together all through the mght
speaking of the past without noticing the flight of
time. | wrote this picture and the poem 5 4 record
of the occasion.™

Win Ehéug@ing like e many others of the
“romantic” or “literary” landscipe-paintess of the

Yiian and Ming periods, felt the sorongest antracrion
towards qmt‘-l: sutumm views with bare tees and
a chill in the air, He has painited soch views over and
over again, sometmes with & poet alone in the
forest listening to the silence® or meditatmg i Jus
study, or with a fisherman secking shelter on the
shore from dnizelmg ram.* Winter views, on the
contrary, are exceptional; Lnow only two or three
of them, and they cannot be counted among thee
painter’s better works.

The dehightfil summer lindscapes and intmace
illustrations of friendly gatherings, which hold an
important place among the patnter's carlier works,
become more and more rire towards the end of his
life. and when they appear. for instance in the
ilustration of T'ao Yian-ming in his study in the
chrysanthemum garden, dared 1544, they are done
in a rather dry manner *

On the other hand the drab views of bare hills and
old trees become more freguent and imbued with
meaning. The pictyre, dated 1545 (Formerdy i the
Yamamoto collection), which is clled Listening to
the Rain in a Boat by the Shore* is mn excellent
example of these, The boat i moored under a
rugged old tree on the river bank; the man is seeking
shelter in the straw cabin; a fock of wild geese 15
settling on the Grther shore and the hills rise bare
and desalste over low mist. The very monotony of
this simple view conveys 2 strong impression of the
chill and loncliness of late aurumn snd may indeed
be said ro possess more of the “reverberation of the
life-breath” than any of the spring views.

Wien Chéng-ming’s developiment a¢ a painter and
the mftuences that he absorbed from variouns sources
during successive periods of his artistic activity may
bR b e, wol XXXV
L TR gy
40, Ko-dung., wol XXV (1523).
¢ . TR, paug-
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be followed through 2 series of paintings in which
he treated practically the same motif with certain
stylistic modifications. ‘We can only note a few
points referring to one or two of the most charac-
teristic features,

The majority of Weén Chéng-ming’s landseapes
might, for the purpost of a genersl survey, be
divided into two groups, one comprising pictures in
which the human el=ment predominates over the
scenery and attraers the main interest, the other
consisting of pictures in which the human element
does not dommate bur melts into the landscape,
emphasizing more of less the mood of narure
reflected m the picrure. To the Funuc: group belong
most of the pictures g scholars’ gardens
with thatched lmts for meditation and tea-drinking,
or mountun retreats with scholars “talking of the
past by candlelight”, or writing . These
pictures, which begin about 1520 and ate cdlled by
niany names, such as The Stdy in Green Shade,
Receiving Friends, Drinking Tea, ete., rulmimate, so
to speak, in the verdanc and truly picturesque garden
landscape in the Kukunpg collection known as
Tu-lo yiian (The Gardenn of Solitiry Pleasure)
pamted m 1558 as a kind of free pictorial trans-
position of Ssti-ma Kuang’s essay and Su Tung-pe’s
poemn on the same subject (Pl.208).

The pictures of the secomd group seldom, if ever,
represent garden views, they have no pavilions,
no places for recelving guiests or the like, and if
hunan figures are included they are reduced 1o a
single man, o poet in 2 sull forest, listening to the
sound of pine-trees, or admiring o waterfall; or a
solitary wanderer who is disappearing i the woods,
hardly o be distinguished from the trees. Among
the carly examples of this type may be recalled a
picture in the Ku-kung collection called Pine-
foresc and Waterfall, which according o the
mscription by the painter was begun in 1527 and
finished 13711

The information that the picturo was not done at
one cast but at two periods divided by three or four
years may account for a certain amount of dis

THE MING PERIOD

crepancy or incongruity between the two main
poraons of the compostion, viz. the grove of tall
pine-trees in the foreground, and the very high
overhanging mountain beyond, which strikes one a5
oppressive. In the lower portion, the pine-grove
with the brook {where also three mmute figures
niay be discovered behind the trees), the paimter has
placed 2 winding brook which leads our gaze
wwatds the background. There, however, it
receives a check from the above-said overwhelming
muntain, which scems to be bulging and bending
i an opposite direction, L.e. emerging out of the
distance, thus counteracting or destroying the reces-
sive impression arising from the lower half of the
picture, This discrepancy may perhaps be akenasa
sign of uncertamnty or hesiation on the pare of the
painter who, as explained above, seems m have
worked at the picture at two different periods
(PL2oga).

The problem here introduced., butnot completely
solved, might be observed in several pamtings by
Wen Chéng-mung; but since we have no occaston to
llustrate them all, we shall dwell only on the most
obvious result of the painter’s attempts to find con-

vincing solutions of the spatial problem under
discussion, This can be seen W a picture in the
collection of Mr. Prnest Encson of New York,
which s dated 1554 and represents A Solitary
Warnderer in an Autumn Wood. The view here is
ﬂ:lmugh a grove tfs;nm: trees nh::_l;lg the banks of
a meandermg brook, and follows a narrow path
leading towards a dim background behind  the
grove: The solitary man with the black hood is seen
From behind; e is seill at the beginning ofhis ramble
but is walking on briskly along his clearly-marked
pathway, Our attention is :tﬂnﬂ:ﬁ:ﬂdmhun he
becomes the living gruide or agent who leads us, i
our thoughts, through the silent wood and dlong
the winding path towards the enticing distance
(Pl.200m).

The painter has found 3 way of sngpesting this
receding movement more clearly and convincingly
¥ EC-ky she-inua el vol XLV,
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than any of the earlier grear masters of landscape-
painting in China. His solurion of the space problem
marked also a closer approach to Western art than
we find in the works of other Ming painters, bue
this was mot due to any mfluence from oumide, but
simply o the fact that Wen Chéng-mmg was a
remarkably intelligent and independent stndent of
actual nature, who pamted what he saw as well as
what he thought. He was here stepping ont from the
traditional principles of Chinese painting, abandon-
ing them to some extent in his artempt to introduce
a more realiste or objective method of representing
space. And in so far he was an innovator, s man who
opened up new roads for Chiese pamongs, though
it miust be admitted this was little onderstood st the
fme.

Wen Chéng-ming was not only a master of
landscape-painting; some of his fmest works are
lukv-pnmungs of bamboo and epidendrums, or
bamboo and chrysanthemums wath stones. The best
early example is the picture in the Abe collection of
bamboo. and  chrysanthemums by 2 garden srone
(dated 1532), but a freer and more picturesque
trearment of similar motifs may be ohserved m the
short handscroll of 1542 m the Freer Gallery. During
the thirty years which lie between these two flower-
pautings the brushwork of the pamter has gamed 2
freedom and breadth which do greater justice to the
essential life-breath of the montf.

Weén Chéng-ming was certainly an excellent
pamter of bamboo and Howers, yer there were
others who could mateh themsclves with him in
this speciality. As a painter of coniferous trees he
stands supreme among the painters of the Ming
period. He has miroduced them m many of his
best landscapes, but he has also treated them as
solated motis or m parts, r.e; has transformed
sections or branches of such trees into decorative
designs.

These trees are often ealled cypresses, but the
name i3 misleading because they belong to other
familics, cither Juniperus Chinensis, or Thuja
Orientalis, two kinds of mrees, both of which are

common i China and not always casy to distinguish
from each other. They are generally very sturdy and
enduring trees able to withstand storms snd drouiches
through fosr or five conturies, and consequently
highly venerated as goardians m the old remple
courrs and places of sacrifice to the pratective forces
of nature, and they also beame tavourite Chinese
motifs. We find them in the works of many of the
Yilan painters as well as in the ink-studies of Shén
Chou and Wén Chéng-nming in which they are
transformed into paintings of a highly specialized
character, Judging by some of the still preserved
jutiper paintings by the two grear Ming masters,
they were particalarly fascmated by the mrricate
patterns of the tortuous and entangled branches,
symbeols m their rgged and unbeaten strength of
the spirit of man, like them condetmed to wrestle
perpetually wirth a hostile world.

It may be noted that when Shén Chou in 1484
transformed this motif into a picture (formerly in
the Piacentini collecrion) he still kept rather close o
nature and rendered the uniper crowns in shapes
that may be observed on growing trees, but when
Weén Chéng-mmg represenied the same monf in
t532 i the Seven Junipers scroll (in the Honoluln
Academy) he emphasized the decorative stylization
of the motf to such a degree that it became more
like ai abstract expressionistic pattern than 2 stady
from nature, He transformed the jerky branches amd
truculent twigs inro shapes that suggest the souts of
homed dragons, beaks of fightmng eagles or claws of
raging gryphons grappling fiercely with each other,
they continue the chain of movement, linking
cverything together in their frantic efforts to secure
their hold {(PLa1o).

According to the inscripdon by the arise, he
]}ﬂ.iﬂl'l!l:l: this scroll in the mamer of Chao Meéng-fu,
but whatever he may have leamed from this great
predecessor he has evidently absorbed snd trans-
muted it aceording to his own creative gemius,

I & shorter seroll dated 1535 in the | P. Dabosc
collecnon, Weén Chéng-ming has treated a similar
motf in 2 more natunlistic way; he insists here
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more on the refinement and freshness of the bushy
pufis of leaves or peedles rather than an the fantastic
shapes of withered old branches and it has given him
an ppportunity to display a very high' degree of
technical perfection (Pl21o, above).

I later years when he tumed again to the thuja or
tree-jumiper motifs he concerved them differently,
his migin mterest was no Jonger contred on any
special partions or on derails, nor on their decoratve
beauty or suggestivencss, bur on ther rypical
natiire m their character as veneruble trees. He has
represented such trees in a number of lis most
impressive later works. First among these may be
mentioned the large (6] fi.) picture in the Ku-kimg
collection known as. Old Trees and Cold Springs,
dated 1540 A whole thicker of jumpers @ here
growing in front ofF a steep mountain wall warered
by & stream thar is whirthng and splashing owver
their roon. With their dewse branchery they are
almost 3 jumble, yet they have a certam grandeur,
and their branches halance a cascade of water Rlling
aver the rock.

The same combination of the trees with rocks and
rushing water is repeated on o mmaller seale in a
somewhat simplified formi s a picture now in the
Yamaguchi collection in Ashiys, According to the
mscription this was pamted “as o play with ink™
when the grrist “was at leisure from occupations™,
m the day of the Dragon Boat festival i 1549,
There is eermainly nothing playful sbout this work,
yet it has a freshuess and srengeh that expresies
spentaneously’ the mental artivude of the octogen-
arian master, The trees which nse in front of the
mountain wall (more distinetly than in the larger
picture) are bent and ewisted by age and svarms bue,
nevertheless. still cxpressve of resisting vigour,
symbols apparently of ihe inner man who created
them when “playmg"” with the brosh

Another combination of the sime elements, in
which the rock plays a more importasit part, can be
seen in the Nebon Gallery in Kansss City, This
picture has not got a dated signarure by the master
but it iy accompanied by no les than rwelve

a..'n[nphnns by triends and relatives of the painter; the
last of them dared 1550, which alw for stylistic
reasons may be accepted us the most probable date
of the picture. The composition may i this cuse be
frec rendening of an actual garden arrangement of
the kind that can still be seen in some Japancse
remple gardens {forinstance Nanzeri-ji). The rocks
bantastically silhouctted, hollowed out by nature
mro an antediluvian ammal head; the withered
jumiper stretches out i crawling muk and cwisied
branches m an effort to cling to the rock and to
follow jts capricious cavitics a8 closely as possible.
Stone and tree seem joined in a death secuggle — still
undecided, though it has been going on for
cenfuries.

A third picture (formerly in the Hiyoshi' collec-
tion m Japan), which 5 dared 1551, shows rwo.
storm-besten rugged junipers standing isolated on
arid stony ground theough which a small seream has
cit a furrow, I windings can be followed towards
an unseen background; the honzon s low, the
emptiness oppressively complete. The broken and
withered branches of the tees stretch our like
maimed srms lifted in despair towards the sky, The
undertone of pathos which may be felt in several of
Wen Cheng-ming’s later landscapes has here fonnd
poignant expression (PLzriy), _

A further vartation of the same motifs as those
described aboye may be seen in a small picture in
Mr. Emest Ericson’s colleetion, whicl is dated 1536
Two intertwined junipers are here growing on the
rocky border of a rushing streamy; the backgronnd is
formed by a high mounsain wall Lived by a dhin
cascade. The elements are the same as in the pre-

“ceding pictures, but the composition is # little more

spaciows owing to the mwersection of the stream
berween the trees and the mountain. The seale of
these elements has been dlearly mdicated by the
mroduction of three figures (two scholars and their
servant-boy with the ¢h'in), snd in companson with
these the trees as well as the stream and the mountain
gain in size and importance, The figures are very
VO B hiifia b, pullTT
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small and may scem instenificant m these surround-
ings, yer they are impornine 2s 4 kind of expression-
istie symbol mdicating the humun relanon of the
artist to these austere Lhindscapes which now at the
end of the master's life became the most adequate
expressions of liis wenius and his aritude towards
natare and the wnrll:l around hlln-

Compared with these late works much of what he
did m earlier years becomes relatively significant
from a psychological viewpoint. The lovely scenes
from the poens” gardens and the momemm resores of
plulosopliers all have thetr awraction, but they are
concetved and rendered in accordance with tradi-
tional patterns and do not reveal very much of the
artist’s. individual mind beyond the poetic senn-
ments and scholarly enjoyments appropriate to the
subject-matier

Motifs of this kind were no longer the proper
symibols, tior were they suizible means to transmit
the thoughts and emorions of the octogenartan
pamter. The findamental clement in his later works
1s different from anything he had done betore. They
bear the impress of courage and resalution in the
face of mals. A breath of life runs through them like
that which warmed the old man's heart, pulsating
Ihrnugh his veins like the sap of life m has Tugged
old junipers standing indomitable by their moun-
tain streams, which e hitm became the closest
friends and perfect symbols of lis mmost narare.

When he fmally passed away, at the age of 9o
people said that he disappeated like o butterfly and
became an Immortal.

x * *

No painter of the Ming period had a larger
following or exercised 4 wider mfluemce on the
development of punting among contemporares
and mmediate ollowers than Wen Chéng-ming.
He stands in the history of Chinese pamong as the
central master of the long and Fruitful Miirg period,
perhaps not necessarily the most gifted or brilliant
master; bur the one who by his character, his
mtellectual accomplishment and his artistie activity

represarited the chiin-£24, the coltured gentlemn of
Chinese ideals. This was no doubt 3 reason why he
became so highly appreciated among lis con-
temporanies and s0 influential a8 a leader in the eld
ofart.

Win Chéng-ming had many strings to his
mstrument as a painter, burhe knew how to attune
themn o harmonions resomance. He absorbed the
essential elements of the grear masters of the Sung
and. Yizm periods, he worked in various styles and
techmical manners in accordance with the require-
ments of the subjects and the moods of the occasions,
and he also made new attempts 1o solve the space
problemy i1 lindscape-painting, adopting 2 more
convincmgly naturalistic way than was customary m
Chunese art, In other words, he was an innovator as
well as 3 mansmitter of the old, but in spite of it all
and through the various phases of his contimuous
development he romained a singularly harmonious
and well-balanced arost, and as such, an ideal
teacher,

Wen Chéng-ming's importance in this respect
cn hardly be exaggerated, but 2 il account of his
“school™ or following would easily swell into a large
volune and must consequently not be attempted at
this place. Most of the numerous Suchou painters
active in the second half of the sixteerith and ag the
beginnmg of the followmng century, were 1o some
extent pupils of Win Chéng-ming, though their
individual importance varies. Only the most promi-
nent among them can be mentioned in this genetal

tevicw of Ming painting.
Wen Chéng-ming mught have quoted Chao
Méng-fu's well-known saying “all the members of

my family are painters”’, and to this be might have
added (with some intuition of the furare): “their
sons and grandsons, up to the fourth generation, wall
also be painters™; such was the sequence, or red
thread of pantng, rmning through the Wén
family, The genelogical table establihed on the
basis of various historical sources may serve to
ilustrate thus; it contains more than twenty indivi-
duals who won 3 name as painters. They were all
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more or less conscious of their position as upholders
of an important Bmily rradition, bur only the first
genenation, ie. Weén Chéng-mmg's sons and
neplew, can be said w have administered cheir
artistic inheritance with success.

Pamters like Wen Chia and Wén Po-jén had
certamnly had a thorough trinmg during their years
of apprenticeship with their fther and thus gained
great technical skill, but they mierest o less as
imitators than in their more independent warks by
which they reveal their individinal gifis. & few
examples of these illustrated below may serve 1o
show that both had some ideas of their own as
mdividual representatives of the so-called uitn-jil
hiea, vr scholarly painting.!

The eldest son of Weén Chéng-ming, Wen [Féng,
often called by his hao San-ch'iao, was more fmions
as a wnter and calligrapher than as 3 painter. His
name is found on many paintings bur they are
mostly works by other men on which he composed

poems ot colophons, Paintings executed by himself

are rare and of rather slight interest as works of are,

The younger brother, Wen Chia, fzii Hsiu-
ch'éng, hao Wenishui, who was bom 1501 und died
1583, was a more gifted painter though lie did not
start oy his artistic career until later inlife; his earliest
dated lndscapes are signed 1558 and 15595 In
younger years he served as 4 school-teacher in Ho-
chou m Chekiang but was abio known asa poet and

greatly appreciated as a connoiseur and critic of

¥ Members of the Wn Finily tecognizod ai Py

Wen Uhémg-mung {ig7e-1559) & B W a0d his brother, whoss
seapae i ot Knorwen, are the mueston of the well known pamice
family, Wan Chéweaying hul dres =0 the cliled vom was
Win Pléng (1a08-1471) B, the seronl wm was W Chia
(#30-1543) 5 | snd the third san's name was Wen Tl % 8,

Win Chimg-amg's brocher had 2 son: this nephew of Wis
Chéngoning was Win Pogin (15e1575) 2 8 £ the well
known piirter,

Thic eldest son of Wite Chis was W Yik—abian (V584-15%0)
& & # and the mece of Pojin wai Win-Ying % %, The
eldest som of Yiim—hm wue Wes-Trung-chen (1574-1648)
LEM The theee pramhioos of Win Po-in were (3) Win
Fslung<hang 30 & 8; (b) Wen Ts'unpchung % 28 8 s
te) Win To'ung-tung 3C5E ML

Abow this nme there lived s grese-grandson of Chéng-ming,
bie, Win Chng-héng (1565-1045) 3 B % The danghiter of
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painting. He mmst, indeed, have been o highly
cultired gentleman, characterized, however, by
knowledge and refinement rather than creative
genius. His works are all of a high elass and some are
quite actractive, but seldom, i ever, marked by o
very stromg individusl character, I they did not
have Weén Chia's sigmature it would not be easy to
artach defmite armributions to them.

The lurger landscapes in the Ku-kung collection
reveal close studies of Wang Méng’s art. They are
what the critics term “works of a real scholar™ and
painted “with an sbundance of fine wrinkles",
generally tall and narrow compositions erowded
with wooded mountaing full of fissures and winding
paths, torrents and leafy trees, which leave no open
spaces or breathing intervals. To describe them in
detail is hardly necessary or possible because they
give the impression of abstract pattems rather than
of actual views of nature; in other words, they are
typical specimens of win-ién e

Wen Chia's mmor landscapes are as a rule more
enjoyable as picroril studies from nature, tome of
them being mspired by actual sites, while others are
more Hnaginative transcriptions of motifs from
nature. Among the former may be mentioned m
particular the View from Shik-hy (lake) in which
the contrast between the sharply rising rocky ledge
along the shore and the open view over the limitless
water has been browght out effectively in a broad
picrarial manner: and also the striking view of Tiger
Te'ung—hoest, Watr-sho (L505-3614) 3C 8w married to Chat
Hinchiin (rsor-1640).° Toonechion'd son wias Wei Jao
[t396-1667) 2 4. Win Tr'mmg<hang had: vwo sons; the elder
sonr wsl Wen Ch'engebomng % &% and the seoomd wae Wien
Stub-kuang ¥ A conemporary wa the great-gsandsan
off Wen Péng, wiz., Wen Tg 2045

Wén Ch'eog-hbng, the of Ol fad
bwo o, =, Wik Kis (Mak Chlso-tuc) 8 (8 8B) ml
Wen Tien (1633-1704) % 8, His som was Win Chiilh 2 3%
The son-of Win Jau wai Win T'an [1641-1991) 2 . Wit
Ch'ih bad two sous: the cider war Wen T'ai X @ and the
sccond was Wen Yung-fine € & W,

* The anly dated work by Wen Chuia befors 1534 i 8 picrare of
Chuntg-k e sigoed 1448, m the C. T. Loo gollecrion, The
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Hill with the famous pagoda in Suchou which
mspired so many of the contemparary painters to
more or Jess Bithiul representations, In other paint-
ings the impressions from nature are rendered in
more conventional combinations and are in ac-
cordance with the Wén Chéng-ming patterns. This
may be observed in the very attractive picture in the
Ku-kung collecrion called The Yin-chou Ishind (or
Abode ol the lmmortals)' and also in the beautiful
picture representing & Pavilion onder & Luxuriant
Tree at the foot of a Mountain (i private collection
in China),* which is dated 1578, and the landscape
with @ mountain cone and some tall pme-trees,
painted the same year for Hsiang Yiian-pien.?
Pracocally the same com clements are
utilized (though somewhar differendy) in & land-
scape dated 1539 called A Smull Temple on Chiang-
shan,* which may be noted as a sign of the relative
monotony of Wén Chia's repertoire.

In conirast to these more or less conventional
landscapes may be recalled a minor picrure in the
Kuo-kung collection of almost the same date (1576).°5
It represents the source of a river fed by a great
number of torrents rushing down over 3 mountain
wall behmd some rugged pillar-like rocks (PLay),
and is mseribed with two poems, one by theemperor

ien-limg, and another by the artise, who describes -

the motif as follows: “Blue water rushing from far
away falls ina thousand streams; jade mountain peaks
nsing high m lsfty solitude™.

The poetic temperament of the painter has also
found expression i other pamtmgs of a more
intimate kind, mspired by literary sources. The best
known among these is the illustration to Po Chii-i's
“Song of the Pi=p’a”’, which is copied at the rop of
the  picrure, which is wll and narrow.* It consists
mainly of an open stretch of calm water, bounded at
the lower edge by some flat racks with bare trees
and at the top by a distint range of hLill, Between
these. bordermg strips there 1 a wide expanse of
water suggested by the empty paper; the only spot
in this bleak space it 3 small house-boat far away.
The economy of means is carried to an extreme, yet

it must be admitted that the airy picture has atmos-
phere and a suggestion of deep evening calm. The
painter was 3 poet a5 well as representative of the
iwdti-fen hua.

Weén Pojén, txi Téch'éng, hao Wi-féng and
Pao-shéng, was pracucally of the same age as his
cousin Wén Chia (i.e. born 1502, died 15807) and
likewisc a member of Wén Chéng-ming's artistic
family circle, vet individually 2 different type of
man. He had a great repuration as 1 painter (equal to
that of his uncle) bur was disliked as a personality
becanse of his oncontrolled temperament. Accordmg
to a tradicion reported e Wi-shfng dhih-shili, he
often lost his temper and quarrelled with people,
which made him rather mnpopular., “Onece in lus
early years he was brought befare the magistrate by
his uncle and put mto prison, There he fell il and
was nearly dying, Then in 2 dream he sw a man in
golden armour who told him that m 2 previous life
he had been a pamter who always washed and
purified himself betore pamting images of Kuanyin
Bodhisattva. By this he had scquired merit and
would escape further trouble in his present life.” He
recovered and was released; and devoted himself
thenceforth to painting in accordance with the family
tradition, gradually becoming considered as the
most gifted of all the members of the Wen famly.

It may also be noted that the Funily tradition was
successfully continued by three grandsons of Wen
Po-jén: Wen Ts'ong-ch'ang, Win Ts'ung-chung,
and Weén Ts'ung-lung, who were active at the énd
of the Ming and beginning of the Ch'ing dymasty,
more or less during the same period a5 Weén Chia's
grandson, the pameer Win Ts'ung-clien and s
children, who also are recorded as painters.

Weén Po-jén’s dated pamnrings fall berween 1520
and 1580; they are all landscapes with the exception

¥ K= shisetia thi, wol SOV
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of the very earlivst one which represents Yang Chi-
ching playmg the o'in! Tt 1s an album-leaf of very
moderate size, yet a striking portrait from life
revealing a touch of human sympathy and a simple
art of characterization that make ps regree that o
other portruit pamnng by Wén Po-jén has been
preserved.

A good mumber of Wén Po-jén’s landscape—
pamntings, those which have always formed the
main foundation for his artistic reputation, are to be
found i the Ko-kuong collection; but there are also
some remarkable camples in Japan (a3 may be
noticed in our List), whereas his works in Western
collections are fow, The distribution may be ob-
served as symptomae of the face that these pretures
represent & type of painting thae hay always been
more appreciated 1 the Far East than by Western
connoisseurs, i.e. the real wénjdd by, the kind of
scholarly paintng which: ever since the middie of
Japan: The formal ongm of this kmd of pamnng
may be traced in Wang Méng's overwhelmingly
grand and complicated mowmtam lmdscapes, bt
whereas these stll had thetr origin in actitil impres-
sions of studics of the woods and gorges where the
painters as well as the monks and hermits loved to
dwell, the wdn-ifn fna refleced such moths in more
abstrace teanspositions which had less connexion
with objective nature than with the imagmative
world of the pamwrs. Their popularity and con-
sequent development was connected with the idea
that they offered effectve substitutes for the enjov-
ment of nature; the contemplation of such piciures
could give the scholar the same inspiration a5 an
excurson among the wildest and most distant
mountains. It was a period when the scholar's life
became more and more withdrawn from reality, and
if art could supply corroborating evidence, it had
fulfilled its purpose (Pl.216),

It seems useless to attempt any closer description
of these tall and narmow landscapes, because even
though they are called by different names, rg. The
Abode of the Immorals, or A Temple Hidden in

Autumm Moutitains, they are all so rich i details
and mmicate in their patterns of creviced rocks,
winding streame and luxuriant trees that no deserip-
tions would do jistice o their designs; it can only be
noted that from a technical point of view they
represent a rare degres of perfection. They are somie-
times executed not in ink only but with additional
light transparent washes of pink or greenish tones
wlich serve ro suggest the ammess of distant
dreamlands.

Besides these lofry mountain lindscapes, whete
on¢ could ramble for hours along the winding
roads, Wén Pogén pamted also niver wiews of
similar vernally elongated jons, which to
no small extent are filled wath long strewches of
calm water, One of the best examples of this type is
the picture (in the Ku-kimg collection) of Fang-hu
Island, which is seen in hird'scye view from
above, as isalso the appled water that extendsto the
upper as well as the lower edge of the picture (with-
out any indication of a horizontal extension).®

Another and rather more suceessful rendering of a
similar nvcr\.mw forms part of the famous series
called " Ssif wan™ (now in the Natiomal Museum in
Télrw] a title composed of the words “four” and

“ten thousand”, becanse the pictures represent the

four seasous by a very nch display of such pheno-
mena of nature gs might be considered characteristic
of their respective seasons. Spring 1s rendered by ten
thousand gulleys and pine-trees; sunumer by wa
thousand lwxuriant bamboos along the banks of a
broad river; autumn by 3 limitless swretch of
billowing water; winter by numberless peaks i
snow rising above a frosty tiver. The pictures haveall
inseriptions by Tung Ch'i<ch®ang besides the painter’s
signaturc; one of them is dated 1541* (Plarz).
The two moungain landscapes. (Spring  and
Winter) are typical wén-in hua; the summer piczure
is 2 delightful sugpestive study of bamboos.in rain
pllﬁ:::;mtg colleczinn, reprediced in Masking Exhibii. G,
¥ Dicted 1567, Reprodueed in Kb v £ ol XV.
YL T, ppaos, 104, 104, 303,
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and mist; the autumn 1 a blank, boundless expanse
of water' in which slight wivy movements are
indicated with faint billowing lines. The left comer
at the lower edge i occupied by two rocks and a
man in a boat, while the upper limit is marked by a
low strip of land and a small mountain cone. The
relative proportion and juxtaposition of these ele-
ments serve to give wings to the mmagimation and to
carry the beholder beyond the formal limitations
with slight touches of colour,

Wen Po-ién occasionilly alse did minor paintings
of 2 more spontancous kind, which are interesting as
reflexians of Tus mdividual temperament, such as the
litele picture representing the West Mountain on the
Tung-+‘ing Island. The picture is like 3 delicate
pen-drawing and it is accompanied by poetic
mscriptions by six contemiporary artsts, so thatitis
at the same time 3 document of friendship and an
illustration of the convivial gatherings of these men
in the studios at Suchou. The poems are signed by
the rwo cousins of the artist, Win P'éng and Wen
Chia, and by the painters Wang Ko-hsiang, Lo
An-mo, Lu Chih, and Hsieh Shih-ch'én, the last
signature being accompanied by the date 1550, It
may not be necessary to quote all these improvised
pocms; onhe may suffice, the mscripnon by Wién
Chia, which is descriptive of the pictre: *"This
place of beauty is not far away. Here onc may
travel an the quiet and boundless ike. Two lines of
geese are flyng across the empry sky; itisan anmmn
river in the lind of Ch'n."”

Tlhits clecle of painters was complerely dommated
by the persomality of Wién Chéng-ming, the
venerated old master, whe gathered tound him
mast of the younger ralents of Suchow. He was theit
ideal, and some of them went so far in their admir-
tons of his works. It is told, for instnce, of Chu
Lang, t2i Tzi-lang, o Ch'ing-chi'y, thar he could
paint pictures which passed as works by Wén
Chéng-ming. Once there was a wealthy man from
Nanking (on 4 visit in Suchou) who seat his boy

with a siim of money to Cho Lang in order to
obtain some paintings which could pass as works by
Wi Chéng-ming, Through some mistake, how-
ever, the boy arrived at the house of Wén Chéng-
ming instead of that of Chu Lang and there deliversd
his master's message. The old painter smiled and
replied: “T could paint some real 'Wén Chéng-
mings insiead of imitations by Chu Lang; would
that do?” The story is certainly characteristic of the
prevailing habits among minor artists; it was after-
wards aften told in Suchou and caused much
amusement.

A minor attractive winger landscape in the Fogg
Musenm in Cambridge, Mass., is signed Chang-yii
Lac-jén and dated 1571 It is composed according
to the pattern current among the followers of Wen
Chéng-ming and executed with great care and
effective use of white colour to suggest snow. The
painter, whese proper name was Yo Ta, rzi
Timg-po, hao Chang-yii or Ch'in-yii shan-jén, was
a recluse who lived in 4 hut on ¥Yang-shan and spent
much of his time travelling o fimous mountains
and beautiful sites in Chekiang, Fukien and Kiangsu.
His poctic tempérament is illustrated by the follow-
ing two lines quoted in Ming-hua luz “The mist and
clouds are flowing from my heart, and from my
lungs the verdant green” (PLatss).

Wang Ch'ung, =00 Li<chi, hao Ya-i shan-jén
(b. 1404, d. 1533). was generally considered as one
of the most gifted of all the young pamters in
Suchou, but he dicd at the carly age of 0. “If he
had lived longer he would have become a rival of
Shén Chou and Weén Chéng-ming”, according to
Wi-chéng shil=shih. To this characterizanon may be
added the remarks of Li Jib-hua, that "Lichi was
not very well known as a painter, bur somenmes,
when e felt inspired, he painted simply as the brush
moved and grasped the deepest significance of Ni
Tsan and Huang Kung-wang, which was more than
their brushwork.™

' A pictiee signed by Cho Tang. reproduced m Nanin, vol.4,
shows hun as 3 racher grdinary traditionalisr with oo partcnlar
stylistic stmactiment to Win Chéng-ming,
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A single picture by the young master known in

reproduction shows him as a mlented follower of

Huang Kung-wang.! It represents a deep mountain
gulley between sharply nsing rocks cur step-wise as
wooded terraces, Il it were not signed, it mighe
easily pass as a work of the Yilan rather than of the

Lu Shili-tao, el Tza<h'van, loe Yian-chon,
was practically of the same age as Wan Chéng-
ming; his activiry lasted from about 1510 10 1570
He was prepared for the official career, passed his
chit-shils degree in 1538 and served for several years
m prosunent positions i the capital, but his great
merest in art and care for his old mother broughe
hinmy back 1o his native town. There he went to pay
his respecrs to Wén Chéng-ming, applying for
mistruction in painting and calligraphy. This caused
some criticism from: the high-brows, who said to
bam: “You are a man of promunent position, wiy
should you bow so deeply m one wha is simply an
artist?” But Lu Shih-mao replied: “You are quite
wrong;, Wén Chéng-ming harbours Tao in his arr.
When T met Mr. Wén, T found that he was a real
muaster in every mch."

Lu Shih-tac’s admiration for Weén Chéng-mimg
simply iereased with the years and Wen alio grew
very fand of Lu, They became inscparable, like glue
and varmish. Lu did not accept any further official
appointments but remained in Suchou where he
belonged 1o the circle of artists and scholars which
included such men as Wang Ch'ung, P'#ng Nien,
Chang Féng-i with lus brother, the learned Win
Péng, and the schoolmaster Wen Chia. “They met
every day in the house of Wén Chéng-ming, dis-
cussing  literatuce, comparing and studying old
bronzes and stones, and investigating the principles
of calligraphy and pamnting, while tea was served
and incense was burnt. The days passed thus very
quickly. When Win Chéng-ming felt imspired he
started playing with the brush, and whatever he did,
if it was only # foor-square picture, was considered
very precicus, People were always ready to pay high
prices for his work, whereas Lu Shih-tao's pictures

held a second place, which; however, did tot stmoy
Lo

These indeed must have been bappy and har-
momnious days for the good friends and lovers of art
who gathered sround the old man in his Gmous
garden, which. still exists in pare, though under
another name: Cho-chéng yitm, the Garden of
Incthicient Officials. It s now in a state of deep decay,
the lotus-ponds have dried up, and the zig-zag
bridges and winding gallenes that may be seen are
af liter perinds. Yet the weeping willows still mark
the old lavout, the contours of the composition, and
Behind decay and destruction we ¢an see, or sense,
old Wén and his friends m the garden, can relive the
thoughes and inspirations thar found expression in
their work. It lies with the visitor to fill in the vision
and read the insertption in the light of his own know-
ledge and his own experience, experience of the
things that were crested, the wdeils that were
cherished there,

Several other men of the same group of artists
would merit & more derailed discussion than we aan
here devote to theim.

Sun Chih, r2 Shu-ta, e Hua-lin chiishil, was
according to the Wieshing shil—shik, “a good painter
in Suchou, His manner was derived from Wen
Chéng-ming, his trees were luxuriant, his stones
beautiful, his brushwork was free and his paintings
detached from the dust of the world." His picture of
Narcissi by 4 Rockery and a Branch of 2 Plum-tree,
in the Ku-kung collection (dated 1559}, is a piece
of attractive spring poetry dlothed in symbolic
¥ Chin T ang Swng Ming Cir' g ning-hea pao—chion, sdited by Liu
Ha-ssii, ploo.

'CL Lo Shibe-tao’s biography dn Wieddng hibehih, Three
landscapes by die astior dre known to s in reprodimtion; the.
o mtoresting of these 15 the prerure m K=k, sfio=fiaa ofd, vol,
W, sepresenting A Desp Garge partly covered by misr, nd a
man seated on 4 tocky ledpe reading, The desien leady our
thoughts 1o certain wacky by Shin Choin reiher than o' Wi
Chéng-nung. The preture 1 dated 1544 and has 3 pootic inscrip-
tinm by the painter m owhich he indicares the mepiring mmood:
"Red dust wlriels and fills the serid of mes 0 Lisves them oo
west, ot a migle day ook of ten 1 long fior tho LI and hiscoriont
Eirll:;'l ke my books and wander alone into the far away bloe
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formuY His close adherence to Weén Chéng-ming is
also evident in the beauriful handscroll m the Freer
Gallery, which issigned and dated 1579. It represents
the ever-recurnng motif, A River View m Auturm,
but in a personal interprezation of great refinement
(PLax8). The brushwork is very light and sensitive,
siggesting a cool transparent atmosphere, and gives
minute details of the trees, stones and cottages below
the hille It i accompatiied by five colophons of the
period. Another interesting landscape by the painter,
m the Ku-kung collection, illustrates some lines by
Tu Fu and represents a wide river view. It is more
remarkable for its refinement of detail than for any
such sweeping qualities of design as we have seenin
the somewhat related pretures by Wen Chia and
Wi Pojén.?

Chii Chich, rzii Shth-chén, hao Shang-ku, was
according to Wi-ihéng shili-shilh *“the noblest pupil
of Weén Chéng-ming and & man of grear character.
His painting was in complete correspondence with
the spirit of Wién Chéng-ming and he followed the
master also in his poetry and calligraphy. His works
were considered very precious and ql,ﬁtﬂ as good as
those of Chu Lang and Hou Moi-kung.” One of
his two pictures in the Ku-domg collection is a close
copy after Win Chéng-mmg’s picture, Preparing
Tea in the Moantains, and beats copies of no fewer
than ten poems by the master* whereas the other
picture (dated 1582) is 4 more original composition
built of vertical sections, rectangular blocks rising
stepwise towards the background, producing an
cifective mterplay of rectilinear, horizonml and
vertical folds.*

Chii Chich's picture in the National Museum,
Stockhalm, is also in the spirit of the Weén famuly, It
FEpresents a steop Tiver-bank, rising M termaces
almost to the upper edge, while the bank on the
opposite shore is visible only along the lower edge,
where the stream is spanied by a bridge. Some

hirds cirding over the water 2dd to the impression:

of open air. The tone is pale with slighr additions of
reddish and blush colours. It has the following
wnseription: “In the gth year of the Wan-li reign

(1576), on an autumn dav, when | was at leisure and
staying m & mountain cottage, | formd some pood
paper on the table and painted this picture of Spring
Mountains after Rain™" (PLarga),

Hou Mou-kung, rzf Yen-thang, fuo I-mén, is
also classified among the pupils of Weén Chéng-
ming, though he wasa more eclectic pamter, as tnay
be observed in his landscape in the Ku-kung collec-
tion, which may be described as an cffective imita-
tion in Yitan style, It has 2 colophon by Tung Ch'i-
ch'ang who was a great admirer of this lace but very
shle epigone.©

Ch'ien Ku, tzi Shu-pao. o Ch'mg-shih (b 1508,
d. after 1574), was a more independent painter who,
however, may also be amached to this group. He
started as an orphan boy with no opportunities for
study; "Gni}' as a grown man did he begin to read,
but as he had no books at home, he went every day
to Wén Chéng-ming’s house to read the classics. In
his leisure time he practised mk-panting and
acquired the mamer of Shén-Chou." To judge by
mﬂwufhjspmum.h:mmrﬂmhnwbﬁﬂlﬁmﬂiﬂ
with T'ang Yin's arr, but, historically, he s classified
among the pupils of Wen Chéng-ming (PL219s).

Ch'ien Ku painted landscapes as well as flowers
and birds, and mthnlzﬂdsmpmh:ﬂfw phcnd
figures of comparatdively large size, nor did he
crowd the trees and stones together as we find them
in ordinary wén=ffn Iea. The picture in the Musée
Guimer which represents a company of scholars
resting under leafy trees, is an excellent example of
Chien Ku at his best. According to the artist’s
inscription it is the vecord of a gathermg of his
friends on a hot summer day, June 26th, 1560. Most
of his pictures, however, are tllasteations to populu

b K=k, slvidrnia el vol VIL

b b, ol X1L

¥ Kk ilu-duta il wel XOCKIL Anether eapy of the ssiie pictire
likewise with long mecriprons and the date 1534, was shownto
me & few yeuns ago by Mr. Kawa in KyOto, It looked like m
inferior-work by s pupil of Wen Chdng-ming.

4 KAk dui-dua chi, volXXTV,

# fbad, vol. V111

* Quated from Lish-<h'ay shil-ihi in Sisg Yiiat L,
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stories or poems, 25 i indicated by the following
titles: The Washing of the Wu-t'ung Tree, Prepar-
ing Tea on Huashan? Collecting Fungi (dated
1574} The Red Cliff* illustrating the poem by
Su Tung-p'o, etc. The ttles are descriptive of the
pictures which (m the three first-named cases) are
composed of a few large trees and figures in variows
occupations, exccuted with relatively rich mk and a
strong brush in 3 manner derived from Shén Chou
rather than from Weén Chéng-ming. But there are
other pictures by Ch'ien Ku, such as the very ll
Snow—covered Mountains with 4 Traveller [dated
1572),* which show him as a close follower of Wen
Chéng-ming,

Ch'ien Ku was not stnetly speaking, of the
scholarly class, nor an official or 8 man of means, and
he might thus have been introduced in the next
chapter among other “professionals”™, yet s
traditional place is among the friends and immediate
followers of Wén Chéng-ming. His enly means of
making s living was with the brush, but his picrures
were not of a kind that attracted much attention and
the cash return was meagre. This may have been one
of the reasans why he gradually devored much of
his time to fan-paintings, a speciality which had
become a fashion m Suchou in the sixteenth
and consequently was more saleable than the orditary

mcluding Wen Chéng-ming, painted fans ether as
personal gifts, o for sale, thus developing the art of
fan-decoration 10a high seandard of arastic perfec-
tion. Ch'ien Kn's contribution to this kind of refined
pictoral decoranion seems to have been considerable;

there are more than 4 dozen of such picturss by him
in the Kukung collection and at least as many in
private collections all over the world. Most of these
fans are decorated with landscapes, often with
figures, a3 could be seen in the beantiful examples
meluded in the Venice exhibinion of 1954.

Such productions imay have helped to keep this
proud and independent man alive, but it certainly
highly gifted Suchou painters he remained very
poor in material thmgs but rich and independent in
spirit, “He did not know how to ke carc of his
house, and consequently became poorerand poorer.
Onee when Wen Chéng-ming came to see himt be
wrote over the door the two characters: Hsfian
ch'ing— A House like an Empty Jar. Chien Kn
smiled and said: "Thar is exactly what | meant”.”
R, phoToia b, vl XK s X1,
¥ K, ol 30U,
¥ Tiisd, pi3or.
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Eclectics and Professionals

1

Tang Yin, Chou Cly'én and C.l'umg Ling

AMONG THE numerous painters active in Suchou
durmg the sixteenth century there were not a few
who in thoir persons, their manner of life and
artistic production did not exactly correspand to the
definition of wén-jin, or scholars, but nevertheless
reached great fame as men of the brush and some-
times were appreciated just as highly as Shén Chon
ot Wen Chéng-ming. They did not follow ex-
clusively the same currents of style as the men
commonly grouped under the name of the Wu
school did, they alo absorbed nfluences from the
academic current ‘which, as shown in 4 preceding
chapter, had lived on there smee the days of Sung,
and consequently becamie more edectic or vaded in
their modes of pamnting. They did not form a
homogencons school like the futhiul followers of
the Wi and the Che school respectively, but stood
mnmhdlmd.mchb}'hjmﬁf&:v&npmgamndcnf
his own based on his studies of the Sung and Yiian
masters.

The best amonyg these independent masters were
mndeed individualists, though of many shades and
degrees, and it i consequently not easy o find 3
descriptive name or title that would cover them all.
The rwo terms that we have introduced at the head
of this chapter - Professionals and Eclectics — refer w
their personal standing and mode of life just as much
as to the rather composite characteristics of their arr,
-mdﬂlzwordswmchmmﬁwthcth]chm&wy
seemed to be the least exclusive. Some of the painters
mb:dlmumdlmnughtjunaw:ﬂhcmﬂod
post-Academicians and Traditionalists, but that docs
not prevent them from being Professionals and
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Eclectics, at least m coniparison with the gentlemen
painiters within the range of the Wu schoal,

Tang Yin, the foremost of the painters to be dis-
cussed in this chapter, may be said to seand with one
foor i the Wa school and with the other m the
academic smadition. He was a bom genius, started as
an outstanding scholar and poer but ended as a
professional painter who had ro make his living by
producing pictures of a popular type tor the Suchon
bourgeois.

Before uming o the strange evens by which
Tang Yin's advance along the path of a brilliant
scholar and gentleman pamter was brought to a
close, it may be weful o inscrt a few notes about his
origin and early life. He was then genenlly known
m Suchou under his t=d Po-hu (Semor Tiger)
whereas the hao Lin<ju chii-shih (Schelar of the Six
Likes) was adopted only after he had devoted
himself o studies of Buddhise philosophy, ie.
towards the latter part of his life. He was born
1470 (the same yearas Wén Chéng-ming) as the son
of a small merchant; bur as 3 youth enjoyed the
special protection and guidance of Wén Lin (father
of Weén Chéng-ming) who treated him as a member
of the Wen family, which at the time was the main
centre of arastic and literary people m Suchou.?
Among the many prominent people whom the
Y Tamg Yin is ome 'of the few (hinese painters whio have been
made subjects of special pobbcations. also m Weseen nguages.
A mmmegraph o the pamter was published by Profesor W,
Speiicy iy Ovasianiahe Zeitshrif, 1036 (also ina scparate volumc).
Angther more rocent article basesd o Chinese sources by Mme,
Te'tng Yi-ho wa published i Oviental drr, 10, 3- 1Tt gives 2
m “:]:m:lmt of the ¢vents i ommenion with the éxamine
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young T‘ang Yin probably met there should be
mentioned Shén Chou and Wo K'wn, as well as che
famous men of letrers Hsil Ching<h'ing and Chuy
Yiin-ming.! He became a friend of thetrs and of all
the members of the Wen family, gaining their
admiration by his ralents as a2 poer and a pamrer
and lis scholarship in the classics

The Mg History (Sect. Wu Yiin, wol. 2846)
contains the followmg condensed sccount of the
matn events in Tang Yin's life and of his personaliry:
“Tlang Yin...was 2 gifted and versatile nature.
He used to drink a lot with Chang Ling; 2 fellow
citizen of his who wasa very reckless fellow, and did
not trouble himself with any students’ preparations.
But when Chu Yiin-ming admonished him, he diut
his door (devoted himself o study) and after one
year, it the eleventh year of Tung—chih (1498),
passed the provingal chii-ifn examination, in which
he took the first place. The chief examiner Liang
Ch'y was surprised at the excellence of his composi-
tion and on his return to the capital showed it to the
sub-chancellor Ch'éng Min<chéng, who also Felt
surprised. A wealthy man from Chiang-ym called
Hsii (who had been in T'ang Yin's company at the
state examminations) had bribed the servant of Min-
chéng and thus obtamed the examination questions.
The matter was exposed; the censor accused Min-
chéng m a memorial to the throne and T ang Y
was also involved. The esaminer was imprisoned,
and T'ang Yin was degraded to the rank of a minor
afficial. This was very humiliating for him; he did
not accept the position, bur went back o his home
town and became more and more reckless.

“Prince WNing, whose pame was Ch'én-haot
invited Tang Yin with liberal promises, but when
T'ang Ym became aware of Ch'én-hao’s dangerouns
ntentions, he feigned to be quite mad and drunk
and displayed such disgraceful manners thar the
prince could not stand it and sent him away. He
bsunilt himselfa house on the Peach Blossom Embank-
ment, and there he passed his nime demking wath lns
friends. He died ut the age of 54.

“T'ang Yin's poems and wrtings showed, w

begm with, grear mlent, but a8 years passed, they
became more careless. He said to himself: "People of
later times will not understand me from these'. This

‘was a matter of regree to those who wrote abour

him. At the titne, in the country of Wi, there were
several men such as Chu Yiin-ming who areracted
much attention by their unrestrained and reckless
liwes, bur their literary ralents were light and lovely,
and they excrcised great influence an the fillowing
ganeranion.”

The story of how the frand ar the state examina-
tion, in which T'ang Ym was mvolved, was
prepared and performed has been transmitted with
some variations by different recorders, and it seems
lhardly neceisary to dwell on the detals of 1 here,
because all the accounts lead to the same conclusion,
viz, that all the men concerned with this shameful
affair, which means the exammens us well a8 Thang
¥m and Hsii Chun, were denounced by-an envious
competitor and after some cuel investigations
(mcluding bodily torture) were sent o prison, or, in
the cse of Tang Yin, stripped of all the honours
that they had won at the examination and excluded
from honourable official appointments. For Tang
Yin the event thus marked the quenching of all
hopes for an official career; it placed him socially in
the position of an outcast and made it necessary for
it thenceforth to live simply on such sums as he'
could raise with the weork of his beush, In other
words, his place was tio longer among the gentlemen
painters but among the professionals, even though
the frendship with the former sull held good in
most cases. His own reactions to these changes are
dramatically expressed m a letter ro Wén Chéng-
ming (who was still a confidential friend) from
which a few lines here may be quored.

! The lat T men were well-known schobies, poetsand writern,
whee together with 'Wen (hfng-ming smd T mg Ying were
cilled The Four Grear Schobars af Suclin,

¥ Thas very enterprisints prinee. whn ricd do usisrp the Imperia
power rom the emperor Wistsmmg, secmn 1o frave beon snooous
ta win over the leaihing aresns oo hisade. He gode o mmilar offer
to Wen Ching-ming, probubly shour 1518 or shortly befare.
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"I am the object of scom on carth, When men-
tionmg my name people rub their fists and grind
their teeth a3 if ] were their worst enemy. Thode who
know me and those who do not, all peint their
Fnger at me and spit. Wihat could be more wound-
ing ... What | have experienced is cruel beyond
ltmits, Ie has changed my counteniance so that it
bears emly (marks of) guilt... When | face my
room and behold my few broken kitchen pors, 1
know [have absolutely nothing beside my clothes,™

The blow was evidently crushing to T'ang Yin's
sensitive nature. His moral sraming lad never been
very strong and now he saw no other way of
forgesting the disgrace of the situation and people’s
spite than by throwing himself more recklessly than
ever into the plaasures of women and wine. Yet at
the same time he was obliged o go on with his work
as 3 painter in order to subsist; pictures had w be
produced when food ran shorr, whether or not the
eh'i-piin wad aroused.

Tang Yin's bography in Wieshéng shif-shil
contains short references to the same events as are
described in the Ming History, but in addition to
these more information aboue his developmentasa
poct and a pamter, and this is snfficiently interesting
to be quoted here m part:

"T'ang Yin stood very high as a painter. He
studied the works of Sung masters such as Li Ch'éng,
Li Tang, Fan K'uan, Ma Yiian and Hsiz Kuei and

also Huang Kong-wang and Wang Méng of the

Yitan dynasty. After he had become a chilshing, he
first passed the provincial exaninanons i Nanking.
Then he presented himself at the state board of
examimutions (i wei). There be came mto contact
with Mr, Hsil from Chiang-yin.? They bribed the
chief examiner Ch'éng Min<chéng, who handed
them (nformartion about) the exammation ques-
tions. Through this he got into trouble (an inguiry
was started) and his degree was annulled. He was
given the stnding of a minor official, but this he
refused to accepe.

"Tang Yin was by vature a bright and éccentric
character who mdulged his whims without restraint.

He had 2 great inclination for wine and women, and
after he lost Izljs‘dl:grwh:mught more and more his
companions in the wine~shops, but he also found
comfort m poetry snd pamting.”

(The recordes then meutions the anempe of
Prince Ning to draw T'ang Yin into his service and
how the painter saved limself from this dangerous
company by simulating madness. Shortly after-
wards he divorced lus wife.)

Years before, ar the time of his chii-shéng examina-
tion, he had composed a poem cilled Ch'ang—ch'ang
shilh (A Sonig of Gricf) which contained the follow-
ing lines:

* *Th e peach-hlosoms of Ta-ch'f fin ppllstion
of women) are like snowwithin the cup; the fragrant
grass of Pading {another allusion to women) is like
the mist of dreams. On the path of my Fature no
glory is left, and | shall wipe my twars with my
sieeve. The case of my muserable fate was alrcady
decided thres lives 3go.”

“These lmes contamed a poetic prophecy. Later m
life he devoted himsell o Buddhism and took the
by-name Linju (Six Likes), which is borrowed
fron the Diamond Siitra (where life is characterized
under six likes'). He planted o garden on the Peach
Blossom Erbankment (T a0-hua wu), m which he
wsed to whistle and sing both night and day. He died
at the age of 54 10 the 12th month of the 2nd vear of
Chizching (January 1524)." _

We have no demiled information sbout the last
stage in Trang Yin'y chequered life, yet the notes
quoted above and elsewhere make it evident that he
souglit a kind of consalation in the meditative form
of Buddhism known as Ch'an, which had scrved asa
refiuge and inspiration for o many of the great
painters of earlier epochs. The expressions used in
Wii-shiéng shilshil point to the scceptance of the

b Brom Tsfnge Yi-ha'y artdels on T ane Yin in Oriestal Asf, val.
‘14!1 !

* ety Clhii, whao sy the som o 3 wigalihy Gmily in Suchon; be
becanie 2 closs fmend of Tane Yin md tpent money frecly -on
thior bous and: revels. They wem fir the e examimation
topgetlees b0 Pekig, where Hll Chin found eccanion to use his
wealih s perperring the framd
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karmic law of camse and effect working through a
moral dun of successive mearnations, and the con-
viction that there i resson and justice in life even
when 1t may seem cruct or senseless. Wang Cluh-
weng, writing in Wudhiin tan<h'ing chih, sys
definitely {after mentoning the dissstrons state-
examination) that Tang Yin “sought refuge in
Ch'an Buddhism and became quite indifferent to the
warld”,

Only one or two religious pamtings by T'ang Yin
have been preserved; they may not be on the highes
Jevel of hus art, but they show a remarkable efforc o
penetrate into the mystic significance of the motifs
and are executed with: the utmost care-and refine-
mienit and bespeak great devotion, The same author
characterizes T'ang Yin's natural talents and mbom
spirit a8 “like bursting fowers and fyme clouds";
yet “His art was deep and melancholy; his style
origal and vigorous, free from trifles and vuloari-
tics. He aimed ar density and luzuriance and nsed 1o
combmne many streams and pile op peaks without
limnitin his pictures, Truly his works were as fine as
those of real scholars, and he achieved the stage of
the wonderful as 3 painter, According to the critics,
his parncular modcl among the old masters was Li
Tang, andl he became Just as good as his model,
Among modermn men only Shén Chou could
‘divade the mat’ with him.”

The extensive reports about the vicissirudes and
adventures of T ang Yin's personal lile from which
somg extracts have been commimicated above may
easily lead to the mmpression that the artist spent
mest of his time and energy m dissipations and all
sorts of quips and cranks. and a munor part of it in
creative work, This noton must not, howeyer, be
siwessed oo much: because it may easily become
misleading. It should be remembered that Thang
Yim's sull preserved pictorial awvre of pamtngs is
hardly less extensive or timportant than the collected
warks of Shén Chou or Weén Chéng-ming, i spire
of the Bact that it was produced within a relatively
shorz span of tine, less than half the time covered by
Wen Chéng-ming’s artistic activity. He must lave

mmparting to lus munor works sisch as dlbumi-lesves
and short scrolls the charm of precious fiowers on
the pomt of withermg [before they have lost their
scent), He hardly ever nduleed in such extensive
works, m the form of long pictire~chroncles or
descriptive bndscapes, as Shin Chou produced in
fair numbers during the latter pare of his life,

Tang Y néver became the head of a school or a
workshop like Wen Chéng-ming, even though he
had some sssistance for & while from Chou Ch'én
(0 whom we shall return presently), nor was he
considered sufficiently impormnt to be imitated to
the same extent as the sbove-named great contem-
poraries. He stood far miore isolated, yet was wery
closely arrached to a definite teadition and defimite
models or patterns of eaclier times. In other wonds,
he did nor break new ground or open up now paths
or principles of pictorial creation, yer when ar his
best he was one of the most brilliant, wittiesr and
most charming painters among the wirtuesi of the
Ming period.

It we may judge by T'mg Yin's still preserved
dated works, his mam activity as a paineer did noc
develop until after the disgraceful chii-jédn examina-
tion, when he was 4 man over threy. His carliest
dated pamitings are of the year 1506, the Jatest of
1522, and even if some of the undated works were
pamted a year or two carlier, we can hardly avoid
the conclusion that his pictorial emvre, 35 it is known
today, belongs to the last twenty years of his life.
According ro our List, it includes about 1 5o ftems all
signed with his name, but only twenty-theee of them
are dated. Within this large group of paintings pro-
duced durng a relatively slmtt?;ﬂﬂd of activity it
is hardly possible to trace a srylistic development of
the kind that we observed m Weén Chéng-ning; or
a definite succession of decisive influences. But in the
fallowing we shall, as far as possible, illuserace some of
the outstanding features of T'ang Yin's art by means
of a few characteristic examples.

The carly works are mamly landseapes, including
in some cases illustrative figures. The best known
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among them s pmbably: the large mountam land-
scape (formerly in the Pang Yiian—chi collection)
alled A View of Hua-shan, The: steep mountaing
are built up of serried or tightly folded verrical Liyers
divided by deep fisores. Their shapes are angular or
erystalline, and they stand out From the prcture mdre
than they merge into it. The tonal values are decp,
gmite black m the shadows, anly the soaring mist on
the uppermost terrace and the water which rushes
m coleurs. The prevailing impression is one of
austerity and rugged strength. The brashwork i
firm, almost mencalous - detals soch as the leaves
of the trees, whereas the deep folds of the mountain
are painted with a squeczed brush according 1o the
t'a-pi manner of Li Tang, which probably was
transmitted to T'ang Y by Chou Ch'én, who had
a special predilection for this manner and practised it
with success: This wall be further ilustrated by some
of Chou Chén's painting, bur here dhould be
recalled the: smtement thar “when Thang Y
became fmous and sometimes was oo lazy to
work, he asked Chou Ch'én to do it in his stead;
thue many of the pictures which still exist under
Thang Yin's name were done by Chou Ch'en, but
thase who have eyes can distinguish them™ (PLazo).

This may be posible, as stted by the recorder,
vet the recognition of the two artists” individual
manner I$ 2 very relative matter, becuuse they both
sought thetr gmdance in 3 very close study of Li
Tang's brushwork and the principls of design
which formed the foundation of the South Sung
academy style. The inwriptions signed by Tang
Yin are never missing but may not always be
they were intended to make the pictures pass s his
works.

The dependence on Li T ang is alio confirmed in
the inscription o the very eluborate large lindscape
with 3 man on hoseback passing over a brdge
ltading to a mountain retreat, which is marked asan
imitation after the Sung master.” There are other

typical and probably relatively eardy examples of
this quasi-academic sharp and serried nuinmer in the
C. T. Loo Galleries® and In Mr C. C. Wang’s
collection in New York® in the Herron An
Musemm in Indianapaolis and i private possession in
China (a8 muy be seen i the Nankmg exhibition
catalogue, pl 124)4 They are all characrerized by
the same kind of sharply dlbovetted angulir rocks
with strongly accentuated folds oc wrinkles which
are rubbed i with 3 squeezed bruch us deseribed on
the preceding page. The connexion is obvions and
could easily be illnstrated by several pantings; to do
so, however, would be supererogatory st this place.
Tt has also been pointed our by Chmeso enitics; for
instance in Tl paochien, hait'yan, where it is

smred thar Tlang Ym “took over Liun Sung-nien’s

and L T ang's manmer of painting wrinkles, but his
brushwork was more refined than fns predecessors’™,
The observation is correct 24 far as it goes, bur might
have been carried further by addmg thie Li T'ng
was to him the best gude for panting stones and
rocks while Lin Sung-nien was to him the special
guitle for painting trecs.

- The pictures discussed above can hardly be
classified among T ang Yin's best works but, from a
stylistic paint of view, they form an interesting
grotip (with 2 few more). They illustrate the phase
of Tang Yin's art in which he is closest o Chou
Ch'én, or rather ro Ei T ang. their common model
or stylistic ancestor of the Sung period. But T ang
¥in did nor suck to this seylisne phase (as did Choo
Chi'én); the manmer seems o liave been too schema-
tic or rosrictve for him; in the lirge landscapes
which form a [ollowing (and probably sightly
later) group in his @wvre he gives a somewhat freer
trandposition of the Li Tang munner which better
correspands to. his own temperament.

4 1. Tan, plaspo, Thepacre vaas formesly mthe T, Yanmmmto
sollertion.

£ (3, Towrsmo Bchibir, Catalogar, plas,

¥ Prvate photogrsph.

¥ O Manking Bxhibic Canlogue, plaey Theee is an imiportiot
pictare of the same group, 3 handsooll in the Abe: colloor
Chaka Mosom, mifled Garden of o0 Hermed Scholar.
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The largest of these landscapes, i.e, 4 six and a half
foot wll picture in the Ku-kung collection, is called
Listenitig to Pine-trees on 2 Mountain Pach. It is a
standard wark of its kind' (Pla21), The compos-
tiom cotssists of precipitous rocks which reach almost
to the upper edge of the picture and descend step-
wise in termces matked by cataraces of the stream
that rushes down into the river below. It is spanmed
by a bridge, where & man iy passing, and shaded by
the farspreading branches of lwxuriant pme-trees,
The relative size of the figure and the clements of
natnre makes us realize the overwhelmmg prandeur
of the rocks and the trees, but the linle figure may
also serve as # kind of symbolic embodiment of the
painter’s mind, and the view be reflected from it
The mspirmg mood 15 also expressed in the inscrip-
tiom: T frone of Nii—chi Mountain there s a lonely
path; the pines songh m harmony with the roaring
seeeans. [ listen at my leisare and feel as if my spirit
had reached Tao." It is sounds of pature lingering in
the memory of the painter which in this case, 5 in
quite 4 few others of T'ang Ym's landscapes, have
been the source of mspiration,

Variations on the same ot quite similar motifs
(likewise in the Ku-kung collection) are known as
Contempliting & 'Waterfall in Quiet Mounmainst
and Late Spring in a Mountain Valley.? The former
in particular is 2 very noble work owing o its classic
design, apparently mspired by one of Hsia Kuei's
"unilateral” compositions. Precipitous rocks here
rise in successive vertical folds ar the one ade of the
picture, whereas the other side of the gulley where
the water js rushing down, is partly veiled by light
mist. The man contemplitng and listening to the
waret is again placed under large pme-trees of 2 kind
that recalls to us some of Liv Sung-nien’s most
beautiful pictures.

The picture which is called Valleys and Trees in
late Spring shows overhanging rwisted mountains
and bodding trees shaken by wind. There are again
some small figures on the fives-bank apparently
overpowered by the restless mood of nature, while
others are seated m the pavilion a the bottom of the

ravine. The picrure 15 rich i fine desails bur the
composition is not so Hrmly balancsd & in the
previous example. Ir reflects a- more dramatic mood
more reminiscent of Kuo Hsi than of Hsta Kuei. The
dramatic vem m T'ang Yin's are is here o some
extent discernible but it is more dominant in the
picture in the Ueno collection [dated 1508) which
represents A Rainstorm over 3 Mountain Village
(Plzaz).

This pictare holds 2 very prominent place amotg
Tang Ym's: landscapes. Apparently inspired h}'
direct observation of nature, it shows the master’s
skill i giving a colonstically effective rendermg,
maily with various shades ofink, partly intensified
with thin washes of colour. 'The motif is a sudden
burst of rim over mountains and 2 firmstead by 2
riverside. The violence of the storm 1s suggested
bath by the design and by the tempestuous way in
which the ink is applied. The wind 1s shaking the
trees on the termces and driving the mist through
the porges behmd the village. There is speed in the
brush and vaporous trangparency in the ink suggest-
ing i wet and hmwammphucmthaiﬂﬂﬂf
lumimnosity that may be observed after sudden spring
rain in southern countries. The picrare is thus morc
related ro certain works of the Yin period, for
nstanice by Kao K'o-kung, than to academic land-
scap:softht'inngdym;ry which makes it 4 rare
exception among T'ang Yin's landscapes. The artist
has explained the motif m the following |mm~

" A raging wind, 4 violent raiy; the river-banks

grow dark.

The mountaing ring with 4 thousand sounds; the

sunmuner 1s turning cold.

The shepherd-boy alone is out; he wears a

baml::-o-cr |111L.
and rides with ease his buffalo — home through
a shoreless mise,”" -

Simular efforts of Impressionistic brushwork also
evoke the resomance of life (ch'i-pitn) in some of
Kk, o i, oL
K st it vol XXX
* Kis-doang, volLIX.
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T ang Yin's pictures of birds and flowers. One of the
best exaimples of the former is the tall and narrow
Flttuﬁ:ﬁMg_lnh Bird on .IDr}'E::mch (formerly
in the Plang Yitn-chi collection)! (PL2zyn). The
motif 1 simple and it 1 rendered with o few
swift strokes of a well soaked brush, but these arc
enough to transmit an impression of the nsing sip o
dhic Beanch and e Bird carolling nd sejeicing abiir
the spring rain, the motif of the picture as well as of
its short poem:

*“The mounmin is empry and silent, no human
voice is heard, but the hird perched upon the bough
15 warbling, for the showers of spring have passed.”

Trang Yin's flower-paintings may be divided mto
two classes or groups, one consistng of naked
branches of plum, apricot, or other fruit-irees
bussting into blossom before they put onany leaves *
while the other group consists of highly finished
studies (partly with colours) of such strking and
coloured garden Howers as lilies, peonics, hibiscus,
narcissus, ete.” The pictures are evidently records of
fugitive impressions gathered in the flowering
gardens. of Suchou and they are sometimes also
explamed i short poems: “When I walked across
the bridge over the stream the bare plum-trees were
budding with biossoms. Their secret perfume was
not yet aroused, but light shadows were playing
crosswise.” This-was written on a small preture of
two branches of a scraggy old blosoming plam-
tree; bminmn{her:mnplcﬂwmiimm!ﬂufd
with some rmder bamboos still touched by frose,
while the tree is burstng mto blossom. “The one
like ice, the other like jade, and they look at each
ather . . .” But as noted by the painter on 2 similar
picture: ““The spring dream is short, it soon disap-
pears like a traveller ever hurrying on” (Plazg).

Among these spontaneous records of happy
moments in 2 garden may also be counted the
remarkable picture in the Honoluly Academy.
which represents a slender branch of a blossoming
frust-tree nsing in a double enrve over, and ronching
the toof of an open pavilion where 3 man is scated
on a meditation mat with mcense burning in o vessel
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at his ade. In her “Notes on T'ang Yin™" Tséng
Yu-ho has made it clear that the man in meditation
is a self-portrait of the paimter, and that the picture
was exccuted towards the end of his life when he
mmtii:v:quntngmdmlutmcmn:hg:mm
meditstons, She also points out that T aig Yin in
this pamting used “a brush of rather blunt-pomted
guality and probably finished the whole thing in less
than rwenty minutes”. This may well be correct
because the picrure has the freshness and openmiess of
a sudden visionary flash noted down but not quite
fmished (Pl225), The forms are not ¢laborated
but merge into an ammosphere of soft evening
light shot through with the perfumes of the
burning meense.

Trang Yin has niore than once returned 1o the
motif of the philosopher’s retreat either in his own
garden or somewhere among hille, near a purling
micnntain stream, where slender bamboos rustle and
whisper to the solimry occupmnt sitting on lus
straw mat sunk in study or meditanon.* This is very
delicately paralleled in a picture in private possession
itr China which, sccording to the mscription, depicts
a loniely pavilion in autumin, the rustle of the slender
bamboo leaves foreboding an early cold. This too is
pamted with a soft brush in a Howmg manner,
though less vaporous than in the preceding example,
which gives the picture 2 more definite: seructure
(Pl.az3a).

The two above-named pictures are not dated bur
they are in tone and general characrer so clisely
related m two short handscrolls dated respectively
ts20and 1521, that they may confidenitly be assigned
to the same period. The eardier of the two (in the
Ku-kung collecion) is called Gatherng Lotus-
seeds, but the man in the linle bost #s in fact
insignificant compared with the large lotus plants,
The scenery s 4 quice lake on 3 misty moming in
late summer. There are mountains in the distance
C T, P,
=, Mln Shirallva, plegi-34.

* Bl pla. 37, 38 and K sho-dne b, w0l XXVIL
\ Tied, plasy (Collectiont Shén Jui-din).
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appearing as hint lhouettes the sky and the water
are steeped n a slightly manslucent val of silvery
mist from which the plints and owers emerge asin
& visiom. The whole thmg s pamted with 4 light and
solt Brush, vet every dewil of the planes on the water
and of the old wilow that marks the foregromd
shore i clear though rendered with light touches
without use of any strong accents. The prevailing

tmpression 1s' of the molsty atmosphere that be-
longs to the sotithern summer in, the lake country

(Pls.226, 227, lower picture),

In the pictiire m Stockholm, painted the following
year, the laindscape s less mportant and serves
mainly = 3 stage for two men who are oecupicd
with the preparation of tea. One of them tsuttending
to the e stove with the teaterde, the other siny
wainng, and shere are some books arhis side. A few
sinyple objects such as an incense-bumer, a vase with
a flowening spray. a jar. etc, complere the arrange-
wents for this ma ceremony, performed on 3
garden terrace mdicated by & picturesque stone, two
stentis of bamboo, two banana plints and & flowering
lespedeza(?), By means of these few clements of
composition and the faint mountains m the back-
ground the painter s evoked the mood of & quict
evetting with two old men seared m silence listenmg
10 the purling of the waterin the kettle and the hush
of nature. To #his picture is steaclied a colophon
cantaining 3 copy of Su Tung-po’s description of
the preparation and emoyment of wa (Pls:226, 227,
upper picture).

A somewhat larger picture in the Boston Museum
bhas certamn pointy of correspondence with the Last-
mentintied scroll, It represents @ man seated m the
shadow of @ spresding leafy tree watching aservant-
boy wha & ovoupied m preparing food oo & small
charcoal stove. It is more like a pienie m the open,
and thie man may be s porrait, but the illuwrearive
character and the very refmed execution are much
the same asin the previous example, The figure here
1s dominant over the landscape, a relanve proportion
which becomes more marked with the years, the
figures gaining in importance over the scenery in
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which they are placed. Bur before we tumn o the
figure-pamtings: properly speaking, two or three
dared landscapes may be recoeded 25 illutrations of
his development.

The picture in the Abe collection (Osaks Museum)
may be mentioned beeanse 1t is dated 1577 and is &
good exaple of T'ang Yin's eclecticiem or faculty
of combming stylistic elements from varions sources
in 3 picture which, nevertheless, bears the imprnt of
his individual genius. It wpresents 2 bermit or old
scholar standing on a bridge that spans 4 rushing
stream at the foot of sharply cnr momtains which
rise through a layer of misst (I'l220). The mountams
are rendered in accordance with the academy tradi-
non of Sung times, but the lower pordon of the
composition with the spate trees ar both ends of the
bridgge in front of the mst are rather representations
of the Yiian style or Wang Fut's dry trees than of any
Sung models. The romante note of the mspiring
mood ié expressed in the inscription: The hernmic
stands here on the bndge contemplatmg cascades
which seem “like a thouund feer of mow™, o
“cleanise his mind from worldly dost™.

A later picture of vnuosual refinement and in-
timacy (in the Ku-kimg collection) 15 called Speak-
ing of Old Times with Hsi-chou, Tt is excented with
the exquisite care and finish that Thang Yin he-
stowed on his best works i the “rwenties, The
painter is here seated with his friend in an open
thatched pavilion wider some old trees which are
beginning to put out some spring leaves, while
siender bamboos and banana plants are growing
between the garden stones on the other sde. The
men are quietly celebrammg their meeting after
years of separation; there i 4 large wine-jar in the
bt bt no mats or tables (fl.228).

In the colophon above the picture the painter
describes it as follows: “'l had been separared from
Hsi-chou for thirty years. When you quite on-
expectedly came to see me, 1 wrote my simple poem:
and this picture. Will you accepe it? 1 am ill and
depressed and have done my work quite ronghly
Just to show vou my numrions,” In the preceding
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poem he givesa somewhat burlesque characterize-
tion of the friond:
“You drank and danced and sang for filty years.

You found pleasure m flowers (giels?) and slept in

the mooanlight.

You never tronbled your comntrymen o

transthit your name and £21

Who ever could doube that your purse had the

maoney to buy your wine?

You were shy of showing your knowledge sud

would not be ealled a scholar.

Biit none among the common peaple can doube

that you are an immoral.

A little work performed by you would open the

gates of Heaven.”"

We can only regret that this presentation of Hsi-
|:|'|-uu d.ut:s nuk nm]u: it p\'}mﬂﬂ £ idm}.ﬁf‘j" him m
listory; but the type is no doubt characteristic of
more than one among the friends of T'ang Yin,

The sensinveness of the artistic mterpretation
endows all these later works with graccfulness and
charm, They are panted in subdued tones of light
grey, sometimes with an addition of pale local tnts.
The brushwork 1s neat and pure. T'ang Yin seemsto
have absarbed the clasic models of the Sung perind
and transmuted them into more varied picrorial
interpretations, based on observations of nature no
less than on the fundamental principles of the old
masters’ works. At times he painted very close
representations of actual scenery, s o the picrure in
the Ku-kumg ¢ollection called Farmsteads in Chuang-
nan, inowhich the nce fields, the mulberry groves,
the residential courtyards and the life on the river,
are carefully rendered, and also in scones of medita-
tion and lonely walks, described above, im which the
grandear and silence of Nature are conveyed in
symbals- of huge mountaing, rushing streams and
spare trees issaitig from a nisty background. When
he asks the question: “Why does the hermit hinger
here dlone?”" He answers: " Because his mind is filled
with thoughts of poems.”

Our study of & number of Tang Yin's most
mieresting Jandscape-paimtmgs may mdeed  have

served to make it elear that his individual style and
characteristics m this particular field of paintng ate
more difficult to grasp and epitomize than the
essential tnerits and features of men like Shén Chou
and Wen Chéng-mung. Shén Chou's lindscape-
paintings. and, 10 2 less extent, those of Wen
Chéng-nung, have 2 more homogeneous, not to say
uniform, type-character ar fimdamental style recop-
mizable i the designs as well as in the techmical
exccution, Tang Yin's production, on the other
hand. is rather umequal and varable, fascmanng by
its surprises and mpremeditated fashes of wit and
MOIETLATY ITPTCsSIOns. '

Shén Chou and Wen Chéng-ming followed tono
sall extent the same traditional lines of study and
absorbed stmilar mAuences, but they inrerpreted
them differently, each according to his individual
temperament. For Shén Chou, who adbered most
closely to the Yian masters {in time as well as in
natural aptirude), there was hardly any choce or
hisitation as to the proper models in landscape-
panting; he saw them in Huang Kung-wang and
W Chin, the two masters who remained his guides
all through s Tife.

Win Chéng-ming’s historical orientation was
more inclusive and more differentiated. He was
fundamentally 3 scholar no less than 3 painter and
had a deep-rooted vencration for “the spmt of
antiquity”” cultivated and transmitted by the great
masters of Sung and earlier periods; bur he had also
studied und fele a great admiranion for some of the
Yilat masters, such as Ni Tsan and Wang Méng,
who represented a scholuely rather than a pomannic
or emotional approach to the problems of painting
and i had some importanee for the development
of the so-called wWén—én kue. Wen Chéng-ming’s
landscape producton may thus appear less homo-
geneous than Shén Chouw's, it veflects influences of a
movre varied kmnd, yer these seem to have reached
hitn successively rather than simultaneously and ace
more or less clearly discernible as one by one they go
to form an drustic personality more sensitive and
less robust than Shén Chou.
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render the charm and gracefulnes of the feminine
model with the utmiost refinement in accordance
with the fashion of the time. But as modes changed,
30> cid the models and the artistic approach to them,
and thys it happened that Thang Yin's. beauties
hu:xm:mnrchkgﬁgnrm:sﬂfﬂmﬁnm Ming
porcelam than like Chou Wen-chii's msicians or
cotirtrsans at their moming toilet

Tang Yin's moon-fairies may seemn rather artifi-
cial to us, ver they were exactly what smateurs
expected from figure-paintings of the kind. They
have been highly praised by many competent
connoisseurs such as Wang Shib-min, the great
master at the end of the Ming period, who on 2
picture by T'ang Yin called “Tired from Embroid-
ery Work” wrote as follows: “Tmg Po-hn
mastered every kind of painting, but he specialized
i pamtings of beautiful ladies and in such pictures
reached BEqui Cli'ien Hstian and Tu Chin, because
he was always fond of 3 gay life (with girls), This
picture i copied after a work by Chao Méng-fu,
and therefore the beauty of the colourmg and the
balancing of the composition are superior to his
other warks. With regard o the beautiful expres-
sion and elegant manners (of the ladies) it may be
said that their meaning goes beyond the brushwork.
In this respect Po-hu is always Po-hug, and it depends
on the onlookers themselves whether they grasp it
ornot.”’

Tang Yin's origimality as a pamnter was indeed, as
we have seen, a rather subtle thing even when he
imitated some of the old masters quite closely. He
knew how to add a note of gracefulness to the
artistic transposition, how o refiect slent thought m
certaiy figures as well as in lindscapes,

The best example of this pervading faculry 1 the
picture of an Arhat in Meditation (formerly in the
Yamamoto collection) which, according t the
inscription, was painted in T ao-hua an, the Peach
Blossom Temple, in 1521, It is exconwed mamly in
ink with dheht sddinon of colour in the finest
Jung-pl manner, possibly under the influence of
some Arhat pamting by Li Lung-nuen' (PLaga).

THE MING PERIOD

The old nuan is swated on a mart lakd on 2 small rocky
istand (0 an expanse of water), which rises behind
him 0 steep hollowed-our formations like sealac-
tites. His very large square head is sunk between his
bare shoulders; the bearded chin is supported on his
hand, his elbaw poised against his knee. His eyes are
closed and over the whole of his face is spread an
expression of immohile calm — an impenecrable
mystery, likea deawn veil. The imnner equipoise and
concentration of the man is suggested not only by
the expression and the well-balanced centralized
posture but also by the clear contrast beoween the
vertical and horizoutal lines of the eliff and the mat.
Only the folds of the mantle, gliding dowii from the
body, suggest with thewr curving lnes the fant
rhythm of material life, as with the ebbing of his
consciousess it tises to-a stte of pure sprtual
perception.

Of all the writers and critic who have expressed
themselves on Thang Yin's art none las better sum-
manzed the chamcomnistics of the man as well as of
the painter than his fnend the poet Chu Yiin-mung,
when he wrote: "In his studies he devored himseld
paroculardy to the mvestigation of the secrets of

nature; he paid little attention o ordmary lierary

compositions and poetry, and expressed the origm-
ality of his mind mainly in pamting. In his paintings
he often followed the famous masters of T ang and
Sung times, He was admired by everybody, nobles
and commoners, poor and rich, and his door was
daily besieged by people who came to ask for hiy
pictures.”™*

Tang Yin's popularity among his contemporaries
was hardly less then Shén Chou's or Wén Chéng-
ming's, though not based so exclusively on his arr.
He was, as told above, also widely known for his
gay life and brilliane wit, which made him o chis-
respect a true son of his native ciry, Suchow, the
home of kisiotres galuntes in China. He lived more in

| Practicaily the same figore of b medinting Adnt s

sigether with some worshippers in 4 hamberoll stributed oo
Ch'iens Hiiian i the formee Abe colleerion, Bat deis] too, s
miaire Tk an inttation aftee an cartier mmdel

¥ Quasbead s Shis~hosar p'si, wall 87, oo Clus—shik chi-ldh.
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the world than the other great artists, particularly
thian Shén Chou, who preferred to live ouside the
world. He was cxtraordimanly supple and versanile
i lifle a8 well ay in art; it-was casy for him to change
methods and models according to the impulsé-of the
moment. Thus, in sprte of the Bt that he belonged
by birth and education to the Wi school, he mighs
with almest equally good reason be placed in the
Ché school, which seems to jusfy the heading of
this chapter: Eclectics and Professionals.

- * "

Tang Yin's immediate following, in the strictest
sense, was not very large; it consisted only of rwo or
three personal friends, but if he is considered 4 2
leading representative of the eclectic tendency which
from now on gradually gained ground in Chinese
painting, he-may be said to have had g large follow-
ing. This tendency or current of style which we,
with 3 generalizing term, have called eclectic, was,
however, not a definite school but 2 rather wide flow
nounshed by tributaries of highly varymg individual
gualitics, They can hardly be discussed all in 4 group,
but we shall contacr some of the most prominent
“eclectics” or “traditiomalists™ in the followmg as
thminwt}mhmdjmuﬁcmnfﬂmmmE

We have already had occasion to-point out on the
preceding pages the close personal connexion
between Thang Yin and Chou Ch'én, emphasized by
the recorders and substantiated by stylistic cor-
respondences between some of their works Choo
Ch'én has sometimes been described as Tang Yin's
teacher, and at other times as an assstant of the more
famons master, but since no definite dates for Chou
Ch'én’s acrivity have been transmitted it is hardly
possible to decide which of the two alternatives is
the more probable. The fact remams thar the two
paifiters were for some time closely connected, they
may indeed have eo-operated i the execution of
cortains paintings, which shows thut {or a while they
followed exactly the same current of style, though
at other times they diverged onto different paths.

They were both highly gifted individuals active
mainly during the first quarter of the sixeeenth
century,

The historical informanon abour Chou Ch'én is
ot so0 abundant as the records concerning Tang
Yin: The followmng notice in Wu-shéng shili-shik
containg the essential faces:

“Chon Ch'én, tzid Shl:m{h'iﬁg, hao Tung-ts'un,
camie from Ku-su (Suchou). Tn his masner of pant-
g he imitated the Sung masters md did some
pictures of high peaks and mounamnous country
which were quuite like the works of Li T'ang. But he
also pamted i the style of Ma and Hsn, and in such
pictures he was eqiial to Tai Chin, He was thus also
a prominent tepresentative of the academy style.
T'ang Yin's manner of painting was also a deriva-
tionn from Chou Ch'én's, and when Tang Y
became famous as a painter and was sometimes too
lazy to sausfy his chients. he used 1o ask Tung-ts'un
to do the work in his stead. Thus many of the
pictures transmiteed under the name Thang Po-hm
are executed by Chou Ch'én, but those who have
eyes can disumguish them.”

Wang Chih-téng, who was almaost contemporary
with Chou Ch'én, writes of him that he “painced
Lindscapes with deep gorges and thick must and old-
fashioned figores in strange costumes . . . He was
considered a good painter at the time; yer he could
not give the air of loneliness and silence, the effect of
remoteness and tranquillity™ {as did TTang Yin).

The pictures by Chou Ch'én preserved in several
public and private collecrions are mamnly lundscapes
but there are also figurc—paintings among them, and
though they are all charscteristic m one way or
other they nmy be said, tiken altogether, to
illustrate the eclectic natare of his art. He must have
studied the pamtings of the South Sung academi-
cians with the closest care, yet he was ot a stmple
imirator or transmitter of academic partern, ont the
contrary, he was a keen observer of actul nature
and the grotesque or humorous side of humanity
which he depicted with unrestrained realism. It is,
however, difficule o follow a defimite line of
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development in his produiction becanse only one or
two of the pictures are provided with dates,

One of the most typicl is the large landscape in
Boston which represents steep mountams and tall
ping-trees rising above a broad river, The composi-
tion is comstructed according to the principles of the
Ma-Hsia school but animated with a grester number
of fignres than was wnal in bndscapes of the Sung
timne; soine are here tavelling along a road, others
are enjoying #n imposmng view from the upper
story ol a hanidsome pavilion banlt on the rocks. The
execation is reminiscent of Li T'ang and Lin Song=
nien rather than of Ma Yilan, and the pierure is
altogether a distinguished example of well-balanced
academic eclectcism (Pl233).

Thie Musoum of Fine Arts in Boston has Jately
acquired another characterisac picture by Chou
Ch'én which, however, s exccuted in 3 softer, mote
pictortal manner, thos illostranng the pamter's
easy way of changing from one manner to another.
The picture represents two men seated on a-grassy
river-bank under leafy-trees. The view extends into a
deep gulley partly veiled by mist: The pierure has
the appeal of an early summer day with sunshine
behind vaporous mist in @ mowntam valley -a
spontaneons record of the kind that Shén Chou used
fo paint after his excursions in the mountains,

Here may also be recalled a preture i the Ko-kung
colleetion which is dated 1534 and provided withan
mseription according to which it was mspired by a
work by Tai Chin. The notice is interesting as one
more confirmation of Chou Ch'én’s eclectic atntude;
the elements of the composinon, such as the jerky
pines and the sharply cut rocks are, indeed, typical
reminiscences of the Wu schoal, but their juxt-
position m the picture has not led w a very well-
balanced harmonioue result.

The long handscroll i the H. C. Weng collection
in Scarsedale is a2 far more important picture. The
motif comsists mainly of massy mountains- along
winding sereams and small homesteads in the shade
uf hufynﬂ:s, bt it i handled here with the urmost
care and 2 thythmie diviaon of the mases that

THE MING FERIOD

makes the composition wery improsive, The very
firm, not to say righe, brushwork in the split rocks is
evidently derived from Li Tlang, though it & les
sweeping and more detailed than in the pamnngs of
that Sung mastee, This unfailing exaciness i every
detail 15 here carried rather far, as must be admiceed
i spite of the fict that the lafage of the trees is
united i broad masses, while the bamiboo-groves
by the muall houses an the river-bank have a soft
feathery air asaf swayed by the wmd. The whole
picture s 2 perfect work of its kind in accordance:
with the best academuc madition, though execured
by 2 man who séems o have succumbed to the
fimical style of Ming techmique (Pl.235)-

Chou Ch'tn’s Bme with , like the
renown of T'ang Yin, is based mammly on his land-
scapes in which he Mllowed in the footsteps of
certain South Sung academicians, yet he, too, was &
very competent figure-painter. In his lindscapes he
often pliced large figures which form the main
motif of the picture and dominate ther sirround-
ings, and besides such illusteative scenes he did also
fgure-studies without any scenery ar background,
Bur these are entirely different from Tang Yin's
fashionable ladies: and legendary fairies. Chou
Clh'én had apparently no use for such lovely person-
ages; he pamred mamly men, particolarly decrepit
old men famous for their incouth appesrance.
Some of these fignrative representutions are illustra~
tions to popular tales, such a5 Ning Ch'i Feeding his
Ox (a famons picture in the Ku-kung collection); or
the poor old woman saving the life of the destinute
Han Hsin (pictare in the National Museum,
Stockholm), but others are more directly: painted
froms life and as such examples of an art of realistic
characterization seldom displaved o the same degres
in Chinese painting. The most striking specimens of
this kind are to be found m an album in Me, W,
Hochstadter's collection {in New York). They
represent 4 motley crowd of bepgars, monks, con-
Jurers, tricksters. and other fadroni, an sssemblage
which cerminly in the ime of Chou Ch'én, as well as
in fater ages, formed & characteristic element in the
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street lifie of Chinese towns. The artist has rendered
them' con gusto, izing their grotesque fes-
tures and gt limbs with seathing realisnt, thus
creating s genre seldom seen in Chinese painting
(Plass).

Chou Ch'én 15, however, most enjovable in b
paintings of the amusements and labours of Chinese
peasants, moufs which he seems to have known
from first-hand observations, He has  painted
labourers 1n the rice-fields, fishermen ar thetr catch,
and village people gathering romnd 3 cock-fight
enterramment. The lateer picture (in private collec-
tian in Japan) is an illesration of country hife in
China as it may sall be seen roday. The small white
plastered cotrages are grouped behind walls of mud
or thatched straw, 3 few old trees are growing by the
pond where ducks are quacking and there, ¢n the
muddy shore m front of a cottage, the vallagers, old
and young, have gathered 1o watch the combat
between two firions cocks, mkmg sides and quite
absorbed by the fension of the situation. It is ull
depicted in detail with onadulterated realism not
devold of humour. The picture i¢ also one of the
best examples of the growing tendency to use real
landscapes as settings for amimated figure scenes,
fepresented at close range on a comparatively large
scale (PL236). Trang Yin tried mIm:t!]mg ol this
kind in some of his short scrolls, but with him the
poetic sentiment was seronger than the realistie
approach. He was, after all, more of : poet than
Chou Ch'én, who, forrunately, did not “give the air
of remoteness and silence or the effect of distance
and srangulhity™ to his realistic scenes.

The sarme seems o have been true of T ang Yin's
other friend, Chang Ling, if we may judge by his
pictire in the Ku-kung collection called The
Fishermen's Pleasure. His are and reckless mode of
lifi-are described quite extensively by the old writers,
who dwell o his close friendship with T'ang Yin
and their common sdventures, Wang Chili-téng
WrIICS:

“Chang Ling, tzid Méng-clun, was a neighbouy
and good friend of T'ang Yin. The two men had the

same inclinations. Both were men of great talent and
equally good in paintme; consequently their friend-
ship became suanig (like pepper and orchids’). Ling
painted fgures in old-fashioned costumes; very true
to muture and pure in dmwing and colouring,
His landscapes were not of 4 traditional type, bat
painted with a lively brash and swong mk in a
manner which was quite out of the common. Many
of them were admirable. Ling was 3 reckless
character, very simple and unceremomous. When-
ever hie had money, he bought wine, He did not
seek any position; but boasted like ancienr adven-
turers. He passed the chi-shéng examination, but
was deprived of his degree, because of his mad
ways,

These "mad ways” and the pamter’s msatuable
love of wine form the main contents of his biography
m Wu-shing shili-shih; which contains nothimgz about
his arr, but merely somie burlesque anecdotes, which
may be quoted m part in so far as they serve o
throw light on the chatacter of T'ang Yin and the
arcle of friends in which he mowved (Pl.237).

“Chang Ling came from a family of poor village
workmien, and was the first member of his family to
study. He liked, however, the company of bold
fellows and when he got drunk he acted like 2
madman . . . Onee when Tlang Yin intended to
visit Tiger Hill (in Suchou), he went to ask Chang
Ling to come along but found him asleep. Trang
Yin went into the bedroom and shouted: *The sun is
already high up and warm. Why do you sleep sall>*
Chang said: "You have brought no wine oday; my
subtle mmnd does nor like starting (with a jeck). |
have just been in the land of happiness and now you
wake me up.’ ¥Ym answered: “When T came to tetch
you, I certainly had the intention of inviting you 1o
drink. Chang Ling fele huppy; par on his clothes
and went out with Tlang Yin in 2 boat. There he
started to sing like a wild man, beating time agamst
the railing of the boat, dembing to his heart's desite.™

In the continuation of the rather lengthy story we
are told how the happy companions discovered
some mierchants in 3 pavilion, where they were
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drnking and composing poems Cliang disgyised
himself a¢ 4 beggar, went over to the merchants
and amazed them by his skill m wnting poetry,
When he suddenly disappeared, the men thought
that they had seen an Immoral. Bur after & while he
went back agaim and performed 3 Tartar dance to
the merchants’ sstonishment.

Of all the gay and carefree painters in Stchon
Chang Ling must have been the foremost at least in
drinking. The pictures by him known to us are
eather unequal, though all more or less akin to Tang
Yin's art, which implies that he, 0, based hismself
principally on Li T'ang. This is quite noticeable in
a farge pieture in the Ko-kung collection called The
Fishermen's Pleasure? a river landscape with reeds
and willows along the banks where boars are
modired. The men in the boats are drmking and the
women occupied with babies, and they are all
characterized with something of the same humowm
as we have observed m Chou Ch'én's realisnc
pamtmgs, The poern containg, however, 4 more
romantic  interpretation of a fsherman's life:
“Fashermen stay on the water with tranquil hears;
like sea-gulls and waves they trmvel far, They sell
thear fish, they buy their wineand get drunk, While
the moon is clear, and plimes of reeds fill their
boats.™

This happy mood # ceminly reflected in the

hgures, while the rocks and willows show his
stylistic dependence on Li Tang’s are.

An carier picture by the master (in private pos-
session m Chuna | represents A Scholar it an Autamn
Wood and is execured in & more uent picorial
mamner, reminding us of cenain works by Shin
Chou® According 1o Wen Chidng-rming’s fnecrip-
thom on the pcture, dated 1301, 1t was originally in
hiy posssstion, but he prosented it to & pupil as 4
farewell gift, becawse he had no tme o pame o
prcttire oF his own. The early date of the picture
miakes it particularly mterestmg and tends to prove
that Chang Ling starved as a follower of Shén Chou
and was probably somewhat earlier developed than
Tang Yin. Seylistically he i will Jess influenced by
the Academy tradition than Chow Ch'én and Tang
¥in, but he has been mtroduced at this place because
of Juis close personal relations with the later. This
friendship is-also confirmed by the portrait which
Chang Ling hay drawn of T'ang Yin; 4 very simple
but intimate pictare of 3 rather stout. small man in
long robe and rounid har, standing full Fee, looking
smilinglv at the beholder. Like most Chinese
portraits of this kard, it is 4 rendering of 4 type
rather than an individual characrenzation, Ie has rwo
nscriptions: one bemg a pancgyric of T ang Yin by
Wang Ch'ung, and the other o poem by Win
Chéng-ming.

Ch'iu Ying and hiis Following

Two other pupils of Chou Ch'tn are often recorded
beside T'ang Yin. i.e. Shén Chao, t=il Ch'iv-o, and
Ch'in Ying. N works by the former seem to have
been preserved (they are said ro have been tamly
landscapes in the “green and blue” manner),
whereas probably a greater number of picrures are
marked with the name of Ch'in Ying than with that

of any other panter of the Ming period, His
popularity is extraordinary, and the initations of his
works almost numberless, bur Oh'ii Ying's

e s something swhich has developed gradually; it
did not exist, at least not to the same extent. i the
LK A sto-da o, vol, X X1,

¥ Tosd, p. 364
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lifetime of the artist. He s not ane of the artists
whose life 15 very extensively recorded, and
although much praise is bestowed on his kill in
copymg the old masters and on certain of his most
Fimous compositions, he is not placed on a level
with painters like T'ang Yin and Win Chéng-ming.
He was ot a scholar, nor a poet or calligrapher, but
simply a very able painter, 2 past master of rechnical
refmement and classic rules of composition and was
consequently placed (for instance by Wang Chih-
téng, who was almost lus contemporary] in the
nérg p'in, the lowest of the three or four traditional
classes.

The fullest bographical information about Ch'iu
Ying is found in the Wiesdéng shib-shih: "Ch'iu
Ying, 1= Shih-fu, heo Shih-chou, was bom at
T'a-ts'ang (near Shanghai) bur moved 1o Suchou.
He came from very humble cirenmstances and
served for some time as @ painter's apprennice. Bur
when Chou Ch'én saw his works, he was surprised
and took him on as a pupil. Ch'in’s pannngs were
beautiful and elegaur, full of delicate and graceful
derail. The brushwork was so refmed thar the
pictures looked as if they had been carved in jade.
He copied the famous works of the Tlang and Sung
periods and kepe sketches of them, and so successful
were his mmitations that they could rake the place of
the ariginals, He was particnbarly skilled fn paintinig
gentlemen and ladies; they were all brilliandly
coloured and looked alive. I Chou Fang came back,
he could not surpass Ch'in Ying.”

Wang Cluh-téng bestows no less praise on Ch'in
Ymng, but he balances it with a characreristic critical
remuark: “Ch'm Ying was a pupi] of Chon Ch'én,
but did not come up o the master in strength. He
was particularly skilled in execnrng copies wath
white powder colowr on yellow paper, and his
pictures were such that they could be confused with
the originals, Even the smallest hairs on the hgures
wete done with colour or gold; their costumes of
ted silk and white cloth were most refined, brilliant
and natural. He had no reason to feel ashamed before
the old masters, bur sometimes he got out of the old
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rute and changed his manner. Yet, he could not
abstam from adding fect when painting a suake' (he
was oo meticilons and ulded too many details),
The most interesnyg. information abomt Ch'in
Ying ie, however, contained in a colophon which
the pamter Méng Nien wrote on Ch'iun Ying's
picture The Trabute Bearers (Chith-kurig t'n), which
was executed in accordance with an early cradinon
reaching back to T'ang tmes ahd tranemitted by the
pamnter Wu K'o-wen of the Sung peniod. This
colophon. as well as another by Wén Chéng-ming
on the same picture, was dated 1552, and as the
writer says that ho pictures can be obramed from
Ch'iu Ying any longer, it seems that the pamter had
passed away or was unable to contnue his work.
His activity must thus have been limifed 1o the fise
half of the sixteenth century. The colophon runs as

follows:* “This is a picture by Ch'iu Shib-fu, 2

pupil of Chon Ch'én, whose manner he grasped
completely. He was specially good in copying. After
the death of Chou Ch'én he was for twenty years
[sie!] without a rval in Chiang-nan, but now
nothing further can be obtained from him. This
picture was painted in the house of Mr. Ch'én from
Huai-yiin; Ch'én was a famous official from Suchou
and 2 good friend of Ch'in Ying, who stayed in lus
mountin cottage for many years where he was
undisturbed and free to work. The mventions of las
mind woe wonderfully subtle, his works. were
beautiful 1 every detail, the manners of Tus hgures
most expressive, Although the Ggures (in this
picture} represent many different countries, they are
all rendered according to the records without the
least mistzke. He has shown himself able to surpass
the old masters,

“Master Wen Chéng-ming, the Han-lin scholar,
has already discussed this picture in detail (a flatter-
mg exaggeration), But if Mr. Ch'én had not heen a
lover of antiquity and 2 generous friend of the
pamter, it would not have been possible for him o
produce such a work. According to what 1 have
heard, the mtentions of the painters in making such
U g shui-tone fare wol X1, 0, 8,
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works are either to hald up antiguity as 2 correction
ta the present time or to tansmit the ustoms of
their own time to the future,

“Those who have acquired great strength and the
lighese skill in are have never done meningles
things. If Ch'in had worked at court, ke conld him-
!dfluve:cmlhehlrﬁﬂrimpmpltcpmiugin pro-
cession to bring teibute o the emperor, and his
picture would have been still finer,”

In other words, Ch'iu Yings picture of the
Tribute Bearers and other similar histoncal repre=
sentations were by no means simply illustrative
compesitions rich i decorative derails, they were
also “mirrors of antiquity” i.e. of the glorious deeds
and beautiful manners of ancent tmes, mnd bad
thus 3 moral impaort like pictures by the old masters.
And this wag, indeed, one of the prncipal reasons
why he was so highly appreciated; he not only
continoed the clussic tradition n the formal sense
through his imumerahle copies and his adherence @
the niles and prmciples of the Tang and Sung
dynasties, he also transmitted the spint of antquity
through the very conception of the motifs.

The pictures which pass under Ch'in Ying's name
are indeed ton numerous for all to be mentioned
here; we have to hmit ourselves to a tew characteris-
tic éxamples of various rypes or kinds of paintings
which bear his name. As we have leamed from the
old historians, Ch'iu Ying was not a scholar nor a
poet like the leading masters among his contempo-
raries, and he did not compose poems or colaphons
on-hiy pamtmgs; they are rurcly (if ever) dated by
himself, and the dates which result from the inscrip-
ricems by some of his friends and colleagues may nor
always indicate the exact period of the execution of
the pictures. Consequently we hoave very linle
docamentary support for a consecutive chrono-
logical study of his development as a painter.

The biographical accounts quoted above make it
¢lear that st an carly age he becine a puml of Chou
Ch'én, who consequently must have had some
influence on Ch'in Ying's artistic formation, but he
seems also to have remained all through his life an

assiduous student and copyist of cermin magers of
Sung and pre-Sung tmes. His copies were such that
“they could be confused with the originals”, and he
reached an mfailing skill m pantmg “figures with
colours and gold in costumes of red slk and white
cloth, which he made most refmed, brlliant and
patural”, to repeat the statement of Wang Chili-
téng. This refers in particular to the kege fgmre-
compositions of more or las maditonal type in
which Ch'in Ymg's individual qualities were les
marked than his ambition to transmit in colour and
design the decorative patrems of cortain old masters.
Such paintings may well have occupied him at
various epochs during his hife — no less owards the
end than ar the begmmmng — because they were
always in demand, and it niay be noted dhat 3 fiir
mumber of them found their way into the imperiat
enllection. In the ctalogue of the former National
Musemm in Peking more than half 2 dozen such
pictures are listed: some of them may hﬂ copies
rather than origmals, bue even as such they are
examples of the kind of pompiers pamtmgs for
which Ch'iv ¥Ying became altogether too fimaous,
The descriptive titles mostly refer to legendary
stories with Taoistic or tomantic background, for
instirice: Preparing the Pills of Immortality m e
Mountain Cave, after Chao Po-chii; Towers and
Pavilions on the Mountaih of Immortalivy (dated
1550); The Hundred Beairies; The Poetical Gather-
ing in the Western Garden, after Chao Po-chii (the
hirst ociginal was by Ti Lung-mien); Taoist fm-
mortals Assembled o Celebrate the Birthday of
Hsi-wang-mu, ctc. Among the pictures in the
Kuokung collection may be moted The Fairy
Mowntain (inseription dated 1548) and The Poctical
Gathering at Lan-t'mg.* To these could be added
vanous scroll pamtings in Far Eastern and Western
collections in which imperial himting parties or
legendary travellers are ropresented i fantasrically
colonred landscapes,

There ts an excellent example of such lindscape-
scrolls o the Chicago Art Institate, the pictuns
YR delions (b, woll XX T amd XTV,



ECLECTICS AND FROFESSIONALS a1

which illustrates the story about the fishermin who
happened to enter the enchanted Peach-blossom
Garden, but then could neyer find the entrance again.
The pictute is accompanied by a colophon by Weén
Chéng-niing, dated 1530, the year of its execution,
oF 3 terminus ante quent, and as such the carliest date
on any mcture by Ch'in Ying known to us. The
landseape, which is composed of open views over
rice-fields and winding waters alternating with pre-
cipitots mowmstains rising through clouds to -
accessible peaks, and thenagain grovesof blossaming
peach-trees along the water's edge and rows of dark
pines in the crevices, is a very skilful cransposition of
the old-fashiomed ofi'ing-Jii shan-shui; enriched and
made more natural throngh the inrroducton of
blossoming trees and verdant fields. In other words,
Ch'in Ying has given a new version of the tradi-
tional blue and green landscape style that Chao
Po-chii transmitted from his predecessors, the two
Li of the T'ang period, and thus made it live again
for a while (Pl23g).

The relatively early date of this picture should not
be taken as an indication thar this kind of quasi-
archastic brightly coloured figure or lndscape-
painting was only done by Ch'in Ying in his carly
years, or that they completely dominated his pro-
duction at the beginning of his career, Neither the
one nor the other of these suppositions seems guite
correct.. The old-fashioned pictures of the kind
mdicated above farmed a special group or division
within Cliu Ying’s artistic production and they
were not limited 1o a short period. but continued,
with some modifications, through most of his life.
We shall have occasion to mention s few more of
the kind ar the end of this chapter; they became
quite importint as an arustic legacy, even though
most of themy survive in imitations sather than in
ariginals. The more characteristic expressions of
Ch'iu Ying's own genius are of a simpler kind,
closer to natare and more akin to the works of Weén
Chéng-ming and T'mg Yin. Jt may even be noted
thit he did certain pictures in co-operation with
Tlang Yin, as appears from the inscription on the

handseroll (formerly in the Ti Pling-t=ii collection)
representing asscholar seated under some large trees
o & projecting cliff.!

Another mmportant pomt of conmct berween
Tang Yin and Ch'in Ying, which should be
parricularly noted, was their common admiration
for Li T'ang, We have had oceasion o notice how
closely T'ang ¥Yin imdtated L3 Tlang’s w5epi
manner of painting rocks and river-banks. Ch'tu
Ying evidently tried o follow along the same rack,
183 proved by the very remarkable handserll i the
Freer Gallery, which t5 & momntain land-
scape and 1s signed: Ch'iu Ying Shil-fu of Wi-mén
copied the brishwork of Li Hsi-k'n of the Sung
dynasty. The intricate design of rocky niouritains
leading out mto a beautiful bay with shady trees,
pavilions and bridges, isa typreal Li T'ang composi-
tion, impressive through ies structiiral character and
massiveness. Ch'iu Ying has rendered 1t with great
carc in every detail and tried his best to imitate Li
T'ang's way of painting the sharply cut and ereviced
rocks. His performance i in this respect an admir-
able display of technieal skill, but te must, ac the same
ume, be admitted thar the painter’s own genius has
been lost i 4 tour de force. The whole thing has the
merit of a high-class mitation, in which the formal
beauty of the origimal has been faithfully rendered,
but very little of its life-breath. Consequently it is
morcimportantas an historical docoment, illustrating
Li T'ang’s persistmg mfuence, than as an example of
Ch'ie Ying's individual style. This can be better
observed in some manor ink: ings which also
presumably date from the early part of has career,

Considering the fact thar Ch'in Ying started (like
Tang Yin) as a pupil of Chou Ch'én, we might
expect to find similarities with the older master’s
style in his early works. This connexion can in fact
be observed in some very spontancous paintings like
the one (formerly in the Plang Yiian-chi collection)
which is signed: An Ink-pliy by Ch'iu Shib-fu. It
represents an old scholar seated by a stream watching
s servane, who is occupied in tying up a bundle of
L Chimgtw, L1, g2
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scrolls. The motf 14 of 3 kind thar also appears
some of Tang Yin's mmor paintings (i picture in
Baoston) but rendered in the more realistic spirit of
Chou Ch'én and executed in 3 relatively broad
matitier with stronger accents of light and shade
thati we find in Ch'iu Ying's mote finished works,

A somewhar later stage in his stylistic evolurion is
tllustrated by another mk-pamtmg, which also
represents an old scholar, this ime quite alone, seated

in deep thought at the root of a large tree, looking-

down into the water splashing among the stones
below.* The composition is completely dominated
by the old tree, which bends and writhes like 4 huge
dragon with long legs; the ground and the rocks
for the scring, and the man, who is lening in a
restful pose agamst the tree, almost scoms 1o be
growing into the wunk. The imscription by the
painter Wang Ch'umg, who died in 1533, makes it
practically certain that the picture was executed
before that date, 2 conclusion also supported by its
stylistic approach to Cheu Ch'én's works (PL238),

Another picture with an inscription by ‘Wang
Ch'ung, besides poems by P'éng Nien and Wen
Chéng-ming (which also fornied part of the Pang
Lai-chen collection), may be slightly later.® 1t re-
presents a man seated in an open pavilion which is
surrounded by high bamboos and large -t upsg
trees. The background is filled by 3 mountain shope
and the pavilion is built on a rocky ledge below,
surrounded by water. The picture may have been
painted a5 a record of some friend, or it may be
autobiographical, representng the painter in Mr.
Ch'tn’s mountain home (as described by Pléng
Nien). The populir motif — the scholar’s mountain
pesort —is represented in the same way 25 in so muny
of T'ang Yin's or Wén Chéng-ming's pictures, the
two contemporacies who probably had the greatest
mfuence on Ch'in Ying. The peems by Win
Chiéng-ming and P'eng Nien are interesting as
documents of friendship and make us realize. thar
Ch'iu Ying, too, had connexions with the scholarly
crcles in Suchou described in precedimg chaprers
(Plagr).
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In connexion with the above examples one of
Cl'in Ying's pictures in the Boston Museum should
be mentioned. [t represents a high pavilion on the
bank of a broad river shaded by loxuriane trees
growing on the slope behind and on the rocky ledge
below, A lady is standing atthe niling contemplat-
mg the view over the niver which fills the upper
part of the picture and spreads an air of grey loneli-
ness remimscent of Ni Tsan's river views. The whole
is rendered with grear simplicity and an economy of
means, which makes it more appealing than most
of Ch'iu ¥ing's laer more elaborate paintings
(PLayo). _

Ch'iu Ying's individual geniws is most strongly
felt in his minor pamrings (as described sbove), bat
the decorative brillisnee and strength of his brosh-
wuork sre more evident in the farger compositions,
which are pamted m a somewhat broader manner
Of the two examples of equal stre (8 fr. 7 mix
3t 1) in the Ku-kung collection, one represents
two scholars meeting under & wis"ung tree by a
cliff, and the other two musicians playing the ch'in
and the p'ip'e respectively, in the shade of some
large bamana plants at the foor of high cliffs, The
scene s completed by a servant who is armanging 4
flower vase on a low table. The pactures are execated
with lumtinous aceents of deep ink heightened with
colour, the cliffs bemg pamted in a #'a~pi manner.
not wnlike that of Tang Yiu, while the trees and
figures are deawn with 2 fine brush. The common
influence from 13 T'ang seems thus to be lingering
here as an under-corrent, somewhat modified and
combmed with othet elements derived from carlier
Sung mastess. The designs are, however, quite
ongmnal and unhke the current mode of =i hua,
and the techuical means are handled with a mastery
that probably no ather painter of thie period possessed
to the same extent (PL24a), _

A separate group withm the ewvre of Ch'iu Ying
is formed by the figure-paintings exccuted in pure
¥ Mz Sheltsikes, poir.

* Tish, p277
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pai-stiao rechnique, fe. drawn with a fine beush in
ink, someumes with a shehr additon of colour.
Charscteristic of this group s the littde picture
which used to form pare of the Kuo Paoch'ang
collection representing the painter Ni Tsan (prob-
ably drawn after some earlier portrait) seated on a
low plitform or couch covered by a straw mat,
while a boy with a fly-whisk. and a maid-servant
with 3 water-botile are snding at the sides of the
platform.? The armogement is rather formal, and
the figures not devoid of stiffness, but the picrire is
significant as un kommage d Ni Tsan. The long
inscription isa copy of Ni Tsan's epitaph, written by
‘Weén P'éng in the year 1542 (PLa43, lower picture).

The short scroll (formerly in the Hsil Shib—<h’ang
collection) m which a scholar in an official cp i
represetited seated by a tree with hus servant-boy
tying up a patcel of sarolls, bs another picture of a
somewhat simular kind. The motif 1s the same as
Ch'is Ying's early picture, described above, buritis
exectited in a pai mido manner, and the composttion
is simpler. The artsuc intevest is concentrated on the
figure, the landscape is-only indicated wath a few
strokes of the brush.®

To the same group may also be referred a hand-
scroll in the Saitd collection, representing The
Eighteen Drunkards, according to the poem by Ta
Fu copied by Ping Nien, whose writing s dated
1543.% Each of the heroes is surrounded by a number
of assistants and servants, occupied in preparing
wine, bringing books or food, waving large fns, or
showing pictures, while the old men are placed on
couches or chairsin easy postures, They are evidently
deeply influenced by their enjoyment of wine. but
not turbulent or hilarious, mather the contrary: some
have fallen asloep, others seem to bave passed into a
state of quict ecstasy, or to be sunk in meditation
with closed cyes. The tone of the whole thing is
quite free from yulganty, an impression which is
bom out by the refinement of the execution. The
figures are drawn with bair-fine lines on the well
prepared und m a manner which -
reminds us of Li [.tmg—ﬁnm s finest works, though

Ch'in Ying’s brush # more graceful than stroctimal,
The same model seems to have puided the areis
impenal messenger Hstao [ in conversation with the
mottk Pien=ts"ai from whom he obtained the famots
Lan-t'ing manuscript of Wang Hsi-chih.¢

Another well-known example of Ch'iu Ying's
pai-mise work 15 the picture m the Boston Museum
which was done after a design by Chao Méng-fie. It
represcnts 3 Tartar soldier leading a horse and has
meriptions by Lu Chih and Wang Ku-hsiang,
which, however, are on a separate piece of paper
probably added on o the picture afterwards They
are historically interesting; Wang Ko-hsiang charac-
terizes Ch'in Yig's pictare as follows: *Tonce saw a
picture by Chao Méng-fu representing "Examining
3 Horse”, m ink and colowr, which was entirely in the
matiner of the Tang painters. Today 1 had the
opportumty of secing Ch'in Shib-f's copy of it
The hrushwork of his picture sems wo fine and
delicate, but the style and life-resonance (eh'i-yiin)
are exnctly the same (as in the original), One may
say that it was executed in complete harmony with
the old mastess. My friend Shang—chih brought it to
my mountain cottage, asking me to write a colo-
plmn and | jotted down these hasty lines. Dated
1553." Wang Ku-hsiang's remarks are quite to the
point; Ch'tu Ying has transposed the original in his
own manner of almost playful clegance, which,
however, doesnot conceal the T ang style in the man
as well asin the horse.

In the large lindscapes and long serolls with
buildings and fgures of ancient type, which are
illustrations to classic poems and episodes of history,
Ch'in Ying has made it his aim to “hold up antiguity
as a mirror to his own time”, representng the
motifs in accordance with his knowledge of the old
mastess, yet transposed in a decorative style of tus
own. The most prominent representatives of this

LTS, paihs
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type of pamnting are the two large compositions in
the Chion-in temple in Kydto, which are executed
in rich colours with sbundant display of omamental
details. One illuserates the gathering of Li Fo and
three of his friends in the so alled Peach and Peasr
Garden in Ch'ang-an on a spring night. The men m
white robes are seated at 3 long table smder an old
peach—ree, girls in beautiful cosrumes are serving
then, and boys are accupied in preparing and bring-
ing food and wine, The trees on the garden rerrace
are all full of white blosoms like snow-flakes on the
bare branches, and the scene is illumimed by two
high lanterns at the ends of the table. One may well
recognize the spring season liere with all its en-
chanting beauty and fragrance; but as to the night, it
is suggested only by the lanterns and to some extent
by the mist which screens the background view
behind the wall. The main part of the scene is as
clear as if it were broad daylighe.!

The companion piece represents the Chin-ku
(Golden Valley) Garden of Shib Ch'ung, a wealthy
man ins the tune of the emperor Wu-ti of Chin, who
made 3 great display of his riches mnd refused o
surrender his most lovely concubine to his powerful
rival. Shil Ch'ung is standing in a gorgeous pavilion
accompanied by a retinue of girls receiving 4 man
who is followed by & servant-boy. The mesting is
veremonious and takes place m a setting of the niost
exquisite garden architecture amidst rare trees,
flowering peonies, and gorgeous peacocks strirting
along the marble railings (PL.244; central portrait of
picture).

The reason why these two very large pictures
have become so0 Famous all over the world and
sometimes. been hailed as supreme examples of
Ming painting, is no doubt to be found in their
lustrative appeal combined with their decorative
beauty and refinement of execution. They are
certainly very impressive products of a supreme
technical skill more or less corresponding (mutatis
mtandis) to the ingenious creative faculty that pro-
duced the finest sam-tsai (° ‘thm&-:nil:rmud") par=
celains of the Ch'ng-hua and Hung-chih epochs.

I spice of the face that the lustre of their colouring
has been worn off, to some extent, in the course of
centuries or has sunk into the silk, the tones are stll
disanct, the lacquer-sed of the buildings and the
white, yellowish pink and blue of the garnients, and
the blossoms still form luminous contrasts to the
dark green of the trees and the yellowish brawn tone
of the silk. The colours interblend harmoniously,
but they do not form part of the atmosphere or
enter into the substance of the various elements of
the composition, they have been applied without
much regard to light and shade or the tactile quali-
tics of the objects. They may, indeed, have beent
apphied by various skilled assistants in accordance
with the indicarions of the leading master, though
not by his own brush.

These pictures, like so many others of the large
compositions which are provided with Ch'in Ying's
signature, seem o be the result of 4 well organized
co-operation of a group of painters under the direc-
tion of a master who no doubr was responsible for
the design and the colour composition, but only toa
small extent for the actual execution and brushwork.

The same impression is strengthened by a closer
examination of the figures. The gentlemen in white
gowns who are seated at the table do not arouse
much interest by individual features or expressions;
they show no visible emotional reactions w the
enchanting atmosphere of a spring night when the
fruit trees are in blossom. The artistic significance or
expressiveness is more evident in the small boy, seen
from the back, who is walking stumblingly over the
bridge in the foreground carrying a teapor-and a
large lantern with a red candle. His awkward move-
menis are very exprossive; they make s feel the
efforss in his artempe to balance his burdens, He
attracts out attention and we are amused by the
mtrusion of the rather humorous urchin into such a
dignified circle of great poets, Other servants are
shown occupied with dishes or approaching wath
burdens; they are also charactertzed with che kind of
L An carly copy of thi mows composition 1s 1 the Bostot
Musrum, & free rendermg of it in the Chicago Are Instirure.
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unconventional realism that attracts attendon,
whereas the main personages, for whom there were
no living models. remain in the class of rather
indifferent symbols.

The two above-named compesitions hold the
foremost place amaong a number of large figure-
pamntmgs with histonical or legendary monfs which
bear the signature of Ch'in Ying and consequently
must have been made; if not by the master. ar least in
his workshop by dble astistants under his direction.
But since none of them contribute anythmg new to
the arnstic characterizanion of the painter, they need
not detain us tn this connexion. The best among
thett ate also shortly mentioned in our Listof Ch'in
Ying's pictures. Unfornmately not a few of these
studio pamtings which traditionally pass under the
master’s name, have become better known than his
maore authentic individual creations, and have con-
sequently served to ohscure his dctual artisdc merins
rather than to consolidate his position tn the history

of Chinese painting, The best characterization of

Ch'in Ying as a specialist-of such highly decorative
but often very artificial illusmrative paintings mmc—
times execured in the so-called “blue and green™
manner, and sometimes with more nasuralistically
chosen colours, was comed by Tung Ch'ich’ang in
his oft-quoted remark: “Ch'iu Ying was a reshorn
Chaa Po—chii; ¢ven Shén Chon mnd Weén Chéng-
ming did not attam the same skall,”

Ch'iu Ying may not have contributed anything
new to the progress of pamting, bat he perfected
this artand brought it to a degree of refinement that
no other painter of the Ming period had artained.
By transmittmg i his own way the old mastess’
tdeas, rechnical metiods, and elements of stvle, he
has made us berter acqmainted with certain features
i the pamimg of earlier periods, no longer to be
seent ini the originals, and at the same me he trans-
formed these models into more graceful keys of
colour and design i keeping with the rococo spirit
thar gained the field at the end of the Ming and
begmning of the Ch'ng periods Inumerable
paintings of romantic garden lmdscapes with

blossonimg trees and puppet-like firies, or of blue
mountains and green waters where the Immortals
live on dew and honey, or heroes of old are mount-
ing elegant steeds, were executed at the time by
skilled artisans who followed in the footsteps of
Cl'iu Ying. They carried on and satisfied the wste
for playful landscapes and decorative transforma-
tions of nature, which also found expression in the
gardens: and products of the applied arss which
gradually became knowii iti Europe and contributed
to the development of le godir de ehinoiseries.

Ch'iu Ying's imimediate followers may not have
been of great importance mdividually; most of them
remamed anonvimous orunrecorded in the histanal
annals, yer they continued fathfully a defmite
tradition of style, some of them devoting themselves
also to Buddhist painting, His daughter, Ch'iy Chu,
hap Tu-ling Nershih, colliborated no doubt in her
father’s later works, bur she also pamted figure
scenes and garden landseapes of her own, as for
mstance the picture representing Lady Musicians in
private collecdon in China,' and another of a Lady

it a Garden (in the Ku-kung collection) which is an

illustration to 4 Tang poem.® but she alio became
famous for her sweet and appealing pictures of

Among other minor painters recorded a5 fol-
lowers or assistants of Ch'iu Ying may be mentioned
Ch'ing Huan, who issaid o have painted landscapes
m the green and blue manner, and Chiang Yin, i
Chou-tso, who was a skilful painter of noblemen
and ladies a5 well as of flowers and fruits, all in an
old-fashioned and very refined manner. A picture of
his representing the Emperor Mo wang visiting
Hsi-wang-nu is reproduced m Kokks, No. 63.
These, as well as & few other painters of the same
class, were probably employed by the master for
executing more or ks important portions in his
large compositions.

Yu Ch'iu, =i Tzi<h'iu, ke Féng-ch'in, wha
married the daughter of Ch'tu Ying and continued
b T, pady.
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the family tradiion; was, however, the most gifted
of the master”s pupils, He receivedd his arvistie educa«
ton in Suchow, but moved later on to T'a-n'ang m
Kiangsu where e was active until 1500. As 3 painter
he mamly followed Ch'mi Ymg, but evidently
also studied very closely older masters like Li Lung-
mien and Ch'ien Hsiian, reproducing their works
prefeeably in 2 pure pai-migo mamner, He became a
prominent master of this technique, bur oceasionally
did colouted puintings, for Instance o fans, He may
well have been respousible for some of the best
imitations i Sung style which i later times have
passed under the name of Li Lung-mien.

Most of Yu Ch'in’s paintings are illustrations to
ancient Jegends or popular staries, such as Chao
Chiin on her Way to Mongolia, Threading the
Needle on the Seventh of the Seventls Month !
Wang Hsi—club and his Friends at the Lana mg
Poetry Comperition, and illustrations to Po Chii-i
Song of Lasting Sorrow,? but he also Dcmsmnaﬂ)'
did portraite such as the picture in the former
Fang Ju collecaon which, sccording o the msenp-
tiots, represents Hsfieh-ko shun-jén, a name wsed by
Pa-ta shan-jén, the famous painter who, however,
was bormn ortly about the time of Yu Cli'iu’s death,
The name of the model scems thus misleading (or
may have ' be differently explamed), but the
picture looks certinly like s work by Yu Ch'iud

Yu Ch'i's landscapes are mostly  composed
according to early Sung patterns, 3s nisy be seenin 2
picture i the Ku-kung collecnon® and another in
the National Musenm in Swockholm (duted 1573).
The landscape serves here a5 a serang for a great
number of schilurs placed along a winding stream
and all occupied in floating their cups in sccordance
with the rules of the traditional poctry competition,
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‘while the great master Wang Hsi-chil is seen in o

pavilion writing the so-called Lant'ing scroll, 25
expliined by the title of the pictare; Wang Hsi<hih
Lani"ing chi-hui '

I another minor prcture Yo Ch'i has represented
Wang Hsi-chils o his way to the Lan-ting meeting,
famous m the annaks of China owing to the calli-
graphic masterpicce which he produced on this
nccasion.

The mast fitting forms for Yo Ch'iu's illustrative
pamitings or drawings are, however, the handscrolls
in which he unrolls with great distinction the illus-
trations to successive soenes of astory. One of these,
ie. the illustration of Chao Chin's Jousney ©
Mongolia, is 3 free version of 4 composition by Li
Lung-mien; others take us into the Giryland of
poetic imagmation, as may be seen in the illusira-
tions to Chao Po-chii’s poem in the Fujii Callection
m Kybto, or represent the serenc enjoyment of
scholady gentlemen i an enchanted warden.
Beautiful variations on this classic monif are
with the utmost refinement in the long seroll in the
Nelson Gullery in Kansas City, which as 5 whole is
one of the very best examples of the painter's faith-
fultiess to the technical and stylistic traditions of the
early Sung period (PL24;). This exceptinnally strong
traditionalisom, combined with skill and refinement,
were 110 doubr qualities which served Yu Ch'io well
i his illustrative wall-paintings executed i the
Kuan-ti mxiao in T'o-w'ang. They are no longer
preserved, but are sid to have contributed greatly
to the fame of the artist.
¥ S, pporgg and §5e
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Painters of Flowers, Birds and Landscapes

I

Cli‘én Shun, Lu Chih, and other Suchow painters

No xinn of Chiness pamting has aroused more
interest and been the object of more general enjoy-
ment also amonz Westemers than the pamntings of
Mowers, planty, trees and birds which were produced
m China at various periods and in many different
styles, A mam reason for this wide-spread apprecia-
tion of Chinese flower—painting has no doube been
connected with the fact thar such pantings seemed
matural and ey 1o understand; they did not reqquire
any such modification or adjustment in the Western
art-lavers' traditional aritude towards painting as
was often necessary for a proper understanding of
Chimese landscapes; they could be enjoyed without
amy special regard to the lack of perspective, plastic
modelling or other faormu qualities of the kind that
Westerners are inclined to look for m Far Eastern
figure and landscape-paintings,

Yet it must be admitted that the nanomalness which
to Westerners constitutes the atraction of Chinese
Aower-painting docs not signify exactly the same
thing as the commotitions of this word m Western art.
fc is woe that the Chinese were past masters i
rendering the formal beauty and characteristies of
the various plints and Howers, yet their artistic
anbition was more searching, more penetrating; it
made them go beyend the outward appearince and
seck to evoke those unseen qualities of odour and
atmesphere essennal o the living flowers. To the
great fower-painters in China the plants and the
trees were 0o less important sentient beings than
human mdividuals, they, too, had their aspimtions,
their needs and yeamings, though expressed i a
silent: Lingmage, which painters a5 well as poets
wried (o interpret in ther works,

In our study of lower-paintings of earlier perinds
we have had occasion to return to the above-
mentioned points several tdmes and also o quote
same of the Chinese interprezanons of the charac-
teristics and significance of various Howers; it may
not be necessary. here to return to the same ideas
again, yet it seems wseful to recall the tradition (or
theory) thar when flower-painting first became an
independent kind or class of painting (on an equal
footmg with fgure or lmdscape-painting), ie
about the middle of the tenth century, it branched
off mto two different lines of development, or
currents of style, which origmated from the two
most famous muasters of Chmese flower-painting,
Huang Ch'iian and Hsil Hsi (both active about the
middle of the contury), and then were continued by
their pupils, followers and imitators all througl the
ages far into the Ming period and even later. Suclt is
the general view of the leading Chinese arc-histor-
mu,m*:cpmgaminchﬂnln:u&mmturmcm
endless aesthetic theories are in China, yer suggestive
and helpful to students who are trying to find their
way through this Howery jungle.

The general view of the origin of these two cur-
rents of style and their fimdamental differences is
uutﬂdbywmnlrmmufthael;mlgpmo&,md
partieutarly by L Tao<ch‘un who, in writing about
the flower-painters of the Five Dynastics, says that i
was customary among scholars of the Sung period to
consider Huang Cli'ilan’s and Chao Ch'ang's pic-
tures a5 the best models, “because their ways of
painting things from life and using eolours went far
beyand the thoughts of common men; but if they
are compared with Hsii Hat's works, we realize



218 THE MING PERIOD

their inferiority’”. The critc then characterizes in a
few words therr different methods of painting and
says, referring oo the two Ant-named arnsts, “those
who are working in a refined mamer blend their
eolours simply to obtain formal likeness; how conld
they give life-breath and structure? Thatwas ot the
way af Hsii Hsi" He first indicated the essential
parts of the Howers with a light ink sketch and then
he applied the colours, “Thus the life-breath and the
design were first indicared and the pictures seemed
exuberantly vigorous almost like the works of the
Creator,” He was regarded as the greatest pamter,
deserving to be placed in the very highest, “divine"
L=

This may sound somewhat strunge or fir-ferched
10 Westetn amateurs, yet it mdicates the two
different approaches to Hower-pamring that the
Chimese comsidered a3 the essential sources or
characteristics of the two currents within this kind of
art, and it also makes it clear that the Supreme
position accorded ro Hati Hsi was due to the fact that
he did not stop ara refined and effective rendering of
the formal aspects and beaury of lus models; but
reached beyond their appearances into the inner
structure of the plants and Howers, and thus was able
to reveal theie very life-breath with his brush. The
whole problem was transferred into & world of
unseen subjective realities, which no doube was more
familiar to the Chinese than it ever has been o
Western arnises.

The perfect Aower and bird-paintings execured in
colonr m the so-called mo-ku manner by Huang
Cl'am, his sons and successive followers, soon
became favourite pictures ar coarr and among
wealthy officials and amateurs. They corr
exactly to the popular demand for colourful beauty,
and they were the results of techinical skill that could
be transmitted from teacher to pupil and accepred as
a foundation for the studies and principles of style
cultivated at the imperial scademies. b was mainly
this kmd of refmed realistic ower-painting that was
perfected at emperor Hui-tyimg's painting academy
in K'aifing and also t 1t successor i Hangchou,

and the same ideas and penciples of style were again
tevived by the fower and bird-painters who
worked for the carly Ming emperors i Jén-chih
tien and Wu-ying tien, for mszmee Pien Wien<chin
and his mmpenial patron Hsilan-&, not to mention
Ll Chi and a number of later men who painted
flowers and birds more or less for decoration. They
did not farm a debinite school bus they earried on
the academic tradition, snd may thus be sxid to have
followed a line parallel to that of the landscape-
painters of the Cha school, but the larger part of this
production of decorative bird and flower-paintings
has remained anonymous, particularly when done
tor the decoration of porcelain, textiles, fumniture,
etc., f.e. varions kmds of useful objects on which
Hower decorations found 4 place in the Ming period.

Side by side with this very broad and varied
sireamt of decorative paintings, ameng which the
flpwer and bird-paintings occopied a large place,
there cxasted tn the Ming period anather current of
flower-paintng which, at lest in part, may be
considered as a contmuation of Haii Hs's brillumely
expressiomistic art (if we may ll it so having in
mind the descriptions of the old recorders), Tlis
current was a branch of the literary, non-profes-
siomal pamtmg mspired by Taoist or Buddiist
conceptians of man's essential unity with every form
of life in Nature, which were particalarly favourcd
by poets and scholars who were musters of the
brush. It was indeed what we would cll & kind of
ronanticism expressed i picrorial form, sometimes

The fundamentally ‘expressionistic character of
this kind of painting made it quite distine from the
many schools of decorative Hower-painting which
exitted at the same time, The pumters who carried
on this line of work had no ambition 1o render the
maotifs of nature with formal perfection or finish,
but tather to ransmir, as far ac possible, the “re-
verberation of the Kfe-bresth™ by the strokes of
their brush,

Paintings of this class had o be executed with thie
greatest possible speed and concentration if they
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were to trnsmit sudden flaches of inspiration or the
reverberatians of life, a condition which led perforce
to 2 reduction of the techiical means. Work with
colours, which in the time of Hsii Hs had been an
importaint complement to the nk designs, was
reduced or dropped particulacly towards the end of
the Sung and in later periods. Ink-sketches were
quite enough to transmit the sgnificance of the
motifs or convey the mtentions of the pamter. This
method of redocing brushwork which won the
field in the Yiian and Ming periods. became
generslly known as hsivh-i, “idea-writing”, 2 name
that indicates the essential purpose and character of
the method. Butr it must not be forgotten that
hsiek-i i a rather generalizing term referring to the
philosophical or aesthetic approach of the painters™
activicy as well as to their technical procedure. It
cavers consequently many kinds of mdividual
variations or different degrees, depending on the
painters’ temperament and their mastery of the
techmical means of expression. Nor is it limited o a
singlé kind of motif’ such as lowers and birds or
plants and trees; it has also been used m bindscape-
paintngs and in figure studies of the most spon-
tancous kind.

Mast of these fisiph- paintings executed after the
Sung period are monochrome ink sketches, yet
there are also some excellent examples by Ming
painters like Ch'én Shun and Lu Chih, not w
mention Tung Ch'i-ch'ang, which are toned with
light washes of calour by which means their sug-
gestiveness of certain: moods of nature is greatly
enthanced. But the colour element in the heieh-i
paintings of the Yijan and Ming penods is never as
important ¢ it was, for instance, in Hsil Hsi's

We have had occasion to observe in our studies of
great landscape-painters of the Wi school that some
of them also painted occasionally Howers and fruits,
bambdo and plum-blossoms, and insects and birds.
Shen Chou was & great master of this kind of paint-
ing, which he often did in 4 kind of hsiel-i manner,
whereas Win Chéng-ming’s paintings of bamboo

2Tg

and plom-blossoms are mostly done in a maore
finished style. Tlang Yin, who was a2 hrilliane
virtnoso of the brush, was quite able to do spon-
tancows Jisteh-i paintings as well as pictures in a
highly fimshed style,

Among the followers of these great masters were,
however, a number of minor talents who did
excellent flower-paintings as well as Lindscapes in a
more or less perfece hsieh<i technique and who
consequently are well worth remembering i this
connexion. The best known among them was
Ch'én Shun, =i Tao-fu, hae Po-yang (1483-1544).
According to the biography in Wi=shéng shili-shih,
in his youtl he worked in the manner of the Yitan
masters, but in his middle age he was attracied by
the two Mi and by Kao K'o-kung (the continuator
of the Mi style). His ink was light, casily flowmg,
“dripping dropping”, and productive of far-reaching
effects. His flowers, birds, trees, and stones were all
vibrant with life; and he wis alss 2 wonderful
wirater of grass characters.

His art is sull more mtimately charactenzed by
Wang Chih-téng, who was only slightly younger
than Ch'éen Tao-fu and evidently had a great
admiration for the painter, of whom he writes: "He
possessed a beannful tilent by nature and his brush-
work was highly original. In painting landscapes he
followed Mi Fei, Wang Méng, and Huang Kung-
wang, but did not imitate them slavishly, losing his
nature. His paintings were done in such a free and
spantancous fashion that they seemed like living
things before the eye.

“He was a wonderful painter of Alowers and birds;
u single flower or half a leaf done wath light ink m
sketchy fashion, or Howers scattercd without order
on the paper, some tumed sideways, some upside-
dowti, oh, how true they were to nature! In such
things he surpassed all the other painters of the same
class. But hie did not paint green leaves and red
Howers with clearly divided petals and pistils as
ordinary artisans do, who are unable to acquure the
free manner of the great masters. He was also an
excellent writer of grass and seal characters, wluch
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he did in mm imposmg manner, truly worth looking
at, His second son, Ch'en Kuo, was a man who
indulged i wine and an extravagant life, like (the
old Sages of) the Bamboo Grove. His pictures were
painted in a careless fshion, but they were cenainly
not of the conmon sort.”™

The above chamscterizations of Ch'én Shun’s
graceful and essly fowimg manner might be
illustrated by 2 number of landscspe-scrolls as well as
flower-paintings in both Western and Eastern collec~
tions. His works are not rare and they are always
pictorially attractive and of fawly even quality.

Among the Lndscape—paintings the handscrolls m
the Freer Gallery, the Chicago Art Institure and the
Nelson Gallery, Kansas City, may be mentioned i
particular, The Freer Gallery handscroll, which is
dated 1535, 18 the most fasthful imitation after Mi
Yi-jén. It represents the nsual motintain ridge with
a serics of comical pﬁlk! rising through mist that

covers the over-banks belaw, The brushwork

reduced to very light, almost cransparent washes
of greyish wones of various grades; there are 2o
sharp outlines and there is lirde defimtion of details
(PL236).

The scroll in Kansas City 3 alio painted
accordance with the Mi fadvion, though it s perhaps
closer to the alder than m the yomger Mi, owing to
the flocky application of the ink on the dark hills,
The Chicago scroll, which is known under the title
The House of the E!ig]:ll Porvins, and, like the pre-
yious one, dated 1538, is painted in & more patchy
manner perhaps more mnspired by stodies of Kao
Ko-kung than of Mi Fel. A fourth serall represent-
mg a niver view enclosed by rocky shores, dated
1544, which is in the former Abe collection, i
stylistically more related to Shén Chou than to the
Mi or to the Yidan masters (PL2gH).

Shén Choun, who was a close frimid of Ch'én
Shuir, had cvidently the greatest miuence on the
younger master 45 4 Hower-painter; his best works
of the kind could almost have been painted by Shin
Chou, even though they do not possess the structure
of Shén's flower-pamtings. They are as 3 rule done
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without outlines, not drawn, but painted with
washes of ink and colours, and their artistic expres-
sion depenids ot the tonal values and the touch of the:
brush. This may be observed in the picture - che
Ku-kung eollection’ representing 3 Duck among
Lotus Flowers, which is remarksble for its elegant
brushwork and suggestion of moist atmosphere, and
also m the twenty studies of flowers and fruits
reproduced in an album dated in the year 15447
(Plzg7m).

The majority of his fower-paintings are done
simply m mk, with something of the same freshniess
and spontaneity thar we know from Shén Chou's
rendenings of similar morifs, thongh with a highter
brush and a less' defmite rendering of form. The
composinional part is often neglected; it seems as if
the fowers were thrown off hastily to be records of
varions species, and they are accompanied by short
pocms, a8 may be seen in several handscrolls con-
taining serics of cut Bowers with a few leaves.® They
are fixed on the paper with the same speed and
Howing rhythin a5 the grass chamcters of the
mscrptions by which they are accompanied, though
with broader touches and more variations of tone.

The pictures known to us by Ch'en Shum's son,
Ch'én Kuo, tz4f Tzii-ching, are of a somewhat more.
formal kind, executed in doser adherence to Sung
tradinons of Aower-pamting, yet in an individual
manner with fine gradations of tone, Bven if he
learned his are from his father, it must be admireed
that he did tiot follow in his footsteps, but went his
own way, and (as pomnted out i:r’r some critics) it
may well be that he would have attamed the same
fame as the older Ch'én if he had lived longer.

Tan Ch'éng, £t Méng-hsiieh and hao Yiinds
hsien-jen, was another gifted Hower-painter who
followed rather closely in the foomseps of Ch'én
Taotu. His known pictures are fow. Besides a
minor painting i the Ku-kung eollection represent-
ing New Year’s Flowers in a Vase, which is signed
b Kk, s e, wol X XX,

¥ Pubilished by the Chung-hin Co., Shanghal, 1934
‘LMWL:MSH&JN—H;&_.ML
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and dated 1332, there are only two or three others,
such as An Old Plum-tree in Blossom, formerly
in the Hoyr Collection in Cambridge, and the
which i reproduced in the Nanking Exhibition:
Catalogue and is now in the collection of Me. W.
Hochstadter m New York. These examples are all
painted in 4 very free hsieh-i manmer with a spirited
brush: and appropriate divisions of the successive
plants and stones within the handscroll. Theee is
hardly any historical mformation about this master,
but to judie by the style and quality of lus art he
miust have been an excellent representative of the
kind of expressionistic flower-pamting described
above.

Ly Chih, t2i Shi-p'mg. hao Pao-shan-tzi (1405-
1576) was an artist of rather different character from.
Ch'tn Tao-fu, who also won lus fame as a panter
of flowers and birds. He was a more versitile
man, able to pamt in many different styles; his
landscapes are sometimes quite in the udn-in
fushion; sometimes done i a freer, more expression—
istic manner, and his Aowers and birds reflect the
same vacillation berween classic ideals and 3 more
spomtaneous hsieh-i style. According to the bio-
graphy in Wi-shéng shili~shilt, he was "an opright
and unrestrained character who gave away his
money, to his brother and buile an ancestral temple
o land which he owned. The people called him
Hsiso-y, the filial and fiendly mu.” Wang Yiian-
mei! said of him: “In hus landscapes he liked 10
imitate the Sung mastess, though he also expressed
his own ideas; his landscapes were lofty and sharp-
¢ur, far-reaching and thought-proveking, built up
i layer upon layer, yet he did not discard ‘short curs'
(the more skeechy ways), In his fower and bird-
paintings he grasped the ideas of Hsii Hs and
Huang Ch'ian, but did not reach the wonderful
pomnts of Ch'én Tao-fu and was not so true
natire,

“He built himself 3 house on the Chih-hsin
mountain (south of Suchou) -which was quite en-
veloped by rosy clouds and surrounded by running

water. There he planted rare flowers of many kinds..
When good friends sometimes came to see him, he
invited them to sit among the fowers and offered
them boney and bamboo shoots. Bur if the people
were not the kind he liked, he bolted his door with 2
stone and paid no atention o their knocking. In

' he disliked people in high positions and
did not want to have anything to do with them.
Those who urged him to paint never got anything
from him, whereas those who did not ask for his
pictures had 1 berter chance.”” We are told elsewhere,
that “*a man, who through s friend had obtained 3
picture by Lu Chik, sent him some money m
rerurn,; but the pamter refused to accept it with the
remark: ‘T paint to express my friendship, not to
CAIm mmqf'.“

Most of Lu Chih's indscape-pamtings are rather
elaborate and filled with towering mountains, yet
there are some exceptions to the rule which are ofa
more simple and sketchy kind. Foremost among
these should be mentioned the snall early picrure
(about one foot square) in which T e Yitm-ming
is represented on a mountan terrace under some
large pine-trees® It was painted in 1523 and
provided with an inscription fifty years later, when
its owner brought it again to the painter, who found
it “as fresh 2s when it was first done™, The style
rerminds us somewhat of late waorks by Shén Chou,
who at that datc was still alive and no doubt alsa
meant something to Lu Chih,

Fundameneally Lo Chih was an intimate painter
who gave hisvery best when working on a relatively
small scale; his minor landscapes, inspired by actual
observations of nature, like the fower-pamtings, are
more interesting than the larger decorative land-
scape compositions i which he followed tradiional
models of Sung or pre-Sung times. Their archaistic
tendeney is noticeable; though more or less modified
by the painter’s individual manner of exccution.

The mountains, their peaks and terraces, as well as

t Wang Shili-ch'dng, = Yilm-mel (45281 593 ), 2 Emmenm poes,
atficial and schular, 1 often quoted i Wo-dibng shili-chily.

E K-k sha-has ol vol XTL
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the cliffs and stones are sharply ontlined m angular
shiapes which gives them the appearamce of sil-
houettes cut out in coloured cardboard or from a
metdl sheet; chey are treared 23 dements 1 well
unified decorative designs rather than as parts of
actmal landscapes. In these large pictures the main
interest of the painter is centred on the decoranve
transposition of the motif and not on the convincing
representation of natural scenery,

One of the best examples of this lindscape-type is
the large picrure m the Ku-kung collecion! which
represents steep overhanging cliffs framing 4 wide
river view with flat momnnm sithovettes in the
background (Pl.2gy). The very @l rocks with their
overhanging tops stand out like side-wings in a
stage-serting; their overwhelimmg size s accen-
tuated when we compare them with the human
bemgs on the shore below, and the elements of the
landscape appearmg chrough mist in the back-
ground. The composition thus consises of a number
of thin vertical layers, one behind the other, which
by their stylization and colouring give the im-
pression of a somewhat unrealistic stage arrange-
ment. The poetic inscnption on the picture i¥ dated
1550, when Lu Chih was a man of s4.

The other large lindscape-paintings by the master
in the Ki-kung collection are of less importance and
need haedly retain ws in this connexion; they
illustrate, at least m pare, legendary motifs mdicated
in their titles: The Jade Cave on the Mountain of the
Immoral#* {an over-crowded composition i the
Kuo Hsi style); The Hermie Fisherman on the
Flower Stream,? and The Chih-hsm Mowntain® a
place where the painter is said to have lived some
years. Yet this; too, 182 more fantastic than reahstic
lundseape; it is formed of deep gulleys and lofty
peaks, sharply cut and rismg in “layers beyond
layers”, o quote the words of Wang Shib—ch'éng.
There are roads along the edges of precipices and
clurnps of trees around small sancruanes, but they
are all elements ina decorative pattern which lead
our thoughts to the abodes of the Immortals rather

than w dwelling-places in the lnuman woeld,
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If we tum from the large compositions to Lu
Cluh's minor studies of actual sites which he knew
by experience, we move into a world of more
intimate charm. Their artistic significance is de-
pendent on their faithfulhess to narore and refine-
ment of execution, Some of these studies are jiist as
exact and incisive as the best Dutch landseape-
drawings of the sevenreenth centiry and st the
same tme very sensitive in tone and armosphere.

This is true of the large album-léaf (formédly m
the Manchu Houschold collection) which represents
a wide bay enclosad by high mowntains and budding
trees m carly spring, and also of the more sketchy
album-leaf i the Dubasc collection, which accord-
ing to the mscrption represents an impression of
Tiger Hill in mist (Pl2soa). The wwering rocks
which rise over the dense must at one side of the
picture are crowned by a pagoda, and somie grace-
ful wmple pavilions which seem to be soarmg
the air, while the smiall fishing-boats on the water
below are only finty visible. The brushwork has
the light and jerky rhvthm that reflects the sensitive
and impulsive temperament of the master.

The handscroll in- the Freer Gallery (dared 1554)
known as Autumn Colours at Hiiin- ., I3 &
more fimished example of Lu Cluh's senstive
manner Of interpreting the moods of nature
(Pl.z508). Itis nommally an iHlustration to Po Chil~i's
Song of the P'i-p'a, often illustrated by the romantic
Ming painters and here attached to the piceare (na
copy by Wen Péng). The view opens over 1 wide
stretch of quiet water; only low strips of land and
some dotted islands mark the distances: the near
shore where the boats of the poet and the mouming
woman are-moored 15 indieated by some srones and
shrubs rising gradually into « rocky promentory
with some wind-shaken bare trees. It is truly
dutumin; the interpreation has the same ool
airiness as 'we know from Ni Taan's paintings,
 Thid. vol XLV,
= K-k, dlisTowd B, vl XX
llnd XXV,
¢ Kuybmg, XXTX.
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though it lacks the distmction of the Yiian master’s
struczuril broshwork. The pictodal cffect is height
ened by soft colounng in hght tones of green,
brick-zed and grey; pure hlack ink is here used only
in spots. In spite of the almost depresmgly smple
motif the pictire possesses something of the sume
exquisiteness or lyric charm as Lu Chih’s most
sensitive Hower-stodies,

The flower and bird-paintings, which form
nearly half of the master’s production, nay also be

.dmxlr&mmnmgmnps,mmﬁsﬁngnfmmﬁﬂly

finished coloured paintings of 2 somewhat “aca-
demic” type, the other more spontmects i an
individual lisiel-i style. The former may be decora—
tively more effective; but the latter roveals the armist’s
genius and his sensitiveness to the charm of the
living models more immediately,

A typical example of the former classis che picture
in the Kn-kung collection representing s Parror and
two White Swallows on the Branches of a Blossom-
ing Peach-tree.® It is an carly work (dated rs44)
cliborated with great care in bright colours and put
together decoratively, evidently in an effor to
cqual or surpass the Sung academicians. The Quails
by a Rockery is a free version of 2 Sung compasition
dated 1552,% whereas the large picture known as
Birds Joyfully Calling in 2 Spring Garden (Chin pu
ming—ch'um 'n),2 i.¢. peacocks among mutan-fowers,
is a gorgeous display of colonrfil garden-life in the
somewhat valgar manmer of Li Chi.

The simpler pictures by Lu Chih m the same
collection tepresenting: plants and flowers (mostly
without birds) give a better idea of the arist’s
Beulty for observations of plane-life and for trans—
mittng momentary significant impressions of it
Some of these pictures are executed in conformicy
with academy tradidon with the utmost exacmess m
cvery detail, others in 2 more spontaneous Reef-i

-marmer. Among the former may be recalled the
picture representing A Pine-tree with 2 Fungus and
Bamboa by a Rockery,* and another in which
Branches of White Magnolia are combined with a
slender stem of bamboo.® These pictures are to less

remarkable for their structural drawing than for
their lowery charm. Vet as evidences of the
faithfulness o Sung traditions and ability o produce
close imitations of the Hsi Hsi type of Hower-
pamtings they are surpased by the picture of 2
smgle mutan-flower.* The fower is latge and bend-
ing downward on a slender stem; the stroctural
designs of the leaves, petals and pistils are indicated
with fine nk-lines, but the actml painting is ac-
L'ﬂmphshf& with light washes of colour which
suggest an atmosphere and cqually the heady
perfume emanating from the well filled calyx. At
the top of the picture s an inscription dated 1571,
containing an extract from a treause on mwkan-
flowers (Hiua-p'u) which shaows the painter's partic-
ular atrachment to this kind of flower-motif and
its pictorial transposition.

Among the flower-pamtings done i a more
fluent manner, mainly with ink, should be recalled
the charmmg pictuze in the Ko-kung collection
called A Day-lily with a Pomegranate (1570)." The
pictorial transposition is here concentrated i 2 few
reducing brush-strokes, vibrant with life, suggestive
of the rising sap m the plants (PL251). In pictures of
this kind Lu Clih conses very close to Ch'én Shun,
as also may be scen in the excellent sketches of
varions Howers on twelve large album-leaves m the
Ku-kunyg collection. All these pictures, done in 4
muasterly hsieh-i manner. may be said to disprove the
often repeated staternent of some ald eritics ocord-
ing to which Lu Chih “did not guite atean the
murvellous points of Ch'én Shun™. It may well be
thar Ch'én Shun was a3 songer artistic personality,
but Lu Chib was more of a lyricl poet and the more
sensitive interpreter of the individual characteristics
of the flowees he transposed n spontmcous skenchies
of brilliant brushwork.
¥ Kb, sl s, XVTIL
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The fower and bird-painters mentioned shove
also panted lindscapes, but there were others who
concentrated mainty on the flower-motifs. Paintinps
of this kind preserved from the sixteenth century
“are GUItE NUMCTous — SOme dnonymous, some with
tramies — but only a few examples can be mentioned
here, and that briefly, The works by Wing Ku-
hsiang, fzii Lu~chih, heo Yushih (1501-1568), are
among the most atractve, According o the bio-
graphy in the Wu-shéng shil-shil, he was 3 handsome
and intelligent youth who passed the chin-shik
degree m 1529, became a Han-lin scholar and 3 vice-
sccretary to the Board of Givil Office, bot asa result
of disagreements with one of the mimsters retired
from official life and went o stay with his mother in
Suchoi. There he lived in complete retirement,
occupying himself with painting and the copying of
old books. “He wsed to shur the door, sweep the
ground, bum incense and sit in meditation, His
room was 3 quict place, filled with precions speci-

mens of old jade and bronze, Various ministers tried
to mduce him to re-enter official life, bur Ku-hsiang
auswered them smilingly: *) retired while 1 was sill
young, why should | now, when my hair 15 grey,
put on the offieial lae?’ ™

Wang Ku-hsiang’s fvourite motifs seem to have
been varisties of chrysanthemum, bamboo, soft tufts
of long grass and pluns~trees in blossom. An excel-
lent picrure of chrysanthemum and bamboo grow-
ing by a stone (probably in the Shanghai Museum) is
reproduced i Gems, vol.l. The picture in the Kuo-
kimg collection which represents an old plum-tree
by a rockery and a bunch of narcissi at its foor is
2 more impartant conrposition and no les remark-
able for its encrgetic, oot W sy cxpressionistic,
brushwork, It is a true “literati-painting” close
akin to 2 scroll of peetc writing, though more
casily comprehenable (Plzsz).

‘Most of Wang Ku-hsiang’s relatively rare flower
studics were probably done as improvisations when

he met with same friends of the Wén Chéng-ming
circle m 3 Suchoo garden. On occasions like that
pictures were produced 25 well as poems in which
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the silent music of the moment was retaimed in verse
and rhythm. A picture of a blossorning branch of an

old plun-tree (in the National Moseum in Stock-

holns) may here be mentioned as 2 record of such a
gathering of poetic fueds, for though the painting
1 muore likely o be a faithfil copy than an original
by Wang Ku—hrmg.thrm“nwptmhwetﬁ:
rng of original compositions and transmit the
thoughts thae insprred the pamter as well as liis
friends Wen P'éng, Wang Ch'ung and Ch'én Liu
The first, by the arnst himself, may be rendered as
follows:

“The moon comes out. [t stands so cold against
the linle window. The smow on & thousind peaks
has not yet meled. Faint perfumes and sparse
shadows now descond. The guest abides until the
night is ended.™

The lsst of these poems, written by Ch'sn Lin, is-
the most imaginative: “Thin shadows fall scross the
window. The waxing moon stands bright above the
fairy reerace, The sound of Hying cranes is spreading
through the mght There is a guest who sees the
fairics in his dreams.™

The visions of these men were rather frail, bot
they knew how to convey them in symbols of art
and words without destroying the enchanted touch.

Chou Chibi-mmien, = Fuch’ing, hao Shao-ku, is
often mentioned n comexion with Ch'én Shun
and Lu Chih, because he wasalso s Suchou mun who
painted smamly fowers and birds, though of a
somewhat younger generation, His dated paintings
range between 1572 and 1609, and most of them
represent birds, preferably poultry or crows in
combination with garden rocks, also bamboos or
banana plints, but he did plom-blossomy as well,
and peach-trees (as may be seen in oar List of his e~
produced paintings). The most famous among the
pictures in the Ku-kung collection are the Bight
Minah Birds in a leafy tree! and A Pair of Mandarin
Ducks in 2 Pond by a blossoming garden tree;® but
the picture representing a squirrel on the winding
N Kok, shu-i chi, CTIL.

* Roi-keitng, 200V,
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branches of a grmpe-vine! & more attractive than
these, and the motif bas offered an excellent oppor-
tunity to the painter to display his mastery of 2
fluent and graceful hsich= rechnigue (Plzgia) The
clastic strenath of the cimbing plant with i ten-
dnls; leaves and clusters of grapes is rendered with a
light and swift brush, while the wawchful hitle
amimal that is swaying on a theead-like branch
accentuates the momentariness of the sitwation, We
are told that Chou Chib-mmien kepe many kinds of
hirds at his home in ordes to study their habits and
movements, and he may well have taken a stmlar
interest in squirrels,

He was not of the same scholarly class as Ch'én
Tao-fu and Wang Ku-hsiang, but a highly gifted
pamter whose lifelike cocks, docks and cows
became very and were often copied. The
best that has been wrirten about him i contamed n
the following encomium by the poct Wang Shih-
ch'éng (reported in Wi=théng shil-shik, 111, 28),

"Among the painters of flowers and grass acove
during the present dynasty none were beter than
the men of Suchou, and m this country of Wu
(Suchou) there was no one after Shén Chou who
surpassed Ch'én Tao-fit and Lu Chih. Tao-fir was
wonderful but not so exace (true); L Chib was
exact [true to natire) but nor so - wondertul. Chou
Chih-mien seemed to be able to combine the meries
of the two masters, but he was addicted 1o drinkmng
and thus fell ineo decay™ (Plasis).

L e *

Suchou, or the cotntry of Wi, was no doubt the
main centre of flower and bird-painting during the
sixteenth century; this kind of are had struck deep
roots there ever since the days of Shén Chou and
had been assiduously cultivated not only by the
famows masters mentioned above, but alse by a
munber of mmor talenss whose works are lictle
known nowadsys.

It should, however, be remembered that Suchou
was not the only place where fower and bird-
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pinting enjoyed much fivoot st the ime; promi-
nent painters in this field were abso active in Nanking
and in Chiien-t'ang and Shao-hsing in Chekdang.
Several of them are recorded in Waeshing shif-shik
and m Ming-fua I, but since our presentation is o
be based on the picrures rather than on hremary
traditions, we may pass over artists whose works are
nor accessible in reproduction or onginal.

Plum-blossoms seem o have been the Bvourite
monf of the Aower-pamnters m Chekiang in' the
Ming period jntt as in carlier times, The tradition of
Wang Mien's enchanting art was kept alive as a
source of inspiration in his home provinee, while
flowers of a richer formal beauty — lilics, roses.
mutan, k'vei-hua and their likes - attracted more
interest among the scholars and painters in Sachon.

One of the earliest of these plum-blossom painters
was Wang Ch'ien, tf Muo-chih, hao Ping-hu to-
jéa, who may have been active already at the end of
the fifteenth century, if the statementin  Wi-shing
shib-shift that he did 2 picture of bamboo and
plum-blossom topether with Hsia Ch'ang is corzect.
It should, however, abo be remembered thar he
secepted the invitation to act as a seacher of plum-
blossom painring to Chang ¥Yu, the Duke of Lung-
ping in the Chéng<# period (r506-1521). Aud he
was also for a while Keeper of the Imperial Ancestral
Temple in the capital.

His promment position as 3 plum-blossom painter
is well substantiated by the picture in the Ku-kung
collection which represents some slender branches of
a young plum-tree strewn with white blossomis. The
noble design and its rimng thythm ate rendered with
a fiem and yet graceful brush which, however, can
hardly be said to convey the impression of “dragons-
issumg from their cave”, as cluimed by anold critic.®

This statement would seem more applicable to the
plum-blossom pamtings by Lin Shih—ju, rzd Chi-
hisiang, hap Hstich-hu, from Shao-hsing. As a boy he
saw some plum-blossom paintings by Wang Mien
and was deeply impressed by them, They decided
¥ K. kel gl XLITL.

& Kk shin-haa o, wol 300VIL
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his career. When he had fmished his studies he
statted wandering about his home provinee, visiting
all the mowntams and valleys where wonderful
plum-tress were to be seen, grasping all their
varymg manners and characteristics thoroughly.
His whole life was devored to plum-blossoms. It is
said that he painted them for cighty years and died
at 9o, He also published a special treatise on the
subject called Mef-hua p', and excelled in compos-
mg poetry at convivial mectings with his fiend and
fellow—citizen Hsii Wei

Lin Shili-ju’s plum-blossom pamtings are not very
common, but two charactéristic examples may be
menitioned here, one in the Inouye collection
Japan.* the other m the Fogg Museum, Camibridge,
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Mass, (Pl.2gq). They represent the same motif with
some varmtions, to wit, branches of old '

scemingly dry and dead, which at the spproach of
sprmg burst into new life and are strewn all over
with small white flowers fastened to tender twigs.
The beauty and meanmg of the monf, well known
to us from Tsou Fu-let’s and Wang Mien's pictisres,
are perfectly expressed in conformity with wadi-
tional standards, the brashwork has the strength and
rivyrhin that may be said to transmit the rising sap of
spring. We agtee with the old critic who ssid thar
the effect of Liu Shibi-ju’s pictures “was vigorous yet
quict and refined” ! His manner was, as 3 matter of
fact, not unlike that of his friend Hsi Wei, though
the latter was of 2 1hore unrestrained tempernment,

Hsi Wei

Before we tum our attention to Hsi Wei's bio-
graphy and exemsive production, a word should be
added concerning another Chekiang painter, called
Wang Chien, £ Ich'ing, hao Tsang-ch'un, who
pamted “birds, insccts, melons, fruis, fowers and
grass and also trees and <hrubs, thickess and momn-
tain gullies most wonderfully"". His picture of A
Cock and Hen and some Crows in a Snowy Tree, n
the Kr-kung collection,* and another representing
Geese Playmg in Water, with 2 Mynah mocking
them from a bare tree on the shore* sre done m a
rather broad and fuent mamer almost like bird-
paintings by Lin Liang. According to Wi-shéng
shili=shih, “old Wang painted smply For his own
pleasure and never for other people; consequently
hus pictures became very rare after his death and a¢
precious as the feathers of the spirit horse (dhi-
kewang)' = praise which sounds redundant ro us who
have only seen the quite ordinary works by old
Wang and never any traces of the “spinit horse™ or

Pegasus which he is said to have mounted (PL2538),
The above-mentioned pamters may with moreor
less reason be classified as lite offshoots of the old
Ché school as it survived In a2 somewhat dilued
form known o us through the paintings by Lin
Liang, Chang Lu, Chiang Sung, and some other
artists of their generation. They were o doubt able
men of the brush, some of them with scholarly
backgtound, but none of them seems to have been
an oustanding genius or to have possessed an
ongmal talent of primary importance. The onily
Chekiang painter of this generation who may be
said to have possessed at least the germ, or a seed, of
! Cf. Sum Ta-kamg, Clumg-kuo lms-chia fnming b fzii-ticn, p.ooL.
* Y, pagt
* Ming-linua i, €117 40i) Wa-shig shikihih, V11, p-z.
* Ka-fump, vol. XX
« Nafi, woL IV (Obats colleernon, Tkyo),

* Chi-kuang, @ mythical snimal somettmey called & spicit howse,
The feathers of Chekuang is 3u exprossion tsed of precious
Beeraty Fragmmts,
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genius in his character was Hsit Wed, but the seed
was, in his case; never allowed to grow ioto full
bloom. His unusual ralents were rather frittered
away over miany felds, and the artistic harvest of his
life~work cannot be ranked in the same class as the
mdividual @uvre of the somewhat older leading
Suchou masters. Hsi Wel nevertheless holds 2
promument place in the nstory of Chincse painting
owing to his sbundant production ind the decisive
influence thar his art exercised on two or three
generations of younger painters. Accounts of his
advenrurous life are found in the Ming shik as well as
51 6 W sl shith-shth, Frora-whiich the Followisig
may be quoted.

“Hisii Wei was bom i Sharyin, Chckisng, i
1531 and died in 1593. Among the various by-names
found on his paintings, the following are the best
known: Wen-<ch'ing, Ch'ing-t'éng, Tlien-ch'ih and
P'éng-fei. His carly education and promotions are
described as follows in the Ming shili:!

"He Liad only just passed his tenth year when he
wrote an Essay on Slander in imitation of Yang
Hsiung’s Essay on Ridicule® When he grew older
he was 2 pupil of his fellow townsman, Chi Pén.*
He passed the chii-shéng degree and became widely
known. The govenor Hu Tsung-hsien summoned
lim to be one of hix secreraries, and he werved in the
governor's office together with Yii Y and Shén
Mingch'én. It happened ar the tme that a white
stag was caught, and the governor wanted to present
this [as an avspicious omen) to the emperor,
Consequently he ordered his secretaries to draw up
dedicatory memorials to the throne, These he

submitted to 3 friend, the vice-chancellor, and asked

him to select the best for the purpose of presenting it
to the emperor, The vice—chancellor sclected Hsii
Wet's writing. Thas sarisfied the emperor Shib-tsung
(Chia<hing) completely, and in comsequence he
showed great favour to the governor Hu Tsung-
haien. Hsii Wei rose siill higher in the governot’s
manners, and none of the officials dared look Lim
in the face, but Hsii Wei used to walk in quire

unceremoniously in simple clothes and a hermit’s
cap, talking freely,™ _

Hst Wei's heedless ways of performing his official
duties are deseribed m Wu-shéng shili-shih in more
detail: “He often sat drinking with the young
people in the wme-shops. (Once) when there was
some important work to be done in the office and
Hsti Wei could not be found, the governor stood
waiting until late in the night at the open gate of the
yamen. He finallv sent the clief of police to fetch the
sccretary, but the police came back and reported:
"Mr. Hisii is at present completely drunk; he is
shouting loudly, and it is quite impossible to bring
him here’. The governor could only say: "Never
mimnd'."”

Bur, according to the Ming shih, “Hsii Wa also
had some knowledge of military arts and was a
master of clever straragems. When the govemor
captured Hsii Hai and defeated Wang Chih, Hsil
Wei took part in planning the campaigns. And in
consequence of the great power of Hu Tsung-hsien
he rose into prominence. When the governor was
finally thrown into prison Hsil, fearing disaster,
smulated madness. He took 2 large awl, forced it
several inches into his ear and also hroke his testicles;
yet he did not die.”

He lost his first wife, and after much hesitation he
married again, bur o5 the woman aroused his
suspicion, he beat her to death. Consequently he was
taken to prison; according to the Wie-shéng shil-shih:
“This made him quite mad and he plinned to kill
himself and wrote his own epitaph (which is still
preserved). A friend of his, however, succeeded in
getting him out of prison. He started ona journey to
the North, went first to Nanking and then to Peking
where he lived for many years next door to his
friend Chang Yiian—pient who had helped him ous

¥ Ming ofrih, vol.238, pp.2y 3.
E Ying Hatunig, 53 o018, fumos philosopher and moralise,
¥ Chi Pén, philosopher and suthor of books-on the g, wasa
pupil of Wang Yang-ming.

SChang Yikmrpiost | (1538-1388), philosopher aml writer; &
popil of Wang Yang-hing md s member of the Hun-Hn,
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of prison. Unresmrained and reckless as he was, he
suffered a grear deal from ceremonious people in his
surrotmding. Sometimes he spoke our feaclessly: “1
have killed my wite, and should have been put 1o
death right away by the sword, but now it is worse,
for they are cutting my flesh away bit by bit!”

“Then he fell ill and left the capital and rerurned
to his home town. He was in poor health, but
between times he shue himself up in his home with
drinking companions, emjoving wine to excess.
When the govemior or vice-governor came to call
on him, they were not admitted. Onee there was 2
man who took advantage of an unguarded moment,
opened the door and entered halfway, Hsil pushed
the door back forcibly and said: ‘T am nor at home'.
Peaple thought that hie was too strange, and nobody

He grew exceedingly poor and had 1o live by the
work of his hands; but “only when he was quite
penmiless did ho do writings and paintings, and when
thmcwmpmpcﬂygnidﬁ!r.l‘wmhkdmm
colophons on theni. He had collected thousands of
books, but gradually he sold thent one by oney even
his bed-clothes and mattress became completely
wom out, and he had nothing else to sleep on than
the papers which he used for sketching,” He died at
the age of 73.

“His grass-writing was very original, strong and
bold. He used to say to himself: ‘Calligraphy is the
first ufm}r'nrs, then come poctry, then prose
writing, and last my pamting’. Real connoisseurs
agreed with this. Most of his paintings represent
Howers and herbs, In calligraphy be followed the
two Mj."

Hsii Wed's verdict as o the relative importance of
his various “arts” has, however {with good reason),
been contradicted by later critics, as for instance
Tao Yian-stso (1716-1801), who wrote in Yiiel-
luia chien-wén® “In my opinion, Weén—h'ang's
brushwork is most wonderful i his paintings; his
calligraphy takes only sccond place, his poetry
third, and his literary writings & fourth, His calli-
graphy is often careless like the most uncouth kind

of Ch'an writing (‘wild fox Ch'an’). It can casily
be mmitated, but as to his pamungs, they are of such 2
high class, so marvellous and far-reaching (in their
effect), that even clever men cannor imitate them.
Therefore, 48 soon as one opens 4 scroll, one ean see
whether it is & troe work of his; no trickery is
possible there,

In support of his opmion the author quotes the
verdict of a poet of the K*ang Hii period, Chut Ltsun,
who said of Hsti Wei: “The truth is, that his poetry
and prose writig were impetuous and careless, not
comparable to his pamtmg. His small as well as his
large pictures are dll of a noble and old-fashioned
kind." We concur with these opinions unreservedly.
Fistt Wet wasn the first place 3 grear and mimitable
painter, whereas his calligraphy and poetry, in spite:
of their skill and cleverness, are riot of a very high

(tlass,

T'ao Yiun-tsao also characterized him as *“an
independent and overbearing character who did not
artune himself to the world und, therefore, was
followed by misfortune during his whole life, Onee
he painted some grape-vines and wrote the fallow-
mg lines on the picture: “The bright pearls which
drop from my brush cannot be sold anywhere; they
are thrown away as useless among the wild
crecpers’ ~ by which he expressed his feeling of
loncliness and uselessness. My grandfather, Wen-
chien, told me that Hsii Wei was a very tall, well-
built, far and clear-skinned man, who spoke with 2
loud yoice like the erying of a crane. When he was
lamenting i the might, cranes responded with their
cries.

Hsii Wei's painnings are nor infrequent it private
collections i the Far East - particulsrly in Japan -
hutthcmnrc,mmy ige, only two minor
pictures of hus in the former imperial collection.
They are both reproduced in K-k, shi-hua chi {vols.
Fand X1), the one representing A Pomegranate, the
ather Plum-blossoms and Banmnu-leaves, butneither
of them reveal much of the master’s recklessly
dashing p'o-mo brush, ie. the lion's claw, They are
¥ Quioted ity Sung Yikan [-lai, vill1, P17,
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rather apt 1o convey the improssion that the more
significmt cxamples of Hsii Wei's unfertered brush
were not considered a5 desitable and fisted for the
impenal collection in the time of Ch'%en-lung and
later. Yot it is exacdly these supremely spontaneous
ot irreprossibly expressionistic paintings of fowers,
fruits and birds by Hsil Wei which, in recent times,
have aroused the admimtion of connoisseurs i the
Far East as well as m the Western world, and sorured
him 3 more prominent phce m the history of
Chinesc painting than he occupies in the tradigional
records of the Ming and Ch'ing dynasty,

The biographical information conveyed above
makes it evidens that Hsil Wei did most of his
pictures qurte spontancousty with no practical pur-
pose bue simply in response to promptings of his
genins and to give pictorial form to flecting impres-
sions. The written colophons usually vecupy very
prominent places on these pictures; in some cases
they actually form pare of the design and though
their contents may scem perplexing or inscrutable,
theyareapparently, from the arsist’s point of view, no
Jess expressive than the figures, the birds and the
Howers. In other words, the pictorial motifs no less
than the written characters are symbols of expres-
ston which receive life and significance through the
individual thythm and ductos of the master's brosh.
The majority of Hsd Wei's pictures are thus
excellent examples of the fsieh-f manner, the kind of
“idea-writing” which formed one of the funda-
mental currents in the development of Chinese
painting.

Hsil Wei's painted warks have thus 3 closer
correspondence with writings than the paintings by
other artisty of the period, 2 correspondence
cmphasized by the face thar they are mostly hori-
zontal scrolls of minor hanging pictures executed in
ink anly. They are usnally signed with one or two of
the painter’s fantastic “noms de plume™ but only
four or five have definite dates, which mokes it
difficult o : them in 1 comprehensive
chronological series, The carliest dated example s
the intensely expressionistic picture in the Vannots

collection which, according 1o the beautiful inscrip-
tioti, represents Four Fricmuds of the Cold Forest”,
in the year 1570, .. two pairs of small birds perched
on.a dry branch on 1 cold winter duy (PL253). The
moif is by no means specially appealing or interese-
ing, but it is rendered with thorough understanding
of the unpleasantness of the situation {reflecred, too,
in the expressions of the birds) in 4 design which is
remarkable for its concentration and pertect balance.

The pictures which yield a series of dared speci-
mens are handscrolls and album-leaves. The firscone.,
which was done m 1575, forms pare of the Taka-
shima callection in Kugenuma (near Tokys) and is
Emtedinamddﬁlﬁxgmmmr\vﬁﬁhmml
washes of ink and no outlines.! The excellent pic-
torial effect is obrained by vasiations in the ik tones
from deep black to almost transparent grey. The
composition 15 not continuous but divided by lines
of poetic inscriptiony in seversl sections, yet the
pictorial mmity is unbroken, the brush seems hardly
to have stopped or rested between the execution of
the successive groups.

The other scroll (in the K. Sumitomeé collection
m Otsa) is dated 1591 and likewse arranged
sections accompanied by inscriptions. [t represents.
various specimens of flowers, fruits, vegerables,
crabs and Ashes réndered in & somewhat frmer
and strucearal p'esmo style with rich ink in effective
modulations, which serves to suggest the velvety
skin of the peachies and the opulent beaury of the

mran-Howers,

The album which i dated 1588 is made ap of
Bfieen double leaves, some of which tepresent
vegetable plants or smgle Howers like the lotus, or
roses, while others show men fishing in boats or
resting on the ground ynder leafy trees® These
sketches are executed with a rather saff brush in a
very rough or crude mamner; some of them are
entertaining through the humorous characterization
of the figures, Bur the rather careless drawing and
uncontrolled ink-splashes, which i some cases

VTR, pgak.
* Published by the Commercial Press, 1934
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resemble swarms of black flies or mothy spreading
over the sheet, make them look like accidental
producis rather than intentional.

A more important series of album-paintngs
(thirty—six leaves divided into two volumes) known
as Mo pao {Ink Treasures) was formerly owned by
the patiiters Sung Lo and Wu Li and Lieely (before
the war) were in the collecton of Mr. Kikucht m
Takyd but scem to have perished like nuny other
art treasures in the same collecion. We know these
lesves in part through reproductions i Omura,
Bunjin Gasen, I, 1—4. They represent motifs of
many kinds such as flowers, vegenbles, insects,
birds, fishes, animals and figures in landscapes. Some
of the pictures are accompanied by long inscriptione,
on other leaves there is only the pamter's sgnature,
buit they are all spontaneous records of observations
and passing thoughts written down with a few bold
touches or splashes of the brush, yer complete and
convinemg in form md movement.

One of the most amusmg of these leaves represents
two caty watching a large butterfiy soanng some-
whar mockingly over their heads; ene car is crouch-
ing, the other seated and seen from the back - a
black mass in three oval sections with a pair of ears
and a long tail, yet with a suggestion of sofmess and
mohility that makes it entertaming. In several of his
compositions Hsil Wei has vsed this method of
presenting an animal or 3 figure from the back
rather than from the frons, apparently because they
interested him more as musses of light and shade
appearing in an armosphere than as individual
beings. In fact he had little use for the finer distinctive
features of human character or the like, bur looked
at the phenomena of the world around him from the
painter's viewpoint as manifestations of hight and
shade, or ing forms in an acmosphere, and wae
as such a kind of “impressionist” in mice, though he
only worked in black and white.

Another of these albumdeaves shows 3 man
seated under some pine-trees on a river-bank with a
clt'in om his knees. He i5 seen from the back as he sits
there contemplating the boundless expatise of cmpty
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sky (Pl236). But, according to the poem, he is inter-
preting ont his mstroment the music of the winds
and waves: “The cliffs arc high along the rives-bank:;
the aurumii sky is clesr. The wind is soughing in the
pines, mingling with the sound of waves. Who clse
utiderstands it but this solitsry man who plays the
swelfssame tune of loneliness upon his seven strmgs.™

Hsli Wei's landscapes are perhaps, on the whole,
less satisfactory than his pictures of plants, animals
and flowers; because he seldom takes the trouble of
finishing 3 compaosition in all its parts. The forms are
sometimes merely sugpested by a few strokes or dots
of the brush, not actuilly defmed or represented in
deail, as may be seen in the sketchy landscape in the
Narional Museuns (Stockholm) o which the painter
has represented himselfas "3 wailmg child” seated in
solitude on a projecting cliff which he has skerhed
with expressiomistc freedom. The wmdertons of
desolition and wretchedness which & struck in the
somewhat cryptic inscription seems alss to prevailin
the rough work of the brush. In other pictures, no
less expressionistic than the above, the painter has
been able to convey a humorous undertone with a
light and playfol brush. The litle picture in the
Hui-hua kuan in Peking, which represents a digni-
fied scholar on 2 small trotting donkey, cannot be
forgotien if once seen. because the caprcious inter-
pretation of the painter has here found expression
not onuly i the man on the donkey, but also in the
Jjerky branches of the old plum-tree above his head
(Pl-237m). The spacmy is pestect. The same monfis
repeated with minor changes in 2 picture in the
former Abe callection in the Osaka Muscum.

Hsti Wei returned repeatedly t0 3 motif popularly
alled The Four Seasons, ie. flowers, ;ﬂnm:s and
fruits or sprays of erees and sections of creepers
sclected and arranged 1o represent symbolically the
seasons of the vear: Two of them were mentioned
among the dated picrures; anotlier, comparable in
quality, though not in compesinon to the Sumitomeo
seroll, s in the Shanghai Museum and has been
published . Gems, [I, paz. It is exeouted with a
supreme neglect of compositional anity but swith a
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wonderful sense of thythmic How; the sprys of
flowers, tom leaves, sections of heavy orunks and
sproutings twigs are sll dished off ar randony s if he
were playing with the brush or in a half-conscious
state of drunkeimiess.

In the somewhat shorter (and probably earlier)
scrall i the Natiomal Museum in Stockholm, the
Four Seasons arc more definitely charactenized by
means of typical plants: Winter by a plum-tree in
blossom. spring by fresh oots, summer by
Lirge banana leaves; autumn, by winding stems of
grape-vine  [Plsas8, 249). As they succeed one
another the successive plants are parily mterlaced,
they form an unbroken sequence like four pars ofa
mosical compasition or poem, hound fogether not
only by the outward amungement, bot by the con-
tinuous fhythm and flow of the brosh-strokes. The
brush scems to have moved over the paper with the
ease and sensaveness ofa violim bow, the tones con-
tinvonsly varying according to the structure of the
forms, the play of light and shade, sometimes deep
aiid heavy, sometimes light and rransparent, and
even when the strokes are interrupted, like short
pauses in the playing, they suggest continuity, an
unbroken flow of mspirmg thought. 1t 18 ereation
the purest lisig-i mianier, here applied with supreme
commuand of the expressional means. At the end of
the scroll follows a short poem written in grass

characters. which reflcers the same rhythm as the
winding tendrils of the grape-vine. It is perhaps less
comprehensible than the pantng, but certamly not
less original, the main idea being that the painted
grapes are transformations of the pearls mto sa
oysters, to wit; "When last year's mid-aummn
moon was full, the oysters of the southem sea could
find niy sleep, Bur nobody cared for the bright pearls
thaenight, They sprang out and fixed themselves an
paper. Wheose paper was that? The Tavist Ch'ing-
¥eng painved this long serollis the p'a-mo (g itk)
manner and wrote the poem about thie grape-vine
while dwelling on the Rock of Carefreedom.”
Indeed, no place n this world would seem more
suitable to Hsit We because, wherever he lived, he

Always fonmd 2 home on this Rock of Girefreedom,
It should, however, also be noted thar Hsii Wei
duriing his earlier years in Cheking had a place of his
awn where he could hive in solitude unseen by the
world. Tt was called The Study of the Green Creeper
(Ch'me-t'éng t'ang). s name that healo used asa
hao. We know it from some of his paintings; it was
composed of three low thatched huts and a large
shed sitmated close to 4 towering rock. Infront of the
bumldings were a small court and 3 loeus pond,
behind them clumps of bamboo and bananas, Haii
Wei has represented it with more care and sympathy
than is habirtal in his landscapes and signed it “The
Fisherman-hermit Hsii Wei Tien-chih" !

Hsil Wa's pictures are as a rule of relatively small
dimensions, which was most natural in view of the
fact that his favourite motifs were Howers and herbs,
and perhaps also 4 consequence of his hasty mammer
of paintng, but there are excoptions to the rule. The
large picture in the National Museum in Stockholm,
representing a Banana and a Plum-tree by a Rockery
is quite remarkable in this respect. The armist has
treated these common monfs on a lirger scale with
still more vigour and boldness than in the smaller
pictures representing similar subjects. The rockery
which rses out of the earth like 2 black fantastic
shadow covers half of the field; the decaymg banana
leaves spread out from it like a gigantic torn and
tatrered fan, but of the plum-trec there are only a
few stnall sprays, the thin yet vigorous harbigers of
spring. Like most of Hsii Wei's painsings this, too, is
by no means simply 4 representation of certain
motifs from the realm of nature, but an “idey
writing” (fisieh-~i) in the proper sense of the word,
the motifs are mamly pictorial symbaols of thoughts
written down to express a state of mind or a flash of
mspiration also expressed in symbals of written
characters. They contain the words which may scem

¥ Thin gucture by been more: Srequencly reproduced cham any
ather weark by the maser, Cf, ClungLon, 1L 455, I&E IL, =6,
Chiipks, L Shive Nongs, |, 11 and e Anpches
versiom of the stme sl with o different backgrowsd and s tall
prne—tres mutead of the rock, belongs ro Professor Chéng Té-k'un,

Cambmdge.
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less. comprehensble than the pictorial symbols; bae
nevertheless explain why the whole thing was done:
“The winter banana 15 mgged: its shoots will sprou
in the spring, Bur over the wall the old plum-tree is
sraling at it. Two things which are good cannor be
combined in this world, When you have enjoyed
a meal of fish, yoo should not ask for shrimps™
(PLabo),

The picture with irs imscription may mdeed serve
as an illuwstration to the e mendened by Tao
Yilun-tsa0, the author quoted shove, thar Hsin Wei,
contrary to his own claims, was in the fire place a
great paititer and only in the second und third places
respectively o calligrapher and 2 poet. There is no
doubt that he was also a gifted writerand an excep-
tionally dushing calligrapher, but lie gave his
thoughts, | believe, the most striking expression in
pk:m:ia] sfmba[s which he wrote down with the
same ase and speed as he did more abstract calli-
graphic signs or symbols. The individual thythm or
pulse-bear was the same in both and consequently
there was hardly any dividing line between writing
and pamtmg in some of his works, a fact which
makes us realize that his brushwork was equally
fitted for the one as well os for the other mode of
symibolic expression.

Hsii Wei's strongly marked erratic personality
was hardly of the kind rhat eusily artracted studants
or assistants capable of forming a school or a dircle of
faithful followers. The minor nlents whe 4t the
time fried o imitate his forceful manner, did not get
very far m tliis aterhipt; it was id about some of
thar pantmgs that *“'the fshies’ eyes could esaly be
distmguushed from the real pearls™,

The influence from Hati Wei's boldly individualis-
rc art did not. however, fade away of tease with his
death. It lived on for two or thiree generations as a
kmd of undercurrent n the vast ses of Chinese
painting, from time to time inspiring painters who
practised the fsigh- manner i accordance with
their mdividual temperaments, It may lave been
modified but its esential impetus was the same
when, at the beginning of the eighteenth century, it

r:mng;mmrhc!mﬁuﬂk::mw-mtgt Or vores
of creative acovity, This became evident in the
wotks of some of the sosalled Strange Magiers of
Yangchon, «.¢. Huang Shén, Li Shan, Li Fang-ying
and other virtwos) of the same group, 1o whom Hsil
Wei's. paintings sometimes served as inspirmg
models, even though their aesthetic or spiritual
background was different Fom that of the later
painters.

* - -
Besudes the sctual painters like Hsi Wei and
others mentioned above, there were 2 number of
amateur collectors and dilettanti who all practised
the Muieh-i manner and at;ined 3 more or les
perfect skill in the managemetit of the brush. This
kind of artistic occupation was something closely
connected with the literary and aesthene eulture of
the time and served s 4 fisting expression for the
scholarly spirit which began 1o spread in ever-
widening circles towards the end of the dynasty. It
conmibuted s to the formation of an arustic
milien which offered a fertile wil for some of the
lmdh;girmrﬁsnlddmfmamnﬂgmcﬂldtvdqp-
ment of pamting. But ts can hardly be described i
detail without its leading s beyond the limits of the
present scudy. Yer itmay be of interest to insert here
a few additional words sbout one of the most
mfuential of these amateur pairiters.
Mo-lin (Ink Forest) and 1z, Tzi-ching, was not a
professional like the men mentioned sbove but 2
leading: experr and successful amateur of painting,
His name has become widely known and quoted in
the history of pamting because he was one of the
most indefatigable collectmrs of the Ming period and
& gredt connoisseur of painting: Few collectors” seals
are more commaon 6 Chiticse paintings than thay of
Hsiang Mo-lin, or Hstang Tziching, and quoted as
restimonies of the age and importance of the picture
en-which they oceur, though nota few of these seal-
marks have been added by later men on paintings
and calligraphies of doubtful origin in order t
merease their commereial value,
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Hsiang Mo-lin was bor 1525 as @ member of &
‘wealthy family i Chis-hsmg in Chekiang and
passed most of s life a5 a student and amatenr of
painting and pottery m this Little country wwn,
‘According to the inscription on one of his pictures,
he was still alive in 1602, but may have died shortly
afterwards.! His taagnificent collections, which had
already become widely knerwm in his lifetime, only
remained it the family’s possession for about half 3
century, tor when the Manchu armies penetrated
into Chekiang, afeer the fall of the Ming dynasty,
they were carried away by the commanding officer
and then gradually dispersed. A large number of the
best pamtings were later acquired by the emperor
Ch'ien-lung, bue others remained in private posses-
ston and passed through many hands in the follow-
ing centurics. Bur, a3 said above, Hsiang Mo-lin's
scals and mscriptions have frequently been used on
paintings which never formed parts of his collecton.

He was no doubt 3 man of wide knowledge and
experience in the field of art, but his crearive faculty
w:shynumms-:ma level wath his aesthetic

. In spite of all the praise bestowed on him
by some of the leadmg crirics, it must be admitted
that he was hardly more than a skilful amateur asa
painter. His ideal as an arrist as well as a collector was
Ni Tsan, but the difference berween the paintings by
the famous Yiian master and those of his lure ad-
murer 18 like the difference berween a broad river and
a purling stream., We are tald in the We-shéng shik-
shil that he became so thoroughly imbued with the
wurks of cermain masters that he could make quice
similar things, bur the similariey scems ta have been
of a rather superficial kind.

The pictures sgned by Hstang Mo-lin which have
come to our knowledge represent mostly mufts of
Epidcndnun. old phml-trm m blossom, bamboos
and chrysanthemumys growing by garden rocks, or
branclies of fruit-trees, sometimes accompanied by
imscriptions which increase their poetic significance.*
But besides such motifs he also did landscapes,
among which may be gooted tivo handserolls dated
respectively 1578 and 1579, The former, which
forms part of Chang Ta-chien’s collection,® re-
presents 3 somewhat umsual motif which may be
described as the entrance to a cave or a long bay (if
not purcly imaginative), while the other scroll offers
a view over wide open waters berween distant cliffs:
i, a composition of the kind that sometimes was
practised by the pupils of Wén Chéng-ming# All
these pictures, be they flower studies or lindseapes,
are remarkable for their sensitive execution, the
light rouch and the soft How of the brush, But it
must be admirred that this graceful refinement is in
somie instances carried so far as to make one hesitate
whether this kind of hsieh—~ products should really be
classified a¢ pictures or imply as the artistic diver-
sions of a highly cultured commoisseur?

VF. Shime Nenge, 1L 5 mnd 7. seprodicmg sections of . fund-
scroll with an mscoprion by the painter dared 1dos

O Chemp-letn, I, 57 KB shalue ehil, X ; Owinra, 1, 71,
¥ Clhonse Ta=chion G, 1, 272

¥ Chigaelen, 31T,
$There i -on epadendrum picture closely resembling Heiang
Yiiao=porn's vendermg of this mof, signed by his contenmporary
Tu Toshow and dated 1558, in the Misle Guimes in Paris.
Larer paintings af-s simdlir kind, execoted in's wore finished und
vefined manner, were done by Huaong Sh#ng-mo, the grandson
of Heang ¥ sn-pun, o whom we shall petom e laier chiapier.






Bibliography to Part Two, Vols. IV and V

The present Bibliography, which was mainly com-
piled by Dr. R. Goepper, forms a supplement to
the catlier one, which is mserted in volume L It
refers to books and articles on the history of
Chinege painting during the Yiian, Ming and Ch'ing
dynasties published vp to 1957, when the com-
position of the text of volumes IV and V was
closed. For obvious reasons inherent in most of the

general books on Chinese painting, it wis im-
possible not to repeat here & few mrems also men-
toned in the carier Bibliography, which contains
material from later as well as earier periods.
Another supplementary Bibliography, containing
only books of reproductions, is to be inserted i
yalume VII, devoted to the Annotated Lists of the
Yiian, Ming and Ch'ing dynasties.

Chinese Books

Fian Ang $8 B}, T'o-hul pao~chicn bsti-pien B ¥ 7§ & 81 f (Contnuaton of T'u-hui pao-chicn. 1 val,, com-
taining bicgraphies of 114 painters active £.1400-1520. The book was campleted in 1510). Edit, Chm-rai pi-shu
and Ssii-k'n ch'itan-shn.

T'u Lung (sixteenth century) & EE, Hua chicn 3 38 (A treatise on painung i 26 paragraphs). Edit Mei-shu s'ung-
shu, LB,6.

T'ang Chili-ch'i (middle of sixtcenth centary) M5 75 52, Hul-shih wel-yen #§ B8 § (2 vols, the firsta compila-
fion of older texts down t Ming times, the second with 52 paragraphs on painting by Tang Chih-ch'), Edit,
Ssiik'u ch'Ban-shu chén-pén ch'u-chi M 2F 2 X 5 K

Wang Chiti-téng (1535-1612) -E B &, Wu-chin tanch'ing chibh 28 # W & (v vol, biograplics of some
Suchou painters. Preface dated 1563), Edit. Meishu s'ung-shu, ILA,2.

Mo Shib-lung (second half of dxteenth centnry) 3£ 2 T, Hua shuo 88 3 (1 vol. A traatise in 16 paragraphs).
Edit. Kuang-po~ch'uan hsiich-hai B¥ & JI| § #, part o, vol.10.

Tung Ch't-ch'ang (1555-1636), W3 &, Hua yen & B, Edit. Hua-hsiieh han-yin, vol3, and Meishu ts'umg-shu,
LA,3. The sime snd some additional material I contained fo Hus-ch'an-shil sui-pi S5 W 32 B8 %. Edic
Sst-k'n ch'ian—shn and also separately.

Ch'en Chiju (1558-1630) B 88 #%, Niku lu U & #& (4 vole. with notes on paintings). Edic. Mei-shu o'ong-shu
LB.1o;

Shu-hia shih 8 #F 3 (Short notes o painting and clligraphy). Edit. Mei-sho sung-shu, LB, 10.

Sho-hua chin-<ang % 8 € 8, Edit. Meishu o’ung-shu, LB, 10.

Li Jib-hus (1565-1635) 45 B &, Lin-yen-chai pi-chi 7 & 3 % &, 4 vols. Lin-yen<hai Ech-pi %, 4 vob
Li i san-pi = %, 4 vols. (Notes on painting, calligrply, etc. Partly quoted in Shu-hua p'u, vol.16).
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Chus-lan hua-ying $7 Bl & I8 (1 vol. Supplement, ¢ yol. Colophons and poems on paintings, collected by his pupil
Ch'én Heng-po and his son Hsang), Edit Meishy ' img-shu, 1LA 2.

Ku Ning-ylan (first half of seventeenth centary) 8§ @38, Hoa yin 3 5] (7 shore paragraphs on pamting), Edit
Mea-=hu s'ungshu, LAz

Chao Tso (c1610-1630) # 72, Lun-hua & . Edit. Hua-hstieh hsin-yin, vol.3.

Chang Chou (1577-1643) #& I, Ch'ng-ho shu-hua fang 3% T F 8 (12 vole with nowes e paintings).
Completed 1616, standard edit, 1763, Repring from end of nineteenth century,

Shén Hao (seventeenth century} 3 88, Hua chiy 3 8 (A treatise in 30 paragraphs). Edit. Chao-tai ts'ung-shu and
Meishu s'ungshu, LB 6.

Hu Yich-t'ung §l B 4E, Shihchuchai shu-lna p's -+ 7 5 % B 8 (Collection of models of painting and
calligraphy for students). First edit. in § voks., completed 1627,

Mao Ta-lun £ X 4F, Tohoi paochim heiionan B XEBRE (or Tstng-kuang T'uhui pas-chien,
continuation of the Tu-hm pao-chien down to the seventcenth centnry), completed in the late seventeenth
century,

G&mgﬁlm—ahu*iﬂ‘ﬂﬂu@&gdﬂmﬁhﬂ&%ﬂ{ymHiugnp[tim:ﬂ'Mingp.tinm written at the
end of the Ming dynasty). Liter reprins.

Hst Clvin $% 30, Ming-hua Ju W3 38 & (8 vol. Biographics of Ming painters written at the beginning of the
Ching dynasty), Later reprints, abo edit. Meishn 'mmg<shu, T, B, 7.

Wang Shih-mm (1593-1680) E B #, Wang Féng-ch'ang sho-hua ti-po F 8 % % 8 31 8 (2 vols. of colo-
phons). Reprinted by Li Yia-fén in 1910,

Wang Chicn (1598-1677) £ &, Jan-hstang-an hus-po 42 3 1§ B BR (Four colophons), Edit. Hua-hsiich bsin-yin,
vol.3.

Chou Liang-kung (1612~1672) J& 5 L. Tu-hua lu 3 # #& (4 vols, Biographical notes on 77 painters, whe wern
the author's persomal friends). Edit, Chao-tai s‘ung-shn and Ts'ung-shu chi-ch'tng. Most of the contents are
reported in Koo-ch'ao hna-shih.)

Yian Tung JC W, Shih Shikch’ shih-chi hui-pien 785 #8 3 B 82 8 with 3 preface by Yi Haiang. (Bio-
graphical notes on Shih-ch'i) NI,

Fu Pac-shih ff 18 7. Shih-r'so shang-jén nim-p'v 75 % & A 26 3 (Biographical notes on Shihe'ao) with
preface by Lo Chia-lun. Published in 1948 by Chin-hu chou-k'an thé, Shanghai,

Ch'én Ting B B, Hsia-tsun-chd chuan 0¥ 8 % 18 (From Liv-ch'i wai-chuan 8 % 548, reprinted in Chac-tai
tung-shm, part V, vol4g2, £18, a5 appendix o Huayii u).

Tao-chi (¢.1660-1710) 3 T, K'u-kin ho-shang hua-yii-lu 3 5 % 97 3 55 88 (A treatise divided into 18 chapters).
Edit Chao-ti n'ung<hu and Mei-shuy t'ung-shu, 1, A1

Tan Chung-kuang (1623-1692) H T JE, Hua ch'tan B %, Bdic Hua-hsiich hsin-yin, vol.y and Mei-shy s"ung-
shu, LA, 1.

Kung Haien (c.1660—7700) 38 B, Hua chiek F 3k . Edie Hua-hsfich hsin-yin, vol.4 and Ma-shu ms'ung-shu, LA1,

Wang Hui (1632-1720) E R, Ching-hui hue-po {5 B ® B (16 colophons on paindngs). Edit. Hua-hsich
bsin-yin, vol.4. Ch'ing-hui séng-yen B & (11 vob. of which vols. § and 9 confin poems on paintings).
Reprinr 1836,

Wu L (1633-17:8) 52 BE. Mo-ching hua-po 8 - % B (61 coloplions on paintings and notes on the author’s
journey to Macao, etc.). Edit. Chao-tal ts'umg-shu and Hua-hsiieh hsin-yin, vol.4.
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Yon Shou-pling (1633-1600) M § 2, Ou-huiang-kuan nu-po BLH M 8 B (Colophons on painsings). Edit.
Hugs-hstich hsin-yin, vols.s—6.

Wang Yitan—<h'i (1642-1715) 3 B, Lu~r'ai ti-hos kao B8 238 88 (51 colophons on the authar’s own pictores
after old masters), Bdie. Hua-hsiieh hsin-ym, vol.7 and Md-shu w'ungshn, LAz,

Yich'vang man-pi #i B 8 ¥ (Scattored Noto sta Ramy Window). Edir. Hua-lsich hsin-yin, vol.7 and Mei-shu
ss'mngshn, LA.2.

Kao Shib-ch'i (1645-1704) # & #, Chiang-ts'un hsiso-hsia lu L. 8 {1 2 8 (Notes on paintngs and calligraphics
scen by the anthor). Preface dated 1603. Later reprint.

Wang Y («1660-3725) F &, Tungchuvang lun-hua 3 3L 388 & Edit. Hua-hsiieh hsin-yin, vol7 and Mei-shu
ts'ung-shu, LA 2

Ming-shih 1 3 . The History of the Ming Iynasty. Compiled under the leadership of Chang T'ing—vi [1678-1730).

Vols282-8,

Ch'in-ting P'ci-wén-chai shu-hua p'u €0 E & 3C BT E B (Inpenal encyclopedia of calligraphy and painting in
100 vols,, compiled by various officials undee the leadership of Wang Yilan-ch'i). Completed 1708, The editions
of the nincteenth century vary slightly in the division of volomes.

Woang Kal E#f, Chich-tzo-ytian huschuan I F [§ £ 18 (Containing drawings i woodcut and notes on the
theary and practice of painting). Part 1, 1680, Parts 1l and TIL, r7o1. French tramlation, see Petruca.

Tang-tai B 8, Huishib fa-wei Y 38 8 £% (A troatise in 24 paragraplys, written 1716). Edir Chao-tai 15" ung-shis
and Meishn o'ungshu, LAS.

Pien Yung-yi 7K 8, Shi-ku-t'ang Shuhuon hui-k'ao X & EF W EF (Records sbout paingngs and
calligraphies completed 1682). Later teprint.

Chang Kéng (168¢1760) B P, Kuo<ch'ao huschéag lo B @ 8 & & (3 vols, and supplement 2 vols, Bio-
graphies of painters from the begimuing of the Ch'ing dynasty to the beginning of the Ch ‘enJung reign).
Repomr 1840

Plisshan lur-lu i 1) & 8. Edit. Hin-hefich nin-yin, vol.7.

Tsou Tkuei (1686-1772) BF — B, Hsian-shan hua-p'u 2> (1 3 88 (2 vols A treatise on Aower-painting). Edit
Meishn 'ongshu, LB.9.

Féng C."hin-po E & 18, Kuo-chao husshib B 3§ & & [t'fvnlt_ Notes on painters froim I'.f.tc]:cgm:uulg ol the
Cl'ing denasty to the end of the Ch'ien-lung period. Collected from various sources). ot edit. 1797. Repring
1831

Mi-hslang—chii hus-shil £ % J& 8 3 (10 vole, forming 3 continiation to the Kuo<h'ao hua-shih and containing
revords about later painters known to the wrirer), [ edit, in the Chis-ch’'mg period. Reprint 1831,

Fang Haiin (1736-1790) 25 %, Shan-ching—<hii lun-hua (I 5 J& & ¥ Edite Hus-hstich hsin-yin, vol.8 and Mei=
shut ss'ursgshny, 11,4, 5.

Ch'ien. Tu (1763—<.1850) $E 4, Sung-hu hua-chich 8 & % R. Edit. Hua-hsiich hsin-yin, vol8 and Mei-shy
s'angshiv, TEA &

Hu Ching (b.1760) #] &, Kuo-chso yitan-hua lu B @ P 3 3% (2 vols. Biographical notes on court-painters of
the Clfisig dynasty and lists of their works tecorded in the Ch'ien-hung catalogue), The author's preface dated
1816, Later reprint,

Sheng Tashib & A&, Cliihan wo—yu lu 5 (1 B 3F 8% (4 vols. Noted on paintings and painters). Prifice
dared 822, Edit. Mci-shu t'ung—shu, LA 1.

Ly Chiin 8 48, Sung Yian -l boasjén heng-shib I 58 50 34 25 3 A 3% JC & (30 vols Biographies arranged
sccording to Eanily names). Prefice dated 183,
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Peng Yan'an (1780-1840) 8% 3K 4, Fua-shib huichoan JF 3 8 8 (72 vobs. Biogeaphical dictionary con-
taining .7500 painters). Kater reprine.

Chang Hsiang-ho 58 Ff . Ssit'img-ko-chai lm-hoo chi 79 & 38 3% 3 8/ & (Collecton of the twelve most
imporant texts on panting from the Ch'ing dynasty). Edie. 1846,

Chiang Pao-ling #E ¥ B, Mo chin-hua 2 3k 4 35 (10 vols. containing biographies of painters from the
Chien-lung period to sbout 1880, forming a contimmtion w Kuo-ch'so huscliéng ly by Cling Kéng).
Lithographic edir. 1010,

i Tso-hsien 2= §5 58, Shu-bus chien-ying & & & # (Notes on alligraphies and painting). Edic. 1871

Ch'int Tsi-yung 2% il 7K, Hua-bsiich hsin-yin # 2 & Hl (Collection of writings on painting. 8 vols.}, Anthor's
preface dated 1856, Edited by Yang Han 1578.

T'ung=yin lun-hus #1 5% & 8 (7 vols., divided mro three pars. Comments on about 160 painters of the Ch'ing
period with biograpiucal notes: Author's preface to fint part dated 1864), Published together witl Hu-hsiich
hsins-yin but also separately 1850,

Li Fang 3= 4%, Pach'i hia-lu A B % 8 (Biographical notes on painters of the eight Manchu bamers), Pub-
lished 1919,

Téng Shik B B, Mashu s'ung-sho 35 W 3% F. First edinon 1910 (Themost comprehensive collection of Chinese
books and essays on the Fine Arts, among which the writings on painting and alligraphy occupy more than
two—thirds. In Four parts, each consisting of ten sections). The 4th edic. of 1947 in Butopean binding contains a
table of contents in the first volume.

Fang 1 5 82 and others, Chung-kuo jén-ming ta w'd-tien = B A 2 K §F B (Chinese Standard Biographical
Dicaonary): 4th edit., Shanghai 1024 i

5. Omura X # 8 f&. Chung-kvo meishu shih & B 3 W # (History of Fine Ares in China Transhited
from Japanese into Chinese by Ch'én Pin-ho B H &), Shanghai 1925,

Chéng Ch'ang 8 ll, Chimg-kaio hus-haieh ch'tan-shih b B 8 & £ 3 (A History of Chinese Painting and
Art Theory). Shanghai, 1929.

Vil Shao-sung 4 #8 , Huatfa yaolu T 35 % 8 (A compendium of quotations from Chinese fexts an painting,
arranged accarding to topics, Two sections of 4 vols. cach). Shanghai, 1926

¥l Shao-mng 4 # R, Sho-hus shu-to chich-'i 9 3 3 8 W 8 (Annorated bibliography of books on painting
and ealligraphy): Peking, 1932

Liang T'ing-ssan 8 £ 8, Li-ou ming—jén shéng-tsa nien-piao BE AL B A 2 2 R (Dates oF births and deaths
of prominent men), Commercial Press, Shanghat, 1931

J. C. Ferguson, Liai chu-lu hua-mu BE {03 8 8 B (6 vols. index of pictures pmientiongd in historical records).
Chin-ling University, Nanking, 1933,

Sun Te-kung B8R &, Chungkuo huachia jén-ming ta o'f-ten o BI85 % A & A 8 0 (Biographical
dictionary of Chinese painters), Shanghai, 1914.

Himg Yeh 3t 3, Ch'ing huschuan chid anchimg M R M EH L= (r vol. Three texes by an onknown
anthor, contining short but esential biographical notes on Ch'ing dymasty painters). Harvard-Yenching
Index Series. Supplement No.8, 1034

Ts'at Chin-chung & 4 W, Chiing-tal sho-hua-chia mritchan yin2 B | R F % 5 1 {Index 10 the
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