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PREFACE

THE first edition of this book was published five
years ago. In the interval much has happened.
A quantity of new material has been brought to
light ; interest in the subject has everywhere grown
and widened. In most of the countries of the West
collectors are beginning to collect, seriously and
studiously, and no longer with a haphazard curiosity,
specimens of the classic art of China and Japan.
Museums begin to realise that these things are
worthy of acquisition for their own sake and not
merely as illustrations of ethnography or religion.
At this moment an entire museum, exclusively de-
voted to the art of Eastern Asia and built expressly
for the purpose, is being opened at Cologne. The
example will doubtless be followed. It is a sign
of the times.

It is now possible, therefore, in Europe and
America to get some first-hand acquaintance with
Asian painting, both of early and modern times.
But, as I pointed out in the preface to the first
edition of this book, the student who cannot make
the journey to the Far East will find indispensable the
immense series of reproductions published in Japan.
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PAINTING IN THE FAR EAST

In my former preface I noted my indebtedness
to the Kokka, the monthly magazine which was
founded so long ago as 188g. The drawback to this
array of volumes, treasure-house as it is, is that the
Western student cannot easily find what he wants
or bring the examples of each artist together for
comparison. In the British Museum the plates of
the Kokka have been detached from the text and
arranged according to schools and artists for the
convenience of the student. Besides the Kokka,
there are numerous and splendid publications of
the Shimbi Shoin. In the notes to the first edition
of this book reference was made to the reproduc-
tions of famous and typical pictures scattered among
the twenty volumes (not all of them at that time
published) of the “ Shimbi Taikwan.” or ** Selected
Relics of Japanese Art.” These references now
seem hardly necessary, since there has appeared
another (not yet completed) publication from the
same house, the“T'oyo Bijutsu Taikwan,” or “Selected
Masterpieces from the Fine Arts of the Far East,”
which has the great advantage of being arranged
chronologically. To supplement this, there are
separate works devoted to particular schools and
artists. The coloured reproductions in all these
Japanese publications are of a beauty and quality of
texture which must be seen to be believed, T must
reiterate the debt which the following pages owe
viii



PREFACE

to these volumes, as to the well-known works of
Dr. Giles, Dr, Hirth, and others, mentioned in the
text.

The preparation of this new edition has brought
home to me my great temerity in attempting the
original enterprise. In the last five years the op-
portunity of studying the array of masterpieces so
generously lent by Japan to England in 1910 and
exhibited at Shepherd’s Bush, as well as the chief
treasures of the Boston Museum, of the marvellous
collection of Mr. Freer at Detroit and of other
American collections, has been a stimulating ex-
perience, by which I hope the present edition has
benefited. 1 have not tried to alter or enlarge the
scope of the volume; it does not profess to be
more than an introduction to the subject. As stated
in the original preface, it is ** an attempt to survey
the achievement and to interpret the aims of Oriental
painting, and to appreciate it from the standpoint
of a European in relation to the rest of the world’s
art. It is the general student and lover of painting
whom I have wished to interest. My chief concern
has been, not to discuss questions of authorship or
archzology, but to inquire what zsthetic value and
significance these Eastern paintings possess for us
in the West. Therefore in each period I have
chosen a few typical masters who concentrate in
their work the predominant ideals of their time,
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rather than bewilder the reader with lists of un-
familiar names,” But, after all, questions of author-
ship and archzology involve themselves in @sthetic
questions: one wants to be on firm ground; and
I have found myself revising a good many state-
ments. FEspecially is this the case with the chapters
on Chinese painting. The wonderful discoveries
made in Chinese Turkestan during the last few
years have proved of the highest importance. We
now really know something about the religious art
of China during the great T’ang era, or at least we
have the means of knowing. The difference made
by these discoveries, and also, one must add, by the
unsuspected riches which Chinese collections have
revealed at the same time, has necessitated a con-
siderable amount of re-writing.

In spite, therefore, of the fact that since my first
edition several elaborate works have appeared—I
need only mention Fenollosa’s Epochs of Chinese
and Japanese Art,” M. Raphael Petrucci’s “ La
Philosophie de la Nature dans 1'Art d’Extréme
Orient,” Mr. Arthur Morrison’s * Painters of
Japan,” each of which in one way or another treats
of its subject in much greater fullness of detail than
I have attempted—in spite of this, T still hope that
these pages may continue to serve their purpose of
kindling an interest in the art of Asia and setting

the reader on the road to more exhaustive study.
X
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The notes have been entirely re-written. In them
[ have given lists of important artists of the several
periods to supplement the text, together with refer-
ences to original paintings in accessible collections,
both European and American, or to published
reproductions of pictures. Neither lists nor refer-
ences are in any sense complete ; they are merely
intended as guide-posts to the reader who desires
to make acquaintance with the actual material of
study.

The illustrations in this edition have been in-
creased in number, and a good many of the old
ones have been exchanged for other examples, either
more representative, more attractive, or more amen-
able to photography. It is hopeless to expect more
than a suggestion of the originals from any of our
mechanical processes of reproduction, though Mr.
Donald Macbeth has carried out a most difficult
task with unusual success. Nearly half of the illus-
trations are from the British Museum, which in
the last five years has been enriched, on the Chinese
side, by a number of fine examples from Frau Olga-
Julia Wegener’s collection and from other sources,
and on the Japanese side, quite recently, by the
splendidly munificent gift from Sir William Gwynne-
Evans, Bart., of the Arthur Morrison collection.
For the rest I am indebted to Mr. Freer of Detroit ;
the Trustees of the Boston Museum ; Dr. F. R.

xi
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Martin of Stockholm ; Sir William van Horne:
Mr. A. D. Hall; Mr. A, W. Bahr: the Director
of the Shimbi Shoin; and Mr. Sei-ichi Taki, the
editor of the Kokka. 1 wish to record my gratitude
to these and the many other collectors and museum
authorities in Europe and America, who have shown
me much kindness and greatly aided my studies;
and to my wife, who has helped me to prepare this
new edition and compiled a fresh index for it.

L.. B.
Odtoder 1913.
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CHAPTER I. THE ART OF THE EAST
AND THE ART OF THE WEST
N the great mystical poem of Persia, the
I “ Masnavi,” it is told how the Greeks and the
Chinese disputed as to which were the better
artists. ‘Their dispute was brought before the
Sultan ; a contest was arranged, and a house allotted
to each party for them to embellish in their own
way. The poet tells how the Chinese covered the
walls of their house with paintings, while the Greeks
contented themselves with cleaning theirs till the
walls shone bright and clear as the heavens. The
work of the Chinese was greatly admired, but it
was the Greeks who were adjudged the prize,

This story is told merely by way of illustration,
and is put to symbolic use by the poet. It would
be rash to treat it as historic relation. Yet doubt-
less it reflects some truth of tradition. At any rate
it embodies a traditional antithesis between the art
of the East and the West.

In what precisely does this antithesis exist ?
Does the Persian poet’s allusion emphasise, as we
might perhaps infer, a reliance of the East on colour,
a reliance of the West on form 7 Such an inter-
pretation would commend itself probably to general
acceptance in this country. This thesis has, in fact,
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been recently promulgated by a thoughtful writer
in an interesting and ingenious essay.* In seeking
to form a conclusion on such a subject, we cannot
do better than follow Aristotle’s method, and start
by examining some theory already in the field.
And as this theory accords with popularly received
impressions, we shall do well to see what support
it really has from facts.

“ The two main ideas,” writes the critic in ques-
tion, ** with which all art is concerned seem to have
been separately contributed, one by the West, the
other by the East. Form is chiefly a matter of the
intellect. The arts which deal with form convey
ideas. Their appeal is to the mind. Colour, on
the other hand, conveys no ideas. It is emotional,
and appeals to the senses rather than the intellect.
And this being so, it seems natural that the Western
temperament, intellectual rather than sensuous,
should excel in form rather than colour; while
the Eastern, sensuous rather than intellectual, should
excel in colour rather than form.”

There is more than one point in these too absolute
statements which challenge discussion and criticism.
But let us first follow our author in the development
of his theory.

After characterising Oriental colour as something
different from Western colour, as distinguished by
a note of “ swarthy and deep half-melancholy rich-

* " Byzantine Architecture.” Edinburgh Review, October 1904
2



THE ART OF EAST AND WEST

ness,” he goes on to say that in the Eastern con-
ception of colour there is * that union of strength
and simplicity which reveals itself only when a
nation is dealing with the things which it under-
stands and which correspond to its own genius.
To match the Eastern sense for colour we must
have recourse to the Western sense for form.” And
the West is weak, trivial, and uncertain in colour,
as the East is unstable, eccentric, and capricious in
form.

But more : * Though the idea of colour is indi-
genous to the East, yet of an adequate expression
of that idea, of its embodiment in any great work
or school of art, the East has never been capable.
. . . Diffused throughout the life of the East as
this sense for colour is, we look in vain for any
great artistic manifestation, any school of painting
or architectural style of Eastern origin and growth,
which shall centralise and collect that sense for
colour for us. The impotence that saps the emo-
tional temperament has waited on the East.” Ac-
cording to this writer, it was the Byzantine Greeks
who were called upon to effect a manifestation of
the Oriental ideal of colour, an ideal which the
Oriental races had been too feeble-willed to do
more than trivially illustrate in minor arts and
crafts.

All this is as plausible at first sight as it is inter-
esting. But now we must ask, On what evidence

3
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is this theory based ? The writer has many and
definite illustrations to draw from in the field of
Western art, but his illustrations from the East are
fragmentary and vague. Have the Oriental races
really been so impotent and uncreative? Do the
vague associations of luxury and sensuous magni-
ficence which the * gorgeous East ** brings into our
minds really represent all that is to be known of it ?
Is there nothing besides carpets and embroideries,
lustrous wares and richly ornamented metal-work,
familiar to our eyes in our shops, as Aladdin’s trays
of rubies and the glowing furniture and background
of the *“ Arabian Nights,” together with a hundred
phrases from the poets, are familiarly impressed on
our imagination, with the same vague and sumptuous
effect 2 If so, then we must indeed say that art in
the East has never emerged from the barbaric stage,
the stage in which decoration precedes design, and
in which the sense for beauty remains childish,
fascinated by colour and movement, unable to grasp
organic relations, incapable of coherent and articu-
late production.

We say “ the East,” with how huge a generalisa-
tion! Most Englishmen, if they ask themselves
what materials their minds have collected to furnish
and fill out this broad idea, will think above all of
India. And if they pursue the question into a
special field of art, reminiscences of travel or of
reading will recall images of architecture that are,

4
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at least to our eyes, inexpressive and fantastic,
together with, it may be, some scattered specimens
of Persian miniature painting or Japanese colour-
prints, and for the rest mere craftsman’s work,
textiles, and bric-a-brac.

Whatever be the merits of Oriental architecture,
one may say at once that it is not in this art that
the genius of Asia has found its supreme expres-
sion. There is a reason for this, which we shall
revert to later.

Let us take pictorial art: Persian paintings,
Japanese prints and drawings, what have these in
common ? Are they sporadic outbursts, one on
the western the other on the eastern verge of the
vast continent /! Or are they both related to an
older and more central art ?

The latter answer is the right one. It is in China
that the central tradition of Asian painting must be
sought for. Of all the nations of the East, the
Chinese is that which through all its history has
shown the strongest @sthetic instinct, the fullest and
richest imagination. And painting is the art in
which that instinct and that imagination have found
their highest and most complete expression. If we
are to compare the art of the East and the art of the
West, in their essential character and differences,
we must take as our type of the former the pictorial
art of China,

But why not of Japan? some may ask. For it

5
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has been popularly believed—though the belief is
fast losing ground—that in art the Japanese have
enormously improved on what they have derived
from China. Certainly they have added new
elements, and in some particular respects have
surpassed the older nation, though in other respects
they have never attained the same level. So vast
an amount of Chinese painting has been lost or
destroyed that we have no means for any detailed
comparison. Yet even what little remains vindicates
its great claim. The Japanese look to China as we
look to Italy and Greece : for them it is the classic
land, the source from which their art has drawn not
only methods, materials, and principles of design,
but an endless variety of theme and motive. As
in the late nineteenth century Japan has taken over
the material civilisation of Europe, so, more than a
thousand years earlier, she took over and absorbed
the civilisation of China, its art, its religion, its
thought, But it was not foundation and starting-
point alone that Chinese art supplied, but a pattern
and ideal. Again and again the painters of Japan
have renewed their art with fresh life and inspira-
tion from the vigorous schools of the continent.
The first great school of painting in Japan derived
entirely from the grand and forcible style of the
masters of the T’ang dynasty. In the twelfth and
thirteenth centuries a school arose which developed

a native character in its design, and enrolled in its
6
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ranks a number of splendid draughtsmen and gor-
geous colourists. When this school decayed, it was
again from China that the renaissance came, the
great renaissance of the fifteenth century which
established the three classic schools of painting in~
Japan, and gloried in infinite variations on themes
already handled with consummate feeling and ex-
pression by the galaxy of artists who flourished
under the Emperors of the House of Sung. The
next phase in Japanese painting was inaugurated
by emulation of the rich and decorative colouring
of the earlier Ming epoch ; and once more, in the
eighteenth century, a last wave from the now de-
clining art of China left its traces on impressible
Japan.

The painting of the two countries, therefore,
represents one great and continuous tradition, a
tradition maintained and made illustrious by count-
less artists for two thousand years. From China
that tradition, with its principles and ideals, origi-
nates ; not only Japan in the East, but (to a less
degree) Persia in the West, has derived inspiration
for its art from the fertilising overflow of that wonder-
ful nation whose history has been the continued
absorption from without of barbarous neighbours
and invaders, and the imposition on its conquerors
of its own civilisation.

The general conception of Chinese art which till
the last few years prevailed in Europe was entirely

7
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founded on the productions of its decadence. Even
in the case of the porcelain, it was the later kinds
that were collected and prized: the simpler and
grander forms of the earlier periods are only be-
ginning to be appreciated. In the case of painting,
the real nature of the art remained unguessed at
for centuries after * Chinoiseries ”’ won their first
vogue in the West. The bastard and comparatively
worthless productions made now for two centuries
for the European market in Canton represented for
those of the general public who had formed any
idea at all on the subject the pictorial art of the
Empire; and they associated that art with bright,
if harmonious, colours, a tame and flaccid sense
of form, and the monotonous repetition of effete
conventions.

But if we take the central tradition of Asian
painting in its great periods and most typical form
of expression, what do we find? We find a type
of painting in which colour, so far from being pre-
dominant, is an always subordinate element, and is
often entirely absent,

The painting of Asia is throughout its main tradi-
tion an art of line. The Chinese of the twelfth
century, the Japanese of the fifteenth, evolved an
art of tone, but in both cases eliminated colour.,

A Chinese critic of the sixth century, who was
also an artist, published a theory of msthetic prin-
ciples which became a classic and received uni-

8
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versal acceptance, expressing, as it did, the deeply
rooted instincts of the race. In this theory it is
Rhythm that holds the paramount place ; not, be
it observed, imitation of Nature, or fidelity to
Nature, which the general instinct of the Western
races makes the root-concern of art.

In this theory every work of art is thought of as
an incarnation of the genius of rhythm, manifesting
the living spirit of things with a clearer beauty and
intenser power than the gross impediments of com-
plex matter allow to be transmitted to our senses in
the visible world around us. A picture is conceived
as a sort of apparition from a more real world of
essential life.

Everyone knows the story of the grapes of Zeuxis
which appeared so like real grapes that birds came
to peck at their tempting clusters. The Chinese
have parallel fables about famous masterpieces, but
how different an order of ideas they attest! A
great artist painted a dragon upon a temple wall,
and as he put the final touch to it, the dragon, too
instinct with life, soared crashing through the roof
and left an empty space. The inner and informing
spirit, not the outward semblance, is for all painters
of the Asian tradition the object of art, the aim with
which they wrestle.

Let us take an example, a Chinese painting of
the thirteenth century. The subject is “ The Moon
over Raging Waves.”” Doubtless to the Chinese

9
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mind the theme had its symbolic side; the peace
of the radiant soul above the fluctuating tumult of
the passions is perhaps the parallel suggested ; but
we need no more for enjoyment than the inherent
poetry of the contrast. The picture presents us
with a vision of the sea, a waste of waves curling
over into foam, pale under the brightness of the full
moon. And the waves are represented by lines
which, if they neglect the accidental edges and
broken forms of rough water as we see it, emphasize
the continuous curve and rhythm by which waves
are actually created. Another treatment of this sub-
ject—traditional, like so many of the subjects of
Asian art—shows the golden moon appearing over
the shoulder of a shadowy promontory, and at its
base a single wave flung up out of darkness into
the moonlight. The same treatment of water per-
sists throughout this art, from the earliest examples
we know down to Okio and Hokusai in Japan. Itis
always the essential character and genius of the ele-
ment that is sought for and insisted on : the weight
and mass of water falling, the sinuous, swift curves
of a stream evading obstacles in its way, the burst
of foam against a rock, the toppling crest of a slowly
arching billow ; and all in a rhythm of pure lines.
But the same principles, the same treatment, are
applied to all subjects. If it be a hermit sage in
his mountain retreat, the artist’s efforts will be

concentrated on the expression, not only in the
10
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sage’s features, but in his whole form, of the rapt
intensity of contemplation; towards this effect
every line of drapery and of surrounding rock or
tree will conspire, by force of repetition or of con-
trast. If it be a warrior in action, the artist will
ensure that we shall feel the tension of nerve, the
heat of blood in the muscles, the watchfulness of
the eye, the fury of determination. That birds
shall be seen to be, above all things, winged crea-
tures rejoicing in their flight; that flowers shall
be, above all things, sensitive blossoms unfolding
on pliant, up-growing stems ; that the tiger shall be
an embodied force, boundless in capacity for spring
and fury—this is the ceaseless aim of these artists,
from which no splendour of colour, no richness of
texture, no accident of shape diverts them. The
more to concentrate on this seizure of the inherent
life in what they draw, they will obliterate or ignore
at will half or all of the surrounding objects with
which the Western painter feels bound to fill his
background. By isolation and the mere use of empty
space they will give to a clump of narcissus by a
rock, or a solitary quail, or a mallow plant quivering
in the wind, a sense of grandeur and a hint of the
infinity of life.

Who shall say of such an art that it is not mature,
still less that it is impotent to express ideas? In
its coherence and its concentration, in its resolute
hold on the idea of organic beauty, this tradition,

19
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so old in the East, manifests the character of an art
that has reached complete development.

This painting, we have said, is an art of line
rather than an art of colour. Yet it is not difficult
to see how an art of line can come to have for one
of its chief characteristics, and for its most obvious
attraction, the charm of colour. The Japanese
prints of the eighteenth century, for instance, proved
a revelation of exquisite colour to Europeans ; and
yet they too are in their essence linear designs.
The reason is that these linear designs, though ex-
pressive of interior form, aim at no illusion of relief,
and ignore cast shadows. The spaces to be coloured
are flat spaces, and the instinct of the artist is to
invent a harmony of colours which intensifies and
gives added charm to the harmony of line. Such
an art never loses sight of the primary condition of
a picture as a decoration on a flat wall ; and with
this decorative aim the free and undistracted develop-
ment of colour-harmonies is naturally associated.
It is when a new and absorbing interest is added to
pictorial art, when the artist attempts to produce the
likeness of figures and objects as they appear in
relief, and begins to use light and shade as a means
to this end, that his mind is distracted from the
pursuit of harmony in line and colour; these
become secondary aims, and as a natural conse-
quence the sense for colour becomes weak and
uncertain. Why is it that in Italian painting before
12
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the Renaissance, even where no decided genius for
colour is shown, the colour of quite minor, insig-
nificant, and provincial masters pleases us? It is
because the painting of those early periods was as
yet unconfused and undistracted by the problems
of chiaroscuro. European painting, however, was
soon committed to the portrayal of relief and the
ideal of complete realisation. In the North this
was inevitable because of the powerful instinct
towards realism innate in the races of the Nether-
lands, the early flowering of whose genius directed
the aims of painting. In Italy it was equally inevit-
able, because of the intellectual passion for science
which was inseparable from the genius of Florence ;
and it is from the great Florentine school that
Europe inherits its main tradition of design for all
ideal subjects. Scientific curiosity has, ever since
the Renaissance, played a potent part in the history
of European art. In painters like Paolo Uccello
we find the struggle to master perspective over-
shadowing the purely artistic quest for beauty, just
as in our own time an intense interest in scientific
discoveries about the nature of light has led a whole
school of landscape painters to sacrifice fundamental
qualities of design in a passionate endeavour to realise
on canvas the vibration of sunlight.

Science must of course play a part in the pro-
duction of all mature painting. The artist in his
desire to discover beauty is confronted with difficult

3
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problems which he must acquire the science to
solve ; but it is as a means to an end, and only as
a means. It is the besetting vice of our Western
life as a whole, so complex and entangled in
materials, that we do not see things clearly ; we
are always mixing issues and confounding ends
with means. We are so immersed in getting the
means for enjoying life that we quite forget how
to enjoy it, and what is called success is, oftener
than not, defeat. So, too, in current criticism of
painting, we find it commonly assumed that an
advance in science is of itself an advance in art;
as if correct anatomy, a thorough knowledge of per-
spective, or a stringent application of optical laws
were of the slightest value to art except as aids to
the effective realisation of an imaginative idea.

The scientific aim which has warped and weakened
certain phases of modern painting in Europe 1s 2
symptom of Western tendencies in extreme. The
East has also sometimes carried its tendencies to
extreme ; we find the expression of them in what is
known as the Literary Man’s Painting of China and
Japan, a kind of art which has as little reference as
possible to external fact and relies entirely on vague
suggestions of poetic mood.

But, ignoring these extreme expressions, let us
regard rather the sum of classic painting in Asia
and in Europe.

The main arresting difference is, as we have seen,

14
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that the painting of Europe does not limit itself ;
it is not content till it has mastered every possible
means of communicating ideas through the repre-
sentation of the visible world : it emulates the
effects of sculpture, in order to communicate the
emotions which alone can be produced by figures
seen in roundness and relief ; it emulates the effects
of architecture, in order to communicate the emotions
that only ordered spaces and perspective can evoke.
And it wants to produce all these effects at once,
as well as the effects of harmonious line and colour.

The painting of Asia, on the other hand, limits
itself severely. It leaves to sculpture and to archi-
tecture the effects proper to those arts. But it has
not remained merely decorative, as so many people
assume ; it is in its own way fully as mature as
our own.

The great painters of either continent have pur-
sued the same end. They have sought to com-
municate life-giving ideas of beauty in a sensuous
embodiment. The means employed have been
different, yet not so different as would appear at
first sight. Limited to line, the painters of Asia
have concentrated centuries of study on the effort
to make that line intimately expressive of form ;
and with mere contour they succeed in producing
the illusion of perfect modelling. The very ease
with which relief can be represented by shadows,
as with us, has taken away from our painters the

5
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necessity for this concentration and weakened their
sense for expressive line. The painters of the East
have succeeded in giving life to their figures ; and
that the figures in a picture should impress us as
real, breathing, laughing, sorrowing humanity, this
is the essential thing we demand. Absolute anato-
mical correctness, which pedants demand, detracts
from this impression, and is no more present in
the great painting of Europe than in the great
painting of Asia. The fact is, we are so used to
our own set of conventions that we forget how
large a part they play even in the most realistic
pictures, and when confronted, in the art of Asia,
with a different set of conventions, we are apt to
fix our attention entirely on them, instead of allow-
ing ourselves to receive the suggestions of reality
which these are intended to produce. So it is
often said that there is no perspective in Chinese
and Japanese painting, M. Raphael Petrucei, in a
most illuminating, comprehensive, and masterly
essay,* has entirely exploded this fallacy. He has
conclusively shown that the mastery of perspective
in Eastern painting is quite comparable to that of
European painting, only it is different in the con-
ventions it allows; it has been naturally evolved
out of the past history of art in Asia, whereas in
Europe its problems were approached in the fifteenth

* “ Les Camactéristiques de la Peinture Japonaise,” Par R. Petrucci
Revue de ' Université de Bruxelles, Janvier-Février, 1907.
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century from an abstract point of view, as geometry,
in a conscious effort to recover effects known to
have been achieved by the Greek painters. As we
shall see, Chinese painters of the eighth century
and the twelfth century, among many others, have
left treatises on the means of representing in a
picture the appearances of the relative distances of
objects in space. But M. Petrucci has also shown
that in European painting, even in masterpieces of
artists like Leonardo and Ingres, the laws of per-
spective are boldly violated in obedience to msthetic
necessities, although we are entirely persuaded of
the reality of the effect produced, and the violation
is only perceived when we resolutely discard the
artistic impression and make a patient scrutiny from
the point of view of science alone. He reminds
us, too, how easily Hokusai was able to assimilate
European perspective, learnt from the Dutch at
Nagasaki, to the perspective of the Japanese.
Readers of Goethe’s * Conversations” will re-
member his striking comment on a landscape by
Rubens. He showed an engraving after this picture
to the ingenuous Eckermann, and asked him to say
what he noticed in it. After minutely describing every
detail, Eckermann at last saw what he was intended
to see, that the figures in the picture cast their
shadows one way and the trees another. Light, in
fact, was introduced from two different sides, in a
manner ** quite contrary to Nature.” * That is the
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point,” said Goethe. “ It is by this that Rubens
proves himself great, and shows to the world that
he with a free spirit stands above Nature and treats
her conformably with his high purposes.” Ad-
mitting that the expedient was somewhat violent,
still Goethe praises * the bold stroke of the master,
by which in a genial manner he proclaims to the
world that art is not entirely subject to natural
necessities, but has laws of its own.” *° The artist,”
he continues, “ has a twofold relation to Nature ;
he is at once her master and her slave. He is her
slave, inasmuch as he must work with earthly things
in order to be understood ; but he is her master,
inasmuch as he subjects these earthly means to his
high intentions.”

Goethe’s mind, so magnificently free from pre-
judice, at once sheds the light of truth upon the
subject. The laws of science are not the laws of
art. Yet so permeated are our ways of thought
(how much more so since Goethe's day !) by scientific
conceptions, that to many this criticism of his will
seem a startling paradox and a dangerous heresy.
On the contrary, the danger and the heresy are with
those who import scientific views into judgments
on art. Few of us probably realise how strong this
influence is; to what a degree, in the public, it
prevents a free judgment of painting, and how
tyrannical a claim it makes upon the painter of
to-day.

18
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Here is one thing we can learn from the study of
Oriental painting. We can learn to distrust this
tendency, absorbed from an age of triumphant
science, to set up an external objective standard,
asking of a picture whether it correctly represents
the objects it portrays, instead of asking to what
service the materials have been used, and whether
it is a real experience to our souls. Our art, like
our civilisation, too often defeats its own end ; in
the thirst for reality it falls into indiscriminate
acceptance, and loses or obscures essentials. The
art and the life of the East stand, with far more
constancy, for a finely valuing choice.

We may now turn back for a moment to re-examine
the theory with which we started. The notion that
the idea of form is the great contribution of the
West to art, and the idea of colour the great con-
tribution of the East, is, we can now see, founded
on entirely inadequate evidence, and even if true
would not touch the essential question. There is
indeed an unreality in the antithesis. ~What is
meant by the idea of colour and the idea of form ?
The phrases have no meaning except in so far as
the idea of harmony or rhythm underlies both.
Nor can the intellectual appeal in art be divorced
from the sensuous or emotional appeal. Great art
only begins when all these are absorbed and unified
in one complete yet single satisfaction. It is a proof
of the profound ignorance prevailing in the West
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of Asiatic art that so earnest and thoughtful a student
as the critic I have quoted should totally ignore the
painting of China and Japan. In that painting the
Oriental sense for colour is assuredly “ collected and
centralised ' to magnificent effect. Yet I do not
believe that the sense of colour is peculiar to the
East, and that the West has only a * taste ” for
colour, without instinctive sense. Remember how
easily even the Oriental sense for colour, strengthened
by ages of tradition, can be corrupted by the intro-
duction of cheap pigments invented by the chemists
of Europe. Nowhere is there lovelier colour than
in the Japanese prints of the fine period in the
eighteenth century ; nowhere is there viler or more
hideous colour than in those same prints when in-
vaded during the ’sixties of the last century by the
aniline pigments of the West. In Europe also the
multiplication of pigments by chemistry has further
weakened a colour sense already enfeebled or ob-
scured among painters by scientific aims imported
intoart ; just as our sense for form has been vitiated
and degraded by the commercial manufactures of
machinery. T incline to believe that in the life of
medizval Europe the sense for colour played as
strong a part as it is still claimed to play in Oriental
life.

Both in this and in other respects, if we take a
comprehensive view of the pictorial art of both con-
tinents, the differences which arrest at first sight
20
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tend to lessen or disappear on closer scrutiny, The
critic I have quoted was misled, I think, by con-
centrating his attention on architecture rather than
on painting. With Oriental architecture this book
is not directly concerned. Yet all art is one, and I
do not wish to ignore conclusions that such a study
might provoke. We find that painting in the East
has carefully eschewed all emphasis on the solidity
of materials ; it ever tends to absorb object in idea ;
it is natural, therefore, that we should not expect
the Asian spirit to find congenial expression in such
an architecture as our own. I write with difidence
on the subject, but so far as I understand the archi-
tecture of Japan, for instance, I would say that it
was conceived in a different spirit from our own ;
that a building was regarded less in itself than as a
fusion of man’s handiwork into Nature, the whole
surroundings of the scene making part, and perhaps
the chief part, of the architect’s conception. And
here we touch what is certainly a very real and ani-
mating principle in the pictorial art of the East, and
come at last on a more essential difference between
the art of the East and the West,

This difference is rooted in philosophy of life, in
mental habit and character. An opposition between
man and Nature has been ingrained in Western
thought. It is the achievements, the desires, the
glory and the suffering of man that have held the
central place in Western art'; only very slowly and

21



PAINTING IN THE FAR EAST

unwillingly has the man of the West taken trouble
to consider the non-human life around him, and to
understand it as a life lived for its own sake : for
centuries he has but heeded it in so far as it opposed
his will or ministered to his needs and appetites.
But in China and Japan, as in India, we find no
barrier set up between the life of man and the life
of the rest of God’s creatures. The continuity of
the universe, the perpetual stream of change through
its matter, are accepted as things of Nature, felt
the heart and not merely learnt as the conclusions
of delving science. And these ways of thought are
reflected in Eastern art. Not the glory of the naked
human form, to Western art the noblest and most
expressive of symbols ; not the proud and conscious
assertion of human personality ; but, instead of
these, all thoughts that lead us out from ourselves
into the universal life, hints of the infinite, whispers
from secret sources—mountains, waters, mists,
flowering trees, whatever tells of powers and pres-
ences mightier than ourselves : these are the themes
dwelt upon, cherished, and preferred.

The Italian Renaissance, and all the art deriving
from its inspiration, represents the glorification of
man. Only lately have we begun to feel dissatisfied
with the ideas embodied in that movement and its
splendid productions ; to become conscious that
Europe has lost something which we desire to
recover fibm those times which in the great Gothic
22
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cathedrals had power to transmute materials, even
the most solid and massive, into ideas and aspira-
tions, Setting out to conquer the material world,
to master its secrets and harness its energies to our
uses, we have given our devotion to science ; but in
the end science has humbled us. In the nineteenth
century we in Europe came to apprehend more
justly the true place of man in the world, and the
art of our time arrives at just such a conception as
the art of China had expressed, with perhaps even
more truly modern feeling, a thousand years ago. 1
hope to make this plain when we come in the course
of our survey to the painting of the Sung period,
and can consider its productions in more detail.

It is in landscape, and the themes allied to land-
scape, that the art of the East is superior to our
own. The power of the art of the West excels in
the human drama.

The Western spirit is full of an overpowering
sense of the sublime capacities of mankind.

““ What a piece of work is 2 man! how noble in
reason ! how infinite in faculty ! in form and moving
how express and admirable ! in action how like an
angel | in apprehension how like a god ! the beauty
of the world ! the paragon of animals ! ”

Yet it is inevitable that to this spirit the hour of
discouragement and dismay should bring, with a
23
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sharpness unknown to the Oriental temper and the
detached Oriental mind, the desolation of the sen-
tence of mortality :

“And yet what to me is this quintessence of
dust | 7

The high Renaissance pride and glow are apt to
leave this bitter taste in the end. Absorption in
man as the centre of the world and hero of existence
leads certainly to loss of that sanity and sweetness
which an openness to the abiding presences of the
non-human living world around us infuses into life,
and which are so abundant and refreshing in the
art we are about to consider. It is not by that
absorption that we shall find the full meaning or
animating power of our Western faith that in man
the divinity is revealed.

I have sometimes thought that if our modern
painting had developed continuously from the art
of the Middle Ages, without the invasion of scien-
tific conceptions which the Renaissance brought
about, its course would appear to have run on very
similar lines to that of the painting of the East,
where the early religious art, so like in aim to that
of the early Italian frescoes, flowered gradually into
naturalism, always pervaded by a perfume of
religious idealism. As it is, the painting of Europe
is richer, more complex, it has added powers and
new resources ; its contrast with Eastern art is like
24
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that of dramatic poetry with lyric poetry; more
matter has been taken in hand, more difficulties
attempted. The limitations of Eastern tradition
keep its art pure and make even the productions of
insignificant artists a pleasure to look upon. In
our more burdened and more troubled art failure
is far more frequent, though to its greatest triumphs
attaches, it may be, a greater glory.
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CHAPTER II. EARLY ART TRADITIONS
IN ASIA

N the winter of 189596, Dr. Sven Hedin,

travelling across Central Asia, passed in the

district of Khotan the mounded remains of
deserted cities, covered up with drifts of sand.
Khotan is in Chinese Turkestan. It was 2 small
kingdom, paying tribute to China, lying to the
north and somewhat to the east of Kashmir, on
the southern edge of the Takla-Makan Desert.

Already there had filtered through to India
objects claimed to have been found in the ruined
cities of Khotan ; and now the information brought
by Sven Hedin suggested that the sites which he
had noticed should prove a favourable starting-
point for systematic excavation. An expedition was
sent out by the Indian Government under Dr. (now
Sir) Aurel Stein, and the results of his successful
exploration published in 1903, and more fully in
1907, proved of singular interest. That expedition
has been followed up by numerous missions to
Turkestan, Russian, German, French, and Japanese,
as well as English, all of which have added greatly
to our knowledge.
The cities of Khotan were abandoned about the
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eighth century A.D. The sand encroaching in waves
from the great desert had made them no longer habit-
able. It was not, as with Pompeii and Herculaneum,
a sudden calamity arresting a people in its daily life ;
what the people of Khotan valued they took away
with them; yet what was left is interesting enough.
And the dry sand of the desert has preserved it all
with perfect freshness for more than a thousand
years.

What, then, do we find in this little, remote
kingdom in the heart of Asia? We find sculpture
and paintings ; we find heaps of letters on tablets
of wood; odds and ends of woven stuffs and
furniture ; and police notices on strips of bamboo.
The police notices—couched in just such terms as
we use to-day, ‘“ Wanted, a man with a grizzled
moustache,” &c. &c.—the police notices are in
Chinese. The letters are written in a form of
Sanskrit. But the string with which the wooden
tablets are tied is sealed with a clay seal ; and in
most cases the seal is a Greek seal, the image of an
Athene or a Heracles.

Here then we touch three great civilisations at
once : India, Greece, China.

Each of these three great civilisations contributes
to the building up of Asiatic art. What, then, of
the paintings and the sculpture ?

The paintings are in outline, with a certain
amount of flat colour, on a white ground. The
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subjects are mostly figures from Buddhist legend.
The style is of a primitive character.

If we ask ourselves what affinities these paintings
reveal, with what art we can connect them, we
cannot answer very definitely. We are reminded
of features in Indian, Persian, Chinese, and early
Japanese painting. What is certain is that these
paintings represent, probably in a provincial type,
the traditions of the early pictorial art of Asia,
characterised by the definite strong outline on a
white ground. They represent, we may safely
assume, a whole world, whole epochs, of painting
which are lost to us,

Will the sculptures tell us more ? They at once
remind us of other sculpture; of the numbers of
statues and reliefs found in the district called
Gandhara, lying along the lower valley of the
Kabul River. These, like those of Khotan, are all
Buddhist images. We know that the art of the
sculptors of Gandhara was at its finest in the first
and second centuries of our era. But in their
statues we notice a gradual change and develop-
ment. We see what seems a2 Greek Apollo ; and
then little by little the Greek features become more
Indian ; Apollo transforms himself into Buddha.
The glad serenity of the Sun-God of the West, so
open-eyed, so triumphant, takes on an ever-deepen-
ing shade of thought, the rapt smile of the world-
withdrawn spirit contemplating eternity,
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Here, then, in Gandhara, as farther east in
Khotan, the art of Greece makes its power felt.
We know how immense that power has been as a
living influence through centuries of European art,
and we may be tempted to ascribe to it a governing
influence in Asia. Yet in truth these traces that
we have noticed mark the ebb of a receding tide.

In 323 B.c.,, Alexander died in Babylon. He
had carried the arts and civilisation of Hellas far
into the East. Cities on sites that he had chosen,
Kabul, Kandahar, endure to this day. He had
penetrated into remote regions north-west of India,
and on into Turkestan. From the mouths of the
Indus he had sent his fleet westward to explore the
Indian Ocean. Arrian’s narrative of the voyage
reveals to us what a tremendous, unwilling adven-
ture this was to the Greek sailors: they felt
embarked on another Odyssey, and at every isle
they touched expected legendary monsters to attack
them. The will of one man, whose magnificent
ambition was to conquer the world for the mind
even more than to possess its riches and dominions,
had hurried with him a home-sick army thousands
of miles from its base, over deserts of burning
sand, over mountains of perpetual snow, into the
plains of India and to the shores of the Ganges.
He reduced the Indian Ocean from a sea of terror
and romance to known and navigated waters; he
was preparing, even when death overtook him, to
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man his fleet again and send it from the Euphrates
westward round the continent of Africa.

So much a single brain, filled with the conviction
that “ man’s foe is ignorance,” could do. He had
brought Asia and Europe into contact, as they
have never really been in contact since till Japan
in our own day, filled with the passion for know-
ledge, absorbed the achievements and the civilisa-
tion of the West.

But Alexander died, not forty years old; and
after his death the two continents shrank apart.
Even his own exploits relapsed into fable, He
became a hero of romance. Even now in common
opinion he is conceived as a dazzling figure of
knight-errantry in the mists of history, too remote
to be more than half believed in. His empire was
split into fragments. One of these fragments was
Bactria (Bokhara) ; and there, it has been supposed,
a school of sculptors maintained some tradition of
the art of Greece, though the traces of Greek style
visible in the statues of Gandhara are now generally
thought to be due rather to later contact with the
Roman world. Still, it was Alexander who gave
Hellas her footing in Asia.

In spite of the tendency of the two continents to
shrink apart, the lines of communication between
East and West were more open than is commonly
supposed. Darius had already sent an expedition
eastwards to explore Asia and discover the mouths
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of the Indus. Great trade routes were established.
Nor was all the enterprise on the side of the West.
In zo0 B.c. the Chinese, seeking markets for their
silk, opened communications with Western Asia.
A century later the Emperor Wu Ti sent a mission
to the same regions. Greek designs appear on
the earliest metal mirrors of China. It is possible
that in the Chinese fable of the Paradise of the West *
the Myths of the Greeks may be reflected.

Conquest and commerce we note, therefore, as
two powerful influences in the dissemination of the
arts, But a third and far more powerful influence
was religion.

The history of the art of Asia is intimately bound
up with the history of Buddhism, just as the history
of European art is intimately bound up with the
history of Christianity. By the growth and spread
of Buddhism all the various influences we have
noticed in the arts of many races were swept along
and fused into a vitalising stream. Sakyamuni, the
prince of a little territory in Nepal, who abandoned
his throne, his wealth, and his family, stricken
with the thought of the miseries of mankind ; who
abandoned asceticism after years of practice, as he
had abandoned the world before, and at last found
enlightenment in the discovery that all evil resided
in the individual will to live—Sakyamuni lived and
died in the sixth century B.C. Three centuries

= H. A. Giles, " Adversaria Sinica,” No. 1.
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later the religion of the Enlightened One, the
Buddha, Sakyamuni, was embraced by the great
Emperor Asoka, that pure and lofty soul whom
Marcus Aurelius would have hailed with fraternal
emotion, whose name is venerated over all the East,
who united India, and whose mild edicts engraved
on pillars were set up all over India, some of which
are found standing to-day. The Buddhist art en-
couraged by Asoka was affected by Western sculp-
ture, whether through inheritance from Alexander’s
conquest, or through contact with Roman art, or
through both of these influences ; and thus the
Graco-Indian style was born. .

Soon Buddhism spread beyond the confines of
India. Its destiny was to wander. In time it died
out completely from the land which had given it
birth, but was passing like a fire over Asia, kindling
and transforming new and diverse races. In
Gandhara the flame of enthusiasm burnt fiercely,
and then died, as it would seem, of its very excess.
In AD. 404 a pilgrim found five hundred temples in
that country, thronged with worshippers. By the
seventh century all were in ruins. Meanwhile
Buddhism had reached China. In anp. 67 the
Emperor Ming Ti sent across the Himalayas to
seek the truth about this religion. His messengers,
we know, brought back images with them. During
the next centuries many were the Chinese pilgrims
who crossed the mountain passes to visit the sacred
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sites. Most famous of these is Fa Hsien, who
journeyed, A.D. 399—414, from China through Khotan
westward, entered India through Gandhara and
Peshawar, visited the sacred sites in the ancient
kingdom of Magadha, and returned home over sea
by way of Ceylon. This we know from the record
he has Jeft.

From China to India Fa Hsien travelled over
the great beaten route which was only to be closed
in later times by the conquering Mohammedans.
By this same route Buddhism had travelled from
India into China. It had, we cannot doubt, a
transforming influence on the art of the countries
through which it passed. In Gandhara it combines
with Hellenism to give a new character to the
native Asiatic style. Moving east along the chain
of oases which border the great deserts, it impresses
its genius on the painting and sculpture of Turkestan,
but less perhaps in the way of style than in the way
of content. The art of Khotan as of the more eastern
sites points to the existence of a tradition of painting
which seems to have been common to the Asian
continent, and may well have flourished in Central
Asia before the advent of Buddhism. Passing yet
farther north-east, we come to Turfan; and here
successive German expeditions have discovered and
brought back to Berlin frescoes and paintings on silk
and paper which are of great interest, as well as
manuscripts of extraordinary importance for the
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study of philology and religion. These latter throw
light on the history of Manichzism and of its founder
Mani, who attempted to combine in one religion
Christianity, Buddhism, and Zoroastrianism. The
paintings show a variety of styles, and affinities now
with Ajantd, now with Gandhara, now with China,
while fragments of miniature paintings suggest the
beginnings of the rich medizval art of Persia.

But in purely artistic interest even these discoveries
have been surpassed by the wonderful finds of Sir
Aurel Stein on his latest expedition. An account
of his adventurous and romantic journey has been
given in the explorer’s “ Ruins of Desert Cathay”
published in 1912, and the detailed description of
the treasures found at Tun-huang and other sites
will shortly be given to the world. The immense
importance of the paintings brought home from
this expedition is that, among a good deal of mere
provincial art, there are splendid specimens of the
real T’ang art of China, hitherto known only in the
most fragmentary way: and several of these are
dated. After Sir Aurel Stein, M. Pelliot visited the
same rock-temple of Tun-huang and brought away
the manuscripts and paintings left by his predecessor,
and these are now in Paris.

And so we come to China itself. Though some
writers have presumed that Buddhism in this long
journey northward and eastward created art as it
went, and found in China but rudimentary begin-
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nings which its inspiration at once transformed,
I believe, on the contrary, that Chinese art was
fully developed before Buddhism brought its new
store of motive and imagery. Indeed. the import-
ance of Buddhism as a creative factor in the art of
China can be easily exaggerated. The truer view
would be that it came to infuse with devotional
fervour conceptions already rooted as philosophic
ideas in the mental habits of the Chinese.* 1 shall
presently show what evidence supports this view.
But first let us see what we have ascertained already.

[t must be remembered that the great mass of the
new material discovered by the several missions
in these regions of Central Asia dates from an epoch
(round about the eighth century a.p.) contemporary
with the grandest period of Chinese art, the T’ang
dynasty : little can be assigned to a date so early
as the sixth or fifth century. But it is in pro-
vincial localities that the oldest traditions linger ;
and we cannot doubt that among this material is to
be traced the primitive pictorial tradition of Eastern
Asia,

Asia in the first centuries of our era we have
found to be not sharply divided into self-contained
empires, but a continent in which communication
was so free that not only the commodities of trade,
but the animating ideals of religion, could bring

" An admirable and fucid treatment of the question is given in
Petrucei's * Philosophie de la Nature dans I'Art d'Extréme Orient.”
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about a fertilising contact between its different
races. To assume that the cradle and origin of
Asiatic art belonged to any one country of the
continent in particular would be a vain supposi-
tion, an unprofitable starting-point for inquiry.
We must rather assume that there was, in painting
at all events, 2 common Asiatic style, an art of
line ; and our aim should be to inquire which of
the races of Asia developed this style to finest use
and power. It might be natural, in lack of evi-
dence, to suppose that India, which gave to Asia
the kindling ideals and imagery of Buddhism, was
the land to which we should turn for the noblest
creations of art. Yet we are confronted at once by
the fact that in creative art, at least if we judge by
what survives, India is comparatively poor.

One great monument of Indian painting remains
—the frescoes of the cave-temple of Ajanti, dating
from the fifth to the seventh centuries AD. In a
gorge of the Western Ghats, among magnificent
mountain scenery, the Buddhist monks hewed out
of living rock this vast temple of many caves, cool
in their gloom even when the neighbouring valleys
are scorched with unbearable heat. And here on
the walls Indian artists painted the scenes of the
life and death of Buddha. Darkened and damaged
copies from some of these frescoes have hung for
long in the Indian Museum at South Kensington ;
but the recent copies made by Mrs. Herringham
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with the assistance of Indian artists, which have
been lent by the India Society to the same museum,
give much better scope for study. The paintings
can also be studied in the two large and elaborately
illustrated volumes published by Mr. John Griffiths
in 1896. The art of Ajantd is characterised by the
strong outline which marks the early Asiatic style ;
is bold and broadly massed, greens, reds, and yellow
foiled by white ; the figures and faces are animated,
there is force and individuality in them, a strong
sense of life. We feel that the painters were possessed
by their subject; they worked with fervour and
devotion. This, and the scale of the frescoes,
the energy of the drawing, the beauty and vigour
of many individual figures, make a forcible and im-
posing impression, even though the composition
1s often turbid, and we are left with a sense of
splendid struggle rather than of mastery. This great
group of paintings takes in the history of Asian art
the same kind of place that is taken in European art
by the frescoes of Giotto and his followers at Assisi.
The same Indian artists, or artists of the same
school, were probably the authors of a less
important but very interesting series of cave-
paintings found in the rock of Sigiri in Ceylon,
an abrupt mass rising from a plateau which was
occupied and fortified at the end of the fifth century
by the parricide king Kassapa. These paintings
consist of about sixteen pictures of women deities
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or queens, attended by maids who carry lotus-
flowers in their hands.* The colours employed
are shades of yellow, red, and green. But after this
date what do we find > Nothing apparently for close
on a thousand years! This portentous gap and
blank is due, we are told, to merciless destruction.
Yet it seems hard to believe that if the art of painting
had been an instinctive and dominant passion of
the Indian races, some more definite traces should
not have survived. But perhaps further evidence
is yet to come to light ; for the study of Indian paint-
ing has been signally neglected, and it is only in the
last few years that, owing chiefly to the impassioned
zeal of Mr. E. B, Havell and the enthusiastic research
of Mr. Coomaraswamy, the characteristics of the
later Indian schools have been differentiated from
the Persian tradition fostered by Akbar and his
successors. In those schools reappears something
of the old, far-off tradition of the Ajanta frescoes.

In India, then, we can follow up no line of con-
tinuous growth in pictorial art. It is to China that
we must turn.

* Sex the report of Mr. H. C. P. Bell in the Jfournal of the Royal Asiatic

Saciety, Ceylon Branch, 1897, p. 115. For a note on thess paintings I am
indebted to Mr. A. K. Coomaraswamy.















CHAPTER III. CHINESE PAINTING IN
THE FOURTH CENTURY
T was long assumed that the frescoes of Ajantd
I were the earliest Asiatic paintings known to
us. It was assumed that nothing of the pic-
torial art of China, the third of the three great civi-
lisations which we found met together in Central
Asia, had been preserved of a date prior to the time
of the T’ang dynasty.

There are, however, at least two paintings which
claim to be by the hand of one of the most famous
of the early Chinese masters, Ku K’ai-chih, who
flourished in the fourth century of our era.

One of these paintings is now in the British
Museum, the other was one of the chief treasures
in the great collection of the late Tuan Fang, ex-
Viceroy of Tientsin. The Tuan Fang picture is
a scroll, painted in illustration of a poem by Ts’ao
Chih, who flourished in the early part of the third
century. It is described in the Kokka, No. 253,
June 1911 ; and Mr. Taki, who wrote the article,
published at the same time reproductions of two
of its three scenes. One of these scenes is very
remarkable, and shows—what the ancient bas-reliefs
also attest—how early the Chinese genius excelled
in mastery of movement. It shows us a goddess
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riding over the clouds in a chariot drawn by six
dragons, and the sense of a buoyant rushing through
space 1s inimitably given. The other scene repro-
duced shows us gods and goddesses floating over
earth, with rocks and trees and streams below.
The landscape, however, is of a primitive character,
as compared with the figures, which are drawn in
fine expressive lines.

To judge from these reproductions, which are all
that I have seen, the painting, though of extraordi-
nary interest, is distinctly inferior in actual work-
manship to the roll in the British Museum.

Since the first edition of this book appeared, this
roll has attracted much attention among scholars,
and their studies have brought a number of new facts
to light. It was at first thought that the scenes
represented by the painter were illustrations to a
work by a lady known as the Female Historian,
Pan Chao. But Professor Chavannes has discovered
the actual text, which proves to be a short composi-
tion by Chang Hua, a third-century writer, con-
sisting of precepts addressed to the ladies of the
Imperial Harem. The true title of the painting
is therefore *“ Admonitions of the Instructress in
the Palace.”

Incidentally, M. Chavannes has shown that the
picture was longer than it is at present: for the
first few precepts are not illustrated, and the text
relating to the first of the nine scenes is missing.
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And this is confirmed by the fact that the beginning
of the roll has a ragged edge, though repaired so
long ago and with such skill that only a careful
scrutiny reveals it. At the end of the roll is the
signature of Ku K’ai-chih. This is certainly a later
addition. But the painting also bears, among a
great number of collectors’ seals, the seal of the
Imperial collection. Now this collection was cata-
logued in the early part of the twelfth century.
The catalogue, published anonymously, is known
as the “ Hstan ho hua p’u.” In it, seventh among
the nine paintings by Ku K’ai-chih, is “ Admoni-
tions of the Instructress,” the exact title which the
picture now in the Museum bears on the outside.
The picture is painted on a long roll of silk, and at
the end of it is a eulogy of the painter, written in
1746 by the hand of Ch’ien Lung, the famous
Emperor, who certainly believed in its authenticity,
and who could rely on the most skilled connoisseur-
ship of his day. He had the painting remounted,
and wrote the label on it in his own hand. “ The
picture has not lost its freshness,” he wrote ; and
“Of the painter’s four works this is the best.”
Among the many collectors’ seals are those of Sung
Ch’i, a statesman of the eleventh century, and of
Hui Tsung, the artist-Emperor of the twelfth.
When we add that the types, the costumes, and
the style of painting are unlike any later Chinese
work known to us, there can be no reasonable doubt
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that the picture represents the art of the fourth-
century master. Whether it is Ku K’ai-chih’s actual
handiwork or not, no one can prove with certainty.*
If not, it is a very ancient copy. The condition of
the silk, repaired many times over with exquisite
skill and care, shows that it is of high antiquity, as
also that it has been most jealously preserved. Even
a copy of a fourth-century painting would be of
extraordinary interest; indeed, as a document, of
almost equal importance with an original. But that
it is a copy is in the highest degree unlikely. The
brushwork is confident and spontaneous. The hand
that painted it was beyond all dispute the hand of a
great master. It is true that in China and Japan
great masters have copied their predecessors, but in
such cases as we know of the copy is a free one,
whereas in this case curious details of dress and
ornament are rendered in a way that only a servile
copyist could reproduce. But it is time to describe
the work itself. Tt is a roll of brown silk, a little
over eleven feet long, a little over nine inches wide.
On it are painted nine scenes. The subject of the
first is taken from actual history. The story is told
that on a certain occasion, when games were being
held in the Emperor’s presence, a bear broke loose.

* The painting has this year (1g13) been reproduced entire in colour-
woodcut by Japanese artists, and published by the Trustees of the British

Museum. The text issued with the reproduction discusses at length the

question of the picture's anthenticity, and describes it in fuller detail than
can be attempted here.
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It was rushing towards the Emperor, when a lady
boldly threw herself in its path. In the painting
we see her, a superb figure, with folded arms, con-
fronting the furious animal, which two tall guards
step forward to despatch with their broad-bladed
spears. The three figures are admirably disposed
and brought together, and effective use is made of
the straight lines of the spears in a pyramidal design.

Another subject which has a historical basis
shows the lady Pan Chieh-yi (of the first century
B.C.) refusing the Emperor’s invitation to ride with
him in his palanquin. “ In old paintings,” she is
reported to have answered, ““ it is only ministers
that we see riding beside their monarch.” The
other subjects illustrate various maxims and admoni-
tions. One is a toilet scene, in which a maid is
dressing her mistress’s hair before a round mirror ;
lacquer boxes lie on the foor beside them. Another,
of great interest for the student of architecture,
shows a bed-chamber. In another we are intro-
duced to the family circle of the Imperial house.
On one side sit the Emperor and Empress, on the
other are two children with their nurses; one of
them, a boy, is having his hair shaved and shrinks
with a rebellious grimace. In the background a
tutor is holding up a scroll for a child to read.
Domestic harmony is the moral. All through these
maxims runs a strong vein of Taoist philosophy,
applied to the vindication of polygamy. “ No one
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can please for ever. When love has reached its
height, it begins to diminish. This is a law of
nature to which all must submit.” That is the burden
of the admonitions,

In the middle of the roll is a landscape. A
mountain, wrinkled with fissures, rears up its crags.
On a lower ledge are two hares ; higher up is a
tiger. Belonging to this subject is a man aiming
with a cross-bow at a flying pheasant. The tiger is
many times too large ; there is no sense of dimin-
ishing planes, nor of atmosphere. The mountain
is treated like the hills in some early Italian pictures.
This is noteworthy, because (Just as we noted in the
case of the Tuan Fang picture) it is the only primi-
tive feature in the work. It precisely bears out the
observation of a Chinese critic * of the eighth century,
who writes of the landscape of Ku K’ai-chih’s period
that the mountains were drawn stiffly * like hairpins
and combs,” and that the figures were made larger
than the mountains, This landscape scene, which
seems to intrude so incongruously, illustrates the
recurring moral. Fortune lifts us up like a mountain,
but the fall comes sudden as the recoil of 2 cross-bow.

For the rest, it is obvious that figure-painting at
least had already arrived at maturity. The figures
are outlined with a brush in ink, the roundness of
forms and folds of drapery suggested by light
strokes of grey or red. Sometimes the