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Introduction

In the Mu-fei &K collection of Chinese paintings there are twenty-two items which may be
grouped as a special catagory. Although they are different from one another in subject matter and
composition as well as in technique of execution they all have a series of interesting features
in common. The work is painted spontaneously at the spur of inspiration and the result is so
satisfying to the artist himself that he cannot resist recording the joy of his own satisfaction on
the picture. In most cases he gladly shares his pleasure with his friends. Apart from being a good
painting in its own right it possesses an additional charm which is enhanced by the presence of
some beautiful sentiments and smcere frlendshlp It has lways been irresistible delight to

work may be called h& % playful’ brushworks Usually modest in temperament and habit the
painters tend to regard this type of activity merely as an amusement or recreation to be pursued
casually. They have used various types of expression to describe such a performance. The majority
are labelled as playful works, namely, hsi-pi playful brushwork, hsi-hsieh BUR playful writing,
hsi-ni B3k playful draft, hsi-tso BR{F playful exercise, hsi-wei BRES playful work, mo-hsi S
ink-play or just yu-hsi #8 amusement or recreation. Some are noted as man-pi 8% carelessly
written, man-ch ‘eng &, carelessly composed, man-t 'u {8 carelessly painted;o-hsieh 185 casually
written, o-tso- B {'E casually executed, s a0-t'u B0 rapid sketch or sui-pi B8 % instant brushwork.
There are also those that are described specifically as an o-sui t 'u-pi {BFEFRE casual exercise with
a worn-out brush, ligo tsu shih-i WEEE merely to amuse myself, tzu ch’ien B3& for self
amusement, hsin-sao erh ch’u T H having brushed out in a rapid sweep or shuai-i fang chih

REMHZ imitating hastily according to my own inclination. The messages of these artists are
clear and essentially the same. ;

It is evident that the majority of these pamtmgs wer
and satisfaction. In one case the satisfaction.was: rtist seemed to have ignored
the customary virtue of miodest; : oasti -praise. “After finishing my
painting,” Fu Shan /& lares in one of his album leaves, “I feel that it is no less tranquil and
pure than the works of lin-(Ni Tsan).” (see no. 8f) What an arrogant and uncompromising
character! Fu Shan lived in the transition between the Ming and Ch’ing dynasties and has been
highly respected for his steadfast and unyielding attitude towards the pressure from the new
Manchus authority.

The his-pi painting has a long history in China. The art was invented neither by an individual
artist nor in a deliberate movement. In spite of its being created to serve the artist’s personal urge
for expression and executed in his individual style, it has always been closely associated with
the main stream of Chinese art. The development has been a gradual process taking advantage
of all the paraphernalia of the art and absorbing not only the various forms of brushwork and
ink but also the spirit and philosophy that are fundamental for the artistic production. Its
significance can only be understood and appreciated against the background of the development
of Chinese painting as a whole. Therefore, in this introduction it would be worthwhile to trace
briefly the growth of this unique art form in the light of the evolutlon of Chinese painting.
(History: 3; 13; 45; 50; 67. Theory: 2; 40. *)

amsts own amusement
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Early Chinese painting, like paintings in other countries was essentially an art of illustration.
Only gradually did it begin to incorporate calligraphy and poetry and evolve into an art form
closely related to these two arts. The latter had each a long tradition of its own and in their
alliancg with painting, calligraphy strengthens its technique and poetry gives it its spirit. As
a result, intuition, spontaneity and self-expression are heralded as the highest goals of Chinese
painting. Great masters must be proficient in all these arts. They are practising artists as well
as art critics. Apart from criticizing the works of their fellow artists, it has been a common
practice for them to apply serious criticism on their own works as weil. The artists’ inscriptions
on their own paintings are full of self-criticizing remarks. Thel belling:of their works as hsi-pi
paintings furnishes a good example. ‘

Chinese art cr1t1c1sm reached its. first-full
there were criti ¢ ‘
the famous liu-fa
(29, 1). They m

:8ix Dynasties. In the beginning
: \ rush and ink, but soon they were crystallized into
techmques which were advanced by Hsieh Ho ## in the 5th century
ranslated as follows:

Ch'i-yiin sheng-tung % .E3E ) — creating a life-like tone and atmosphere;
Ku-fa yung-pi % — building structure through brushwork;

Ying-wu hsiang-hsing FEM %I — depicting the forms of things as they are;
Sui-lei fu-ts'ai FEIFIRE. —appropriate colouring;

Ching-ying ti-wei f&2 {7 — composition; and

Chiian-i mu-hsieh {EFFEE — transcribing and copying. (40, 34)

A S

Consequently these techniques constituted the foundation for art criticism in the form of qualitative
analysis with chi-yiin sheng-tung as the sole undisputed goal in Chinese art. Basing on such a
principle Hsieh Ho began to consider the styles of individual artists and determine their artistic
value. He selected twenty-seven ancient artists and classified them into six grades (29, 6-27).
This was soon elaborated by Li Ssu-chen ZERAE (41) in 1ass1ﬁcatlon ‘of san p'in chiu teng
Xk three classes and nlne grades which wis at vague and abstract The three

orders of artistic val ‘the T’angtlmes these three classes were renamed probably by Chang
Huaikuan R (18, 2.6.7) as shen T inspired, miao # excellent and neng BE competent
(49, Cahill, 66). They provided some concrete basis for designating the contents and nature of the
classes. The six techniques and three classes of Chinese painting remained in fashion for Chinese
art criticism throughout the subsequent ages.

As an illustrative art ancient Chinese painting followed an established tradition based on the
skill in manipulating the linear outline and colour. It required rhythmic and lively brushstrokes
matched with attractive colourings. The main object was to attain the ch'i-yiin sheng-tung
quality in the composition. As a consequence the lines were smooth and even and the colours sure
and appropriate, but there was hardly any personal quality or feeling involved. The situation
began to change in the T’ang period. The movement was inspired by the success of some ancient
calligraphers, notably Li SsuZ*#f, Chang Chih % ¥, Chung Yu ##%, Wang Hsi-chih &2
and Wang Hsien-chih E#XZ who had been able to achieve dlstmctlon b kcreatmg each a style

in their many and
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and vigour, elegance and majesty and other moving qualities capable of stirring the onlooker’s
imagination and emotion. Under the patronage of the T’ang emperors, the new art, especially
the works of the two Wangs which were readily available became the models for all budding
artists. The value of these unorthodox calligraphy was recognized and classified separately by
Li Ssu-chen as an i-p’in %% untrammeled class (18, 2.6.12; 49, Cahill, 66). Unlike the
traditional brushworks before them, the superlative quality of the new style was founded on free
expression and natural movement of the brush. The emancipation of technical skill in calligraphy
was soon to exert its influence on the development of painting, its sister art.

The similarity of aritstic expression in calligraphy and painting was well-established in the
Six Dynasties. They used the same mediums, namely pi brush and mo ink, on paper or silk and
a work of art was composed basically of lines, dots and washes. \ good piece of work was usually
heralded as yu pi yu mo % %% £ meaning a compet display, of brushmanship and inkmanship.
This was particular’ K painting, especially the style of pai-migo Ff# ink outline
which was already qu pular. Art critics, like Hsiao Yi ##% (Emperor Liang Yuan-ti BT
1. 552-554) was keel advocate that a masterpiece should be pi miao mo ching EWRE
excellent in brushwork and refined in the application of ink. (30, 3.9.47)

The movement to improve the varieties in brushwork and ink was already in progress in
the Six Dynasties. Chang Seng-yu EMDEL (ca. 480-549; 63) introduced a linear drawing type of
. brushwork, such as dotting, dragging, chopping and sweeping. Derived from calligraphic movement
they were written in a sparse and simple manner giving the lineament some variations in thickness
and thinness. Towards the end of the period Sun Shang-tzu FRf T (fl. 550-660) was famous for
painting demons and devils with wavy lines which were described as chan-pi Bk tremulous
brushstrokes. Hsiao Yi was probably the first to introduce a more elaborate use of ink. “Good
ink would appear green,” he observed, “and poor ink, reddish brown”. SRR - TRRHE
He went on to advocate that colours in painting could be replaced with ink because it was possible
to break it down into various shades to represent wu-ts ai ZL% five colours. The technique was
called p'o-mo B broken ink (28, 6-9). The movement started in the Six Dynasties was continued
in earnest in the T°ang times. o

The main stream of T’ang painting was basically in the tradition. Great masters,
mostly in the service of the court or Buddhis monasteries, were brilliant exponents of the
established styles. Their works were usually precise in execution and colourful in appearance.
But some artists were ready to follow the new movement started in the preceding period.
It gained new grounds gradually. Their aim was to achieve a freedom in brushstrokes as well
as in a wider use of ink. In the improvement of brushstrokes Wu Tao-tzu BT (c. 690-760;59)
was the most successful. Influenced by Chang Seng-yu he prefered to paint in the uncoloured
outline manner or in light colours. The linear strokes distinct and firm were used to depict the
form and the variation in thickness of these lines was governed by the established rules of rhythmic
movement. The most outstanding feature of his work was simplicity and spareness. A story told
by Chu Ching-hsiian % 53 (fl. 760; 18, 2.6.14-15) furnishes a good record of his new style.
It reads:

In the reign of T’ien-pao X (742-755) Emperor Ming-huang BAEl suddenly recalied the land-

scape of River Chialing 3F¥ on the road to Shu %) (Szechwan) and despatched Wu Tao-tzu to

make sketches of these sceneries. When he returned the emperor asked to see his work. “Your

servant has made no sketches,” he replied respectfully, “they are all in my heart,” Thereupon the

emperor ordered him to reproduce them at Ta-t'ung Hall, K FEER: . He the landscape of

more than three hundred Ii § along the ( ia-ling “‘ri\‘ier,"fnn i

time, there was General'Li .

S
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The emperor also ordered him to do the same scenery at Ta-t'ung Hall. He took several months to
produce it. Ming-huang remarked: “Li Ssu-hsiin worked several months on his landscape and Wu
Tao-tzu did it in one day. They are both extremely excellent.”

There is no doubt that Wu Tao-tzu was responsible for introducing a new type of brushwork
with vigorous strokes of various thickness, characterized by swift and free execution. Its
superiority was readily admired by the art critics of his time and set an example for the later artists.

Apart from Wu Tao-tzu Chu Ching-hsiian also took notes of other artists who succeeded in
mastering the brush in some unusual fashions. Chang Tsao & 3 (fl. 750; 18, 2.6.22) could paint
with two brushes one in each hand doing a living tree b ith one and a dead branch with

all sorts of positio: an ;
forms, a single d he head and a 1ngie dash for the tail. The attempt to produce novelty
and unconventionality he use of the brush by these artists was deliberate. Sometimes they
went as far as to abolish the brush and painted with the hand instead. This was probably the
beginning of the chih-hua 352 finger painting in later times.

The movement to improve the use of ink in painting in the T’ang times took several forms.
First we have the most extreme case of Wang Mo £ 2 (c. 800; probably also known as Wang
Hsia £{4 or Wang Mo ¥ 3{) who invented the p'0-mo|s % splattered ink technique. According
to Chu Ching-hsiian (18, 2.6.37) —

Whenever Wang Mo wanted to paint a picture he would first drink wine, and when he was
sufficiently drunk, he would splatter ink onto the painting surface. Then, laughing and singing ali
the while, he would stamp on it with his feet and smear it with his hands, besides swashing and
sweeping it with the brush. The ink would be thin in some places, rich in others; he would follow
the shapes which brush and ink had produced, making them into mountains, rocks, clouds or water.
Responding to the movements of his hand and following his inclinations, he would bring forth
clouds and mists, wash in wind and rain, with the suddenness of creation. It was exactly like the
cunning of a god; when one examined the p 'ntm f could see no traces of
the puddies of ink. (49, Cahill, 68

Sometimes Wang wou ) ‘own hair with ink and paint with it. There is
no doubt that all these manners of applying ink were unconventional. Some critics refused
to admit it as a painting. But since the technique was quite a novelty it was readily accepted
and practised by a number of others. Chu Ching-hsiian was understandingly enough as to recognise
its value. Making a record of this extraordinary innovations, he grouped Wang and two others
under the Ipin untrammelled class. (18, 2.6.37-38)

The introduction of the shui-mo /K% ink-wash painting followed a less drastic course.
The founder of this type of painting may be attributed to Yin Chungjung E¥{hzs (c. 690-704;
18, 2.6.32). He was a painter of birds and flowers and succeeded to make the tones of ink to
appear as if all five colours were present. It was simply a matter of replacing the colours and
colour washes of the traditional style with ink, An outline of the form was first delineated
and in it ink washes were applied. The new method was probably derived from colour painting,
hence it was also known as hsuan-jan-fa JE4v3E . However, it was Wang Wei £ #£ (699-759; 26)
who succeeded in doing landscape in this style, and considered it the foremost: technique in art.
In his notes on the secrets of landscape painting (61) he writes \

In the art of paintin
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try to seek the secret of nature. It may take years and months to explore its subtle mysteries. For
those who are intelligent there would be no need for much explanation. The best way to learn is
to follow the established principles. FHERZ 8 » HEHHEM=1 » 3% Ak » REMH > 2B
ERELE  ERERMNHRE

Wang Wei introduced yet another two new features into Chinese painting. Being a poet
he championed first the depicting of poetic mood in art which aimed at probing into the secret
of nature. Painting was made to fuse mood and scene, joining the subjective and objective
concepts in one. In this respect Su Tung-p’o &K H % (1036-1101; 28 '12) was able to declare
that —

inds painting in them and viewing Mo-chieh’s paint-

Savouring M h's (Wang Wei) poems ong ;
ings one find s. BREECH 258 » SHE BEEZE BhaS

Secondly, Wang We ted to take the act of painting as a recreation, employing it playfully
to express his poetic mood.

This double innovation in Chinese painting was clearly a result of the influence from poetry.
By the T’ang times the latter was popular not only as a self-expression in which all sorts of passion,
joy and exhilaration, enthusiasm and excitement, anxiety and pain could be released, but also
a simple and convenient form of social and intellectual inter-course. Poets were ready to write
at any occasion including casual personal communication. Many of them were composed in a
playful mood and the author was quite ready to mention this in the title. In the collected poems
of Tu Fu ¥L 1 (62), for instance, there were some thirty pieces labelled simply as playful works,
namely, hsi-tso JB{E, hsi-t'iBE, hsi-wei BUES, hsi-tseng BRBR, hsi-chien Bl or hsi-chi BF.
Others are described as being composed heedlessly, man-hsing & § or man-ch’eng {5, . Besides,
hundreds of others are merely entltled as ch ’zen-hsmg ﬁﬁhberatl %{._emotwn or passxon The

birds and animals. e feeling for nature which ran deep in Chinese prose and poetry began
to dominate the expression of art and a grand style of nature painting was developed. It reached
its height by a succession of artists, notably, Ching Hao #1j% (fl. 920), Chii-jan E & (c. 875),
Li Ch’eng 225X (916-967) and Tung Yuan E  (907-960). The movement was soon branched into
two contrasting schools, championed by the academician painters at the imperial court and by
the literati artists out of office. The poetic feeling and emotion gained two different ways of
expression in thé same movement. )

Some of the Sung emperors were artists themselves. The Hua-yuan 2[5 Painting Academy
was organized in a grand scale playing an active part around the emperor, especially during the
reign of Hui-tsung g52(r. 1101-1125; 55). The latter was himself a good painter and great
connoisseur of art. He wished all his court officials to be artists as well. It was he who introduced
the illustration of a line from a well known poem. Poetic thought became an essential and important
element in painting. As they were cothpetent artists in the tradi 'onal amanner their styles
tended to be refined and realistic. .

The literati painters, on the other hand, camed ‘the vement into another channel.
Famous artists like CLi Kung-lm”$/\ﬁ (1040 1106), Mi FuX#5(1051-1107)
and their friends w letters. Naturally, poetic feelings came to dominate their ways
of expression. Being connoisseurs themselves, their meetings were often devoted to art criticism

]r
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and discussion as well as painting pictures in cooperation. Their works were characterized by
simplicity in composition and spontaneity in rhythmic brushwork. This great change in Chinese
art was still based on the study of ancient masters and the exploitation of the capabilities of
inkstroke rhythms. The new style, known as Wen-jen-hua <z A\ 2 literati painting championed
simple compositions executed with strong or delicate brushstrokes and mostly in ink. They were
written down like a poem at a moment of inspiration. The execution was described as hsieh-i
¥ % , meaning ‘“‘to write down an idea” or “to express a mood”. Furthermore, it was a period
when li-hsueh 3 22 neo-Confucianism was the dominant intellectual movement. The concept of
this new philosophy was based on the /i B of things or tao E of the universe. It may be
interpreted as the inner force dictating the structure:of re ng its behav10r mcludmg
the moral order of man.
the Ch'an & manner of
the spirit and rhythmic y in painting. An artlst was required to conceive new ideas and to
express them in their respective original style, revealing thus their integrity and other moral
qualities. The keynote was originality as the writings of Su Tung-p’o and Mi Fu joined forces in
advocating the new movement. In this way the art of painting was directed into the sphere of
expressionism.

The new philosophical outlook was responsible for the simplification of the technique in
execution. There evolved two new approached in the use of ink. As the literati artists were all
men of high intellectual standard, well-versed in calligraphy, calligraphic strokes and rhythm
began to play a leading part in painting. They were directed mainly to the painting of simple
flowers, especially the prunus, orchid, chrysanthemum and bamboo. The expressiveness of
lines, dots and forms reflected readily the feeling and individuality of the artist as-well as his
mood at the moment of painting. The second approach was initiated by Mi Fu. Following the
ink-splashing technique of the T’ang masters he succeeded to depict the various forms of nature
is' painting acquired a new
ostof these monochrome
i ] cribe their works as mo-hsi
ga palntmg mstea&‘of pamtmg a picture,

The Sung artists also introduced the inscription and colophon in painting. The academic
artists, especially Emperor Hui-tsung, used to write poems for their works on the pictures. But
this was more often practised by Sung Tung-p’o and his circle. The main function was to record
or read the feeling and emotion that had inspired the work. It appeared usually in the form of
a brief and simple poem which blended with the picture in happy balance. In this way the alliance
of the three arts, painting, calligraphy and poetry was rendered in perfect harmony in spirit as
well as in form. As all these were composed playfully at leisure, they regarded them as mo-hsi
inkplay. The movement of making a better use of the brush and ink started in the T’ang times
reached its climax at this stage and inkplay works began to occupy a rightful place in Chinese art.

The balance of the academic and literati schools in Chinese painting was destroyed in the
Yuan period. Most of the academician artists maintained the established traditions to meet the
approval of the ruling class, but great painters, like Ch’ien Hsuan 4§52 (c. 1235-1301), Chao
Meng-fu #F M (1254-1322) and Kao K’o-kung B 5i#% (1248-1310) were o follow the
new trend and achieve their own personal styles. The movement.enjoye full momentum,
however, in the country side. A host of reat masters*f 8 g:Kung-wang ¥ 7~ &
(1269-1354; 47) Wu Ch : {735 (1301-1374; 11), Wang Meng
F55(1308-1385; 47) an unision to dominate the scene. Apart

2.8 inkplay and spoke o
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from Kao K’o-kung’s works in the Mi style and Wu Chen’s practices in inkplay, they each acquired
a style of his own. The main purpose of painting was to express the artist’s personal romantic
inspiration. “What I call painting,” declared Ni Tsan, “is just a few simple, hasty strokes of
romantic brush. It does not strive for formal likeness, but is done just to please myself.”
BEZAEE > DEEEER > TRUA > YLIE®RED o (40, 112). He painted with
a dry brush, striving to capture his own feeling with colourless simplicity. As a result his works
excelled in calm blandness and tranquility. In his hands Chinese painting became a simple
spontaneous execution for personal enjoyment. Under such an environment playful painting
became well-established and attained its full bloom. -
The atmosphere in the Ming court contmue to:
usually untolerated .

ality. Artistic geniuses were

390-1460), for instance, left to
establish his own C . He was a native of Chien-t’ ang 5% 3% (Hang-chou)
and so his school: ' as the Che- -p’ai #fifkor Che School. The literati artists,
on the other hand had ‘their centre in Su-chou ZFJjwith Shen Chou Jij& (1427-1509; 12)
and Wen Cheng-ming 57## (1470-1523; 4) as its leader. The Wu School had also a large
following. Many of their works were executed in the simple, spontaneous manner for private
amusement and they began to inscribe the joy of their performance on the pictures, calling them
hsi-pi or hsi-mo works. They were usually so enthusiastic with their works that they gladly
invited their friends to enjoy them. It was indeed a unique and attractive creation and with
the artist’s own acknowledgement on the picture, later onlookers are able to share the momentary
joy of the artist and his circle. The practice which cut across all styles was firmly established in
the Chinese artistic tradition.

For the greater part of the Ming dynasty the two schools flourished side by side. It was
not until after 1600 when the members of the Wu School began to advance a new theory on
the development of Chinese painting that serious contradications and grave antigonism started
to evolve between them. (69)

The new theory was the result of fres
point of view. The g ‘

‘the art from the historical
‘a continuous process. No art
historian had ever t ; e \progress of events in the Ming period, such as
the deterioration of olitical and social order, the change in the economic structure, the
dominance of the- previaling thoughts in religion and eithics, and above all the decline of the Wu
School itself forced its members to reassert their own style and activity by justifying themseives
in history. Under the leadership of Tung Ch’i-ch’ang 3L E (1555-1636) and his friends,
Ch’en Chiju BH##fE (1558-1639) and Mo Shih-lung B £ 8 (c. 1539-1587), the evolution of
Chinese painting was deliberately divided into two streams, a Southern Nan-tsung g§5Z and a
Northern Pei-tsung jr5z. The division was traced back to T°ang times with Wang Wei and Li
Ssu-hsiin as their respective founders. All the ancient masters were classified arbitrarily into
two groups. The Pei-tsung group were the academicians who are competent in painting and their
works refined and elaborate, colourful and decorative. The Nan-tsung group were the scholar
artists in office or in retirement, so painted in as simple and spontaneous style. As they were
men-of-letters, excelled in calligraphy and poetry their works were characterized by a union of
these three arts which served to amuse the artists themselves and their friends. There are naturally
marked differences between the two groups in purpose and in technical execution, but as Tung
and h1s followers claimed themselves to be the zskdlrecf"'deSCe dan 5 of the Southem group the
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by his own paintings which were usually re-enforced with his calligraphy and poetry. Theory
and practice went hand in hand to give the new theory a solid foundation and it was most
influential.

In the beginning the division of the Southern and the Northern schools was vague and not
rigid. The techniques of execution were versatile and universal and were freely employed by
the artist irrespective of their classification. Nan-tsung painters were quite ready to marvel and
appreciate works of the opposite school and to learn the technical skills from them. Li K’ai-hsien
Z B4k (1501-1568) did not hesitate to admire the works of Tai Chin and Wu Wei &{&
(1459-1508) and speak highly of their achievements. But soon the cleavage deepened. Shen Hao
Pk 8 (c. 1650) and his followers started to uphold the dlgmty of their. own'school and criticize
the Pei-tsung artists as professionals who worked only.ace inite rules and formulae.
As a result, the style of the Southe ‘ as equivalent to that of the
Wen-jen-hua literati painting: cham nd "Yuan masters. What was originally
a mere re-interpretatic art history had now become an emotional issue between the followers
of the two schools. ' The Southern school was heralded as the cheng-tsung IF 5% upright or
proper style of painting while the Northern was relegated as technicians and suppressed as
vicious and evil practice. The movement went as far as to discuss works of such great masters
from Li Ssu-hsiin, through Ma Yuan 3% (c. 1150-1225) and Hsia Kuei § & (c. 1190-1230; 56)
to Tai Chin and Wu Wei as depressed and corrupt and therefore harmful to follow.

There were, however, some unbiased scholars who refused to follow the tide. Wang Hui
T3 (1632-1717; 34), for example, tried to take the lead in fusing the two manners of expression
in one tradition, while Shih-t’ao 5 & (c. 1614-1717; 14) chose to advocate tsung-wo 52§ following
my own inclination to achieve a personal style. But the movement proved too strong for
common individuals to attempt to divert it otherwise. The attack on the Northern school
was deliberate, thorough and devastating, and as a result the Southern school succeeded in
dominating the scene throughout the entire Ch’ing period. It is interesting to note that in recent
centuries Chinese painting was known in Japan as nanga g ~ painting (1, 35). The
powerful influence of the Nan-tsung can hardly | be ex;aggerate g Ch'i-ch’ang’s dominance in
Chinese painting during the. Ch’mg dynasty W‘ i

However, like -of painting the Southem school was subject to gradual
change and decay. an_irony for an advocator of free and spontaneous expression like
Tung Ch’i-ch’ang to set up a ‘definite style with Huang Kung-wang as the supreme pattern for
training and emulation. Furthermore, his followers were quite ready to take Tung’s own works
as the ideal models. The main activity in art was now conditioned rigidly to copy and emulate.
In pursuit of antiquity became the main stream in art. As a result a large majority of the Southern
school artists remained forever servile imitators. Many of the late Ming and Ch’ing works may
rightly be classified as exercises in art. What was meant to be an original innovation has become
eventually an orthodox practice, leading to wither and decay.

It remains to be noted that a large number of Nan-tsung artists were great enthusiasts in
inkplay works. To the Sung and Yuan masters the art was fundamentally a technical innovation
inkplay works. To the Sung and Yuan masters the art was fundamentally a technical innovation
introducing a new style in the use of brush and ink, but by the later part of the Ming period
it had been generally accepted and recognised as an orthodox practice. It was not a novelty

ss\ “subllm‘ and tranquil mood engendered
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in the mind of the artist. Any artist who felt the satisfaction of expressing his feeling or emotion
in this manner would usually begin to record the experience on his work. It soon became a fashion
practised by great masters irrepective of their schools or techniques of execution.

The domination of the Southern school in the Ch’ing period, however, was far from being
absolute and complete. Ever since the decline of the Ming dynasty there rose a large number of
individualists and eccentric painters who were ready to explore new grounds and find new ways
of expression. Some of them were men of great integrity who refused to serve the new dynasty.
Others were hermits, philosophers and religious enthusiasts, firm and steadfast in their beliefs.
And still others were drunks, madmen and exhibitionists who indulged in disorderly behavior and
erratic form of life. In art, however, they were all excellent in painting; calligraphy and poetry
and were cons1stent1y unconformlsts who chose to follow ‘*fheir respectxve mchnatlons

a series of glorious a¢
remained a strong ari
painters up to the preser

For our purpose it would be of interest to note that amidst the upheavals of the Southern
painters and the erraticity of the unconformists, the painting of playful works continued to prevail.
It served admirably as the momentary personal outlet for the artist who did not hesitate to record
his own satisfaction on his own painting. It was more an enjoyable recreation than a mere
display of technical skill as implied by such terms as mo-hsi or hsi-mo used by the Sung and Yuan
masters. The twenty-two items in the Mu-fei collection furnish some good examples and they
will be described in the following section.

Hsi-pi paintings in the Mu-fei collection

1. XEH - FHREESEE
Ch'a-lu: calligraphy and painting (P1. 1)

by Wen Cheng : 1470 1559)
Hang scroll. Ink on paper. 94.5.x 30.5 cm. Dated 1522
Calligraphy —
Ch ‘a-lu of Ts’ai Chung- hul-kung £ rh B/ (Ts’ai Hsiang%£ 32, 1012-1065) in find cheng-shu
1E formal script.
Inscription —

The qualtiy of tea, its methods of preparation and its equipment had been carefully
discussed by some T’ang scholars, such as P’i (P’i Jih-hsiu £ H{K , d. 880) and Lu
(Lu Yiip£43, d. 806). Ts’ai Tuan-ming #%j# 88 served in the court of Emperor Jen-tsung
(r. 1031-1063) as a Chi-chu-chu #EJR1¥ Recorder of Daily Life. Apart from attending
the imperial audiences he was in charge of the tribute tea. In his Cha-lu he has described
the various methods of tea-drinking as a supplement to what has already been written
in the past. This was indeed a tasteful affair of the ancient days. Now as I have seen
his original manuscript and loved it with ardent affection, I sketch without hesitation
this small picture to match the writing. The time is in the third month.of jen-wu, the
first year of Chia-ching 5 (1522). Written by Wen Cheng—mm 5 A
Seals of the artist —
Cheng # , ming Bf.and Wu-yen-shxh ym rﬁ“‘ﬁﬂ]
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Collectors’ seals = , :
Yeh Menglung %588 (1775-1832): Yeh Meng-lung chien tsang &S, Ching-hsia-hsi-

kuan BrESi8RE , Yiin-ku-t'ang ts'ang shih-che pao chih EG EBHEH L .

Ho Kuan-wu {i5 7. (20th cent.): Tien-hsi-shu-wu HEHE , Hsi-chih 2.

The artist (4) — :
A native of Ch’ang-chou £ ¥ (Su-chou, Kiangsu). Original name PiBE. T (tzu &),
Cheng-chung g f#:. H (hao %% ), Heng-shan %11, T’ing-yiin-sheng {Z524: , and others.
A member of the Han-lin @bk Academy and one of the most distinguished scholars,
poets and calligraphers of the Ming era. Pupil of Shen Chou, founder of the Wu School.
Like his master he was most versatile in art. His ink p ally classified into
two contrasting styles. Those that are painted in )
as hsi-Wen 13 delicate Wen Cheng-ming: wh of.
ch’u-Wen 3 stronig. Wen C ‘ ch ‘the refined formal script of his
calligraphy the
harmony. The
than a century.”

te style was used in this Work and they appear together in complete
ing had been in the hands of some Kwangtung collectors for more

EH - WA AEE
Ku-mu chu shih O1d trees, bamboo and rocks (Pl. 2) by Wen Cheng-ming
Hanging scroll. Ink on paper. 933 x 320 cm. Dated 1541.
Poem — '
The north wind blows into the bare mountain
And the ancient trees dance like green dragons.
Where does the jade music come from ?
Like splashing rain the spring is pattering on the rocks.
Inscription — ‘
On the fifteenth day of the seventh month in the year hsin-
opportunity of some leisure I went for a visit with Wang Lu-chih FE# in his Sung-po-
chai K578 . After chatting over a cup o: for a long wh produced some paper
and asked me to do a painting for him. Rapidly I'sketch this for him. Cheng-ming.
Seals of the artist —~ o
Wen Cheng-ming yin < £85F] , Ting-yiin {§E.
Collectors’ seals —
Kao Hsiang-nan (195h cent.): Kao-shih Hsiang-nan hsin-shang /5 5 % 75 .0 'E , Kao-sheng
chang-wu B EY .
Kuo Fan-yang (19th cent.): Fan-yang Kuo-shih chen-ts'ang shu hua B EREE,
Fu-hsien chen shang 2 E .
Three others: unidentified.
Published — '
Musée Cernuschi, 1967. 19, no. 7.
The artist —
See no. 1. This is a good example of Wen Cheng-ming in the strong style. The sketch is
swift and bold in execution but well disciplined, giving the impression of five colours in
the use of ink. Most of the fine lines and tiny dots are quite similar to. those appeared
on the Ch'a-lu painting. But as it was done about twen later the strokes are
freer and more matured than the preceding example, -

h'ou: (1541), seizing the
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tRiE » HHEE R E
Ch'ing-t 'eng-shu-wu (Studio of the artist) (PL. 3) by Hsii Wei (1521-1593)
Hanging scroll. Ink and colour on paper. 102.3 x 38.4 cm.
Title —
Ch'ing-t'eng-shu-wu. Seal: Hsiang-kuan-chai W& .
Inscription —
A few houses which are bent to the east or twisted to the west [to match] a scholar who
speaks the southern dialect with a northern accent. Hsii Wei amuses himself.
Seals of the artist —

Hsii Wei, T'ien-ch’ih-shan-jen K1l A .
Collectors’ seals —

Ch’ien Mu-chai ; hai, .
Chu Tzu-yang u-yang Chu-shih wen-fang S£18 4 /.47 B -
Another: unide

Published —

Fitzwilliam Museum, 1954, 15, no. 21; Ch’eng, 1965, 9, no. 14;
Musée Cernuschi, 1967, 19, no. 23.

Recorded —
Siren, 1958, 50, 7.194; Laing, 1969, 37, 170.

The artist (25) —
A native of Shao-hsing 458, Chekiang. T, Wen-ch’ing3 % ; H, Tien-ch’ih X1,
Ch’ing-t'eng 7 /@ and many others. Literary writer, poet, calligrapher. Versatile painter,
usually in swift and spontaneous brushwork. This picture of his own studio is executed
in the splattered and shading technique and dominated by blue and ink. Another version
of the same subject has been published in Chung-kuo ming-hua chi (65, 18) and reproduced
by a number of Japanese publications (1, 21.2; 35, 9.161; 43, 326; 44, 624), but it is
quite different from the present example in composition. as, wi le of execution.
It is interesting to note that Hsu Wei inted for self amusement.
It is filled with an unusual charm, 'so telaxed and peaceful one cannot help feeling
like to share his little world with him. o

KIE - PIREIREE
Liu-hsi fang-chao Boating among the willows on the river (P1. 4) by Sung Chiieh (1576-1632)
Hanging scroll. Ink and slight touch of colour on paper. 159.2 x 42.7 cm.
Poem — ,
The ten li expanse of water chestnut pond presents a most beautiful scenery.
Gliding through the perfume of the lotus flowers
I feel no earthly sultry heat.
With my feather fan and silk kerchief, I enjoy my boundless freedom.
Inscription —
Playfully I draft this in the style of Fang Ts'ung-yi i #£# (fl. 1300-1340). Sung Chiieh
of Pu-t’ien HH .
Seal of the artist —
Sung Ku chih yin K3 2 ]
A collector’s seal —
K’ung Chi-su FL##}

ku LA R

wan 15 ang-
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Published —
Ch’eng, 1965, 9, no. 12; Musée Cernuschi, 1967, 19, no. 25.

Recorded —
Laing, 1969, 37, 189.

The artist —
A native of Pu-t’ien, Fukien; lived in Nanking. Alias Sung Ku. T, Pi-yii lt % H,
Li-chih-hsien Z5#%{l| . Calligrapher and seal carver. Landscape in the styles of Yuan
masters. Drafted playfully in the manner of Fang Ts’ung-yi, the picture captured the
messy atmosphere of the Yuan artist but the minute dots and fur-like strokes are quite
original, achieving a style of his own.

RTH » TEREE
Hua kuo chuan Fl

Handscroll. Ink and colour on paper. 24.4 x 266.4 cm. Dated 1634.
Title by Teng Erh-ya BSESYE (1883-19617) —

Ni Yuanlu Hug-kuo-chuan — Ch’an yen ch’un mu $8i#E# 51 (fascinating cicada in late
spring. Teng Erh-ya chuan yu Hsiang-hai-tao shang & T & . Seals: K'e-chiu-
ch’ang R] A% , Teng Erh-ya yin SVEBHEH] , Mo-weng BX %5 .

Inscription —

In the summer of chia-shu (1634) playfully I write this painting of eight types of flowers

and fruits to promote laughter from Che-shih 4/}+-, my elder literary brother. Younger

brother Yuan-lu.
Seals of the artist —

Ni Yuan-lu yin, Hung-pao 758 .
Collectors seals —

Wang Hung-hsii T p8#% (1645-1723): Hung-hsii chih pao 3%
chen-ts ang EE T KL%k, Heng-yun-shan-jen H§E)

Shih Pang-yen 375 (17th cent:).: Tien-I
Colophon by Teng Erh-ya — . = =

Ni Wen-chen-kung of Shang-yii b was a Chin-shih 3+ in the reign of T’ien-ch’i K&

(1621-1627). From a Pien-hsiu Recorder $3#E he was promoted to the Secretary

of both the Board of Revenue and Population and the Board of Rites FRERIEL -

In 1644 when the capital fell he died for his country by committing suicide. He was

steadfast and incorruptible, unyielding to power and pressure. In this respect he gained

the same high reputation as Huang Shih-chai # A 7% (Tao-chou {/, see no. 7.

Apart from his skill in calligraphy and being excellence in painting he excelled in the

study of Iching 5#%. His literary production includes a commentary to the classic

53 5 A /8% and his Collected Works 353r# . These books are important because of

the author and the author became noteworthy through these books. They are to be

preserved for the posterity who will appreciate his feeling and integrity. This painting
is composed of pure and lucid brushstrokes, reverent and dignified in thythmic vitality.

Beyond the proper and correct form of the subjects there lies his imposing and respectful

deportment. It is the third month of the year of hsin-mao .at ith age of 78. Teng

Erh-ya of Tung-kuan $E . Seals: one with the > of Bu ha, T ai-shih-kung niu

ma tsou k5 , T rhya, = -

Pk 48 Huiifi‘ ‘ing Wang-shih
Yen—ghai mi-yuan & E T .
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Published —
Ch’eng, 1965, 9, no. 15,
Exhibited —
Fitzwilliam Museum, 1954, 15, no. 26; Musée Cernuschi, 1967, 19, no. 22
Recorded —
Siren, 1958, §0, 7.220; Laing, 1969, 37, 182.
The artist (23, 52-55; 33, 587, 52, 315-316) —
A native of Shang-yii, Chekiang, T, Yiiju F#z . H, Hung-pao. Posthumus name Wen-chen.
Poet, calligrapher, high official. Ming Loyalist, hanged hlmself at the fall of the Ming
dynasty in Peking. A versatile artist. This handscroll ne playfully in a free and
spontaneous manner, the dlsplay of colour ;and ‘etent and masterly. It is
rysanthemum are left without
" "This is a characteristic feature of a hsi-

the details
pi painting

RE > FESEEE
Ch’un-p’o niu-pei Water crossing on buffaloes (Pl. 6) by Chang Hung (1580?-1660?)
Hanging scroll. Ink and slight touch of colour on paper. 100.8 x 42.5 cm. Dated 1639.
Inscrioption —
In the year yi-mou (1639) . . . of Ch’ung-cheng £ji, playfully written at Ts’ao-yuan
hsiao-ke @& /| 3§ in Pi-ling g\% Wu-men & [ Chang Hung.
Seals of the artist —
Ch’en Hungi%z, Chiin-tu-shih BERE .
Collectors’ seals —
Chien Min f§: Chien Min (half left).
Hsiang Han-p’in H&E (20th cent.): Han-p'in.
Cheng Te-k'un: Mu-fei chen-ts'ang & ﬁ}%ﬁ
Published —

Ch’eng, 1965 .1
Exhibited — s

Fitzwilliam M ,1954, 15, no. 27,
Recorded — - a

Siren, 1958, 50, 7.155; Liang, 1969, 37, 151-152.
The artist (52, 471) —

A native of T’ai-ts’ang k&, Kiangsu. T, Chiin-tu. H, Ho-chien#i{f§. Followed
Shen Chou in landscape. Figures and animals are free and natural. Written playfully,
this work has indeed portrayed the compassionate affection of the buffalo and the human
race towards their young ones.

FOER » RREZEEE

Wu-yi fan-cho Excursion to the Wu-yi mountain (Pl. 7) by Huang Tao-chou (1585-1646)
Hanging scroll. Ink on paper. 124.8 x 29.4 cm. Dated 1642.

Poem 1 —
The mountains stretch for a thousand /7,
In a small boat I arrived at Wu-yl
Far away are th ¢l 1




ina: Some Hsi-pi Paintings in the Mu-fei Collection 371

In the middle a pavilion perched on the precipitous terrace.
. Rocks are singing with the flowing water,
Birds chanting and flowers falling.
I feel like playing some music with a zither,
But who is there to understand my disappointment?
Poem 2 —
In the myriad ravines and thousands of mountain peaks,
Narrow are the paths for viewing the heights.
The evergreen pi-li £} are suspended on the hanging cliff.
In the deep valley, the wooden gate is closed.
Mists and clouds stay long w1th the tall trees;
Birds and animal; 2 )
At leisure I playful
Please don’t 1z
Inscription —..
On the 5th day, in the third month of the year jen-wu (1642) I paint this picture on
a trip to Wu-yi. Huang Tao-chou also inscribe.
Seals of the artist —
Hsi-tsun #138& , Shih 52 , Chou & , Yu-p'ing gh7~.
Colophon by Tiao Hua-shen —J{kjf —
Poem: The bamboo is rather small and insipid,
The thatched pavilion filled with the colour of spring,
Birds sing to hasten the rising sun,
Cheerful clouds envelope the resting mountain.
The old trees attempt to reach the heaven and the milky way.
The tumbling spring falls like the sound of temple bells.

its rights or wrongs

So it would be better to se f the immortals.
Inscription: Written to seek the good advice: elder brother Wo-tzu BAF
(Yen Ying ﬁﬁ 8th cent) Su-ling iﬁ iao Hua-shen. Seals: Su- -ling, Tiao Hua-shen
yin. Voh
Collectors’ seals:~
Ch’eng Yao-t'ien 2 (1725-1814): Tsui-weng sun-tzu yi yung pao chih B¢% %% H
k&2 (May the sons and grandsons of Tsui-weng preserve this forever).
Ch’en Wu-men ﬁﬂﬁ:f“i (20th cent.): Pai-ting 5T, Ts'ang i .
Published —
Ch’eng, 1965, 9, no. 14,
Exhibited —
Musée Cernuschi, 1967, 19, no. 26.
Recorded —
Laing, 1969, 37, 172.
The artist (23, 35-44; 33, 345-348) —
A natlve of Chang -p’u {E @, Fukien. T, Yu-yuan %t » Ch’ih-jo %,5 ,.Hsi-tsun and others.
Philosop! ligrapher, President
of the Board of Rites. . eputed to be expressive
of his steadfastness-and .integr ; f ng was done in 1642 when he was banished
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from the Ming court. Being a Ming loyalist the poems on the picture are filled with
deep sorrow for having been deprived of his active serivce to the falling dynasty.
Two years later he was invited to join the retreating government in Nanking to plan to
stem the tide of the invading Ch’ing army but it was already too late. He was imprisoned
by the Manchus and executed in 1646. Emperor Ch’ien-lung of the succeeding dynasty
honoured him in 1776 by awarding him the posthumus name Chung-tuan 53| (Loyal
and upright). His name was entered in the Temple of Confucius in 1825. This painting
may be taken as a document showing that he was able to endure his deep sorrow
with calmness and serenity. :

B RRHE R

Inscnptlon/ \“:Hszen-chu tu.
Seal of the artist: Fu Shan.
b. Tung-shan ts’ao-t ang WILIEE The thatched cottage on the Eastern Hill (P1. 8.8b)
Inscription: At home we have a thatched cottage on the Eastern Hill. It is enveloped
in the mists and clouds all day long. In this temporary residence I recall the scenery
and write this picture. Recorded by Shan.
Seal of the artist: Fu Shan.
c. Wei-shan ch’en-hsiao M \|1| BB Morning at Wei-shan (Pl. 9.8¢)

Inscription: Beautiful colouring in the early morning at the southern slope of Wei-shan.
Painted by Fu Shan.

Seal of the artist: Fu Shan
A collector’s seal: Wu Kuan-tai 28§ (19th cent.) —
d. Wei-shan ch'iu-jih 11K H Autumn at Wei-shan (PL.
Inscription: In ‘ ofg ei-shan ‘appear even more quiet
and restful.
Seal of the ar
A collector’s seal: Ch’ien T’ai-chi 8% (1791-1863) — Kan-chuan mi wan H B3t .
e. Wang-yiin-ke S (Pl 10.8¢)
Inscription: Wang-yiin-ke. Written by Shan.
Seal of the artist: Fu Shan.
f. Sai Yiin-lin BEE (Pl 10.8f)
Inscription:  After finishing my painting I feel that it is no less tranquil and pure than
the work of Yiin-lin (Ni Tsan).
Seal of the artist: Fu Shan,
A collector’s seal: Weng Fan-kang £575#(1733-1818) — Pao-su-chai ts'ang B R 5 .
g. Fang-humo-i Ji7% 2 & (Pl 11.8g)
Inscription: This is the ink colour of Fanghu wai-shih 7724} % (Fang Ts’ung-yi),
which I have seen whenever I was drunk. Shan,
Seal of the artist: Fu Shan.
h. Ch'ang-an chien-chu £%351% (P1. 11.8h)
Inscription: It is the summer. 0 "(-1“6{5,\5)“1; playful inted this pciture under
sidence in ‘Ch’ang-an. Fu Shan.

w-yin, pao.chi HUBH % -
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Seal of the artxst Fu Shan,

Published —

Ch’eng, 1965, 9, no. 21; Musée Cernuschi, 1967, 19, no. 28.

Recorded —

Laing, 1969, 37, 236.

The artist (20; 23, 96-102; 33, 260-261) —

A native of Tlai-yuan X, Shansi. T, Chling-chuHF 3 orF45. H, Se-lu FhE,
Ch’ing-yi-tao-jen H#&3HE A , Kung-chih-t'o 2222 , Jen-chung{-ff, and idozens of
others. Scholar, poet, Taoist priest and doctor, calligrapher. Ming loyalist, imprisoned
by the Manchu government in 1654 for plottm against ‘regime. His students
effected his release in the followmg year o T efused to take any govemment

fi ] alglc sentlment for his home land and his proud
sonality. Throughout his life he used no less than 40 different names
and yet in these works only his original name was employed together with only one
seal of his. This was probably due to the fact that his stay at Ch’ang-an was temporary.
It is also interesting to note that in some cases the artist was trying to capture the spirit
and vitality of the Yuah masters, notably Ni Tsan and Fang Fang-hu and yet the use
of the brush and ink is essentially the same throughout. They are expressed in a style
characteristically of Fu Shan.

FILUE » TR
T'u-pi shan-shui Landscapes of worn brushstrokes (Pls. 12-14) by Fang I-chih (c. 1640-1652)

a.

. Sailing in the river (Pl 12.9¢)

. The mountam retreat (Pl 14.9h)

Album, 8 leaves. Ink on paper. Each 25.2 x 18.5 cm.
Willow by the river (Pl. 12. 9a)

Signature and seal of the artist: Yii-che &3, Ko 7] .
A collector’s seal: ... shu-sheng éi (half)

Peaks above. the ouds (P1. 12.9¢)
Signature and seal of the artist: Yii-che, Chilt % .
A collector’s seal: ... shu-sheng,

.. Two winter trees (P1. 13.9d)

Signature of the artist: Yii-che.
A collector’s seal: ... shu-sheng.

. Boat by the mountain path (Pl. 13.9¢)

A collector’s seal: ... shu-sheng.

A mountain retreat (Pl. 13.9f)

Signature and seal of the artist: Yii-che, Hsi-hua-chii 21658 .
A collector’s seal: ... shu-sheng.

. A tree on the cliff (Pl. 14.9g)

Collector’s seals: Sun P’ei £R¥EZ(19th cent.), Ch'eng wi Sun Ch&feng tsang 5%
BHE . ... kao-tsang ZF (half). 3

Inscription: .H in retreat I play about casually with a worn-out
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brush, not knowing in whose style I am working. I send them to my fellow elder
brother Erh-ning Fi%E. Yo-ti yii-che Chih BB &%,
Seals of the artist: Shuo-mo=F%&, Ko, Chih.
A collector’s seal: T’ung-ch’eng Sun P'ei chin-shih shu-hua yin fRiBIRES A EEH.
Colophon by I Ju 5% (1894-1941, 39, 52) (Pl. 14.9i)
Poem 1: There are convulsions of nature in every stroke of the brush and sadness
in every drop of ink,
In the remaining years of my life, I feel disheartened on ascending the
terrace above. :
There are thousand streams
Nothing to compare !

ars under the fan of peach-blossoms

Poem

n the old days people were flightfully busy with their petticoats and shoes
But recently the monasteries are free from royal princes.
The spring lanterns blush with mortification and the swallows turn red.
Inscription and signature: Those who are interested in old traditions are familiar with
Fang Mi-weng 5#4%; . He was also skilled in doing deformed mountains and
withered streams, but few have actually seen his works. Iwas quite inexperienc-
ed myself in this respect. After 59 years I have just been able to read one example.
I cannot help feeling grieved and happy at the same time. After finished reading
the eight leaves I feel quite sad, but after inscribing two chueh #8 poems on the
album I feel much satisfied. How would the Master of P’u-t’ao-an #4g& feel
about it? Ta-han Ju, a monk of Fou-yii # Ein his prev10us incarnation. Seals:
Wei-chai 3R5%, Ta-hank: ). :
Published —
Ch’eng, 1
Exhibited
Fitzwillia
Recorded ~ i
Siren,” 1958, 50, 7329 Laing, 1969, 37, 234,
The artist (52, 68; 70) —
A native of T’ung-ch’eng, Anhui. T, Ch’ang-kung B4 . H, Yii-che, Lu-ch’i FE#E,
Chih-k’o €77, Mi-chih %~ and others. Scholar, his interests covered many fields as
well as science and technology. Ming Loyalist, after the fall of the dynasty he became
a monk, called Hung-chih53/,%. T, Wuk’'o47]. H, Yao-ti. He spent the late part
of his life in travel, moving from one monastery to another and died in pilgrimage
in Kiangsi. This album was done during this period. The well-worn brush and dry
ink produce an extraordinary effect, unorthodox in subject matter as well as in
composition.

ER > £ SRS E M

Flowers, insects and birds (Pls. 15-20)
by Wang Wu (1632- 1690)
Album, 1 gl ‘

. 39; Musée Cernuschi, 1967, 19, no. 39.

Each 35.1 x 28.3 cm. Dated 1680.



i. The gardenia (Pl. 19.10i)
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. Autumn flowers (Pl. 15.10a)

Inscription: The weather turns cold suddenly. In the garden bees are humming among
the enchanting autumn flowers. Casually I take note of the scenery.

Seals of the artist: Wang Wu ssu-yin TR FLH] , Ch'in-chung §jj+.

. The Fnan ‘B 5 day-lily (Pl. 15.10b)

Inscription: From a single calyx stretch the golden petals branching out playfully
like hair-pins of jade. The spring is here but still unmarried, the pretty maiden
blushes for being called Fnan (menaing literally “should have sons”)

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung.

. A branch of hibiscus (P1. 16.10c)

Seals of the a Wang Wu ssu-yin, Ch'in-chung

. The camellia (P1. 16.10d)

Inscription: Viewed in a distance beyond the hanging curtains of crystal beads it
looks like Ngo-lu-hua Z# 7t (a woman immortal) in spring.

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung.

A collector’s seal: Pei Ching-fu ZZ%ii& (Chin-shih ¥+, 1894), Po-ch’ien pao tz'u
ko yii ming-chu tsin-ma B#RE AN BHERELE (Po-ch’ien treasures this more
than a bright pearl and a fine horse). cf. 58, 616.

. The hibiscus (Pl. 17.10e)

Inscription: It may not be appropriate to call the flower chu-shuang {i%& (meaning
to resist the frost) and yet it stands well among the frost. '

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung,

. The poppy (Pl. 17.10f)

Inscnptlon South of the Yangtse nce is as cheap.as

to the west of Sha-ch’eng

( ; trying to find an opportunity

ressed for being unable to do so. They

\ ' drinking and playing with the long swords. Are
there anything in the kitchen to go with the wine? Send the servants out to
pluck the ‘leaves of the poppy.

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung.

. The Lotus (Pl. 18.10g)

Inscription: Rising form an afternoon nap by the window I discover some remaining
ink in the pool of the ink-slab and I playfully paint this flower.

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung.

. The peach blossoms and bamboo (Pl. 18.10h)

Inscription: Formerly in Yuan-hu seng-she 4#if# 4 I saw a painting like this by
Pao-shan ch’u-shih £ 1Lgg 4 (Lu Chih B4, 1496-1576) with colophons by a number
of art critics. I try to emulate it hastily according to my own inclination.

Seals of the artist: Wang Wu ssu-yin, Ch'in-chung.

Inscription: The gardenia is also known as Chan-po ﬁ‘
the compound petalled varieti
the lotus. T

‘pointed or round like
r it _blossoms with ]ade Jdike petals. My anxiety is
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relieved by looking at it.
Seals of the artist:  Wang Wu ssu-yin, Ch'in-chung.

j. The peony (PL. 19.10j)

Inscription: The beauty is revealed merely with the tip of the brush. A flower of
placid ink has captured the secret of nature.
Seal of the artist: Wang Wu ssu-yin, Chin-chung.
k. The pine and chrysanthemum (P1. 20.10k)
Inscription: There are still the pine tree and the chrysanthemum, emulatmg the brushwork
of the Yuan master. ~~
Seals of the artist: Wang Wu ssu~ym Ch'in-chung
1. The narcissus (Pl 20. 101) \ !
ipti that Tude ;sphere “the dew is cold and water fragrant.
s my favourite who had untied the pendant for me in the bye-gone
g-shen (1680) lun-ch'tu %X (intercatory 8th month), written in Fang-
tsao-t’ang £ EY . Wan-an 5% Wang Wu. ,
Seals of the artist: Wang Wu ssu-yin, Ch’in-chung, Fang-ts ao-wang sun 58 TR .
Collector’s seal: Po-ch’ien so chien shu hua ming-hsin chueh-p’in A3k T R B LB
fi# (Calligraphy and painting viewed by Po-ch’ien — a supreme masterpiece that
impresses my heart).
The artist (52, 46-47) —
A native of Su-chou, Kiangsu. T, Ch’in-chung. H, Wan-an, Pu-shan #3({}. Collector
and connoisseur. Followed works of past masters in his possession he achieved a style
of his own. Technically these 12 pictures are quite similar to one another. They are
uniformly charming in composition and masterly in brushwork as well as in the use of
ink and colour.

EHE ZILES

Yiin-shan t'u chiian Clouds on the mount
Handscroll. ¢ k

Inscription — ;
In the morning I-look at the clouds. In the evening again I look at the clouds. Every
morning and every evening the vapour of the clouds is dense. In the morning the clouds
fly out of the mountains and in the evening they fly back. The clouds have actually
no intention while the mountains regard them with indifference. O, I wish I could
ride on the vapour of the clouds and go to and fro among these mountains. In the
mountains there doubtless live geniune immortals for whom the clouds provide food
and abode because therein lies the secret of eternal youth. In the nineth month of the
year keng-shen (1680) I write this Yiin-shan-t'u and inscribe at the same time this little
poem. Po-yo B f Cha Shih-piao.

Seals of the artist: Shih-piao ssu-yin, Jui Erh-chan B} , Mei-ho ¥g#8%, Yu-hsi B
(a recreation).

A collector’s seal — L
Ma Ke-min EEE (19th cent): Ch'ang-pai Ma-shih Ke-min “chien-ts'ang shu-hua

chih chang REEXBERERBE &

Published ~—

Ch’eng, 1965
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Exhibited —
Musée Cernuschi, 1967, 19, no. 31.
Recorded —

Siren, 1958, 50, 7.284; Laing, 1969, 37, 216.

The artist (23, 142-144; §2, 267) —
A native of Hai-yang ¥§fg, Anhui. T, Erh-chan. H, Mei-ho. Ming loyalist, after the
fall of the dynasty he devoted himself to writing and painting. One of the Four Masters
of Anhui. Followed first Ni Tsan, and then Wu Chen and Tung Ch’i-ch’ang. In this
handscroll he paints in the Mi style but with a slight touch of colour the effect is com-
pletely different from those of the Sung masters. He was indeed playing with colour.

EEB - Okt

asters (Pls. 22-26) by Cha Shih-piao

Album, 10 leaves. ‘Ink on paper. Each 26.9 x 39.5 cm. Dated 1694.
Prefaced with a copy of the artist’s own portrait by Sung-ho ch’u-shih MA#RpE+
(Kuo Chung-ch’ing B{#1% , Ch’ing).
a. Shen-hsi ts'ao ke VREBEL K] Straw huts by the deep brook (Pl 22.12a)
Inscription: ~ Mei-hua-taojen #g7t5g A (Wu Chen) Shen-hsi tsao-ke t'u. Shih-piao
tries to capture his sentiment at the eastern suburb of T’iao-ching #1§ .
Seal of the artist: Erh-chan.
Collector’s seal: Cheng Te-k’un, Te-k'un chen wan fEHB 5y .
b. Lin kao i chang %k B # 4t Dragging a staff on a wooded terrace (Pl. 22.12b)
Inscription: Lin kao i chang. Shih-piao.
Collector’s seal: Cheng Te-k’un, Mu-fei chien shang K FEEH .
c. Lin-t'ing yuan ti #XE3& | A pavilion in the forest facing the dist
Inscription: Ling t'ing yuan ti. After the simple kand;tr;antf{’iuif
Lai-lao Piao fEEIE . S N
Seal of the arti
Collector’s sea
d. Wan-shan ch'iu 7%(.11%}(7}( Evenmg mountain on the autumn water (Pl. 23.12d)
Inscription; - Shen Shih- -weng {74 (Chou) has a painting after Mei-sha-mi (Wu Chen)
illustrating his poem — “The sun sets by the evening mountains on the autumn
water. The white-haired old man feels disappointed in the little boat.” I try to
reproduce it. Shih-piao.
Seal of the artist: Mei-ho.
Collector’s seal: Mu-fei chien shang.
e. Chiang shan i yeh {I|l{—3 A leaf among the mountains and river (Pl. 24.12¢)
Inscription: Chiang-shan i yeh. Painted by Shih-piao.
Seal of the artist: Mei-ho.
Collector’s seal: Te-k'un chen wan
f. Mo-hsi shan-shui ZBILIK Ink-play landscape (Pl. 24.12f)
Inscription: Tung Chung-po (Tung Ch’i-ch’ang) once said “Th
to capture the bare and vast expanse and the secret-of'i
done with such a pnncxple Lai-lao_Shih-piao.
Seal of the artist; g R

> peaks (P1. 23.12¢)
chnique of Ni (Tsan).

.of an inkplay is
ire.”  This painting is
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Collector’s seal: Te-k'un chen wan.
g. Shan ch’ing yiin pai (1|35 Green hills and white clouds (Pl. 25.12g)
Inscription: Poem —
The green hills and the white clouds are intimately linked.
The yellow autumn has arrived and the wild geese are migrating.
Let me take refuge in the deserted forest and remain hidden all day long.
But here comes a guest on the back of his donkey.
Shih-piao.
Seal of the artist: Piago.
Collector s seal: Mu-fei chien shang.

nt ‘andi‘%sklll are hard to capture but I feel I have caught a glimpse
ess as well as its mysterious depth. Shih-piao.

Seal of the artlst
Collector’s seal: Mu-fei chzen shang,
i. Fang-shan mo fa [5 L& Landscape after Kao K’e-kung (Pl. 26.12i)

Inscription: ~ Shih-piao after the ink technique of Fang-shan. In the year chia-hsii
(1694) in the reign of K’ang-hsi.

Collector’s seal: Mu-fei chien shang.

j. Hsi-shan shu-she ¥&|1138 % The studio at Hsi-shan (Pl. 26.12j)

Inscription: Formerly I saw a Hsi-shan shu-she t'u by Wang Meng-tuan T &
(Wang Fu T4k, 1362-1416) at Hsiao-meng-ch’uan /j\i8Jl| . It has a unique style
of its own. This album leaf is to record the essence of its brushmanship. In the
middle autumn of the year chia-hsii (1694) 1 casually .write these ten leaves at
Kuang-ling k’e-she % 4 . In a moment of inscpiration the merits of the ancient
masters have been captured but rather fa1 7 §

Seals of the artist: Mei, Ho.

Collectors’ seals: “hier

Published —
Siren, 1958, 50, 6 pl.353 Ch’eng,1965 9, no. 24; Musée Cernuschi, 1967, 19, no. 32.
Exhibited — ‘

Fitzwilliam Museum, 1954, 15, no. 36;Kdln, 1955, 51, no. 66.
Recorded —

Siren, 50, 7.284; Laing, 1969, 37, 216.
The artist —

See no. 11. A versatile painter. Each of these paintings is painted in the style of an

old master. From the technical point of view most of them may be identified with

the original artist. But since they are all playful works the casualness and simplicity
in execution, the plain and bare vastness of the composition and the calm and cheerful
spirit are essentually the same.

MR . BEE
Kuan ch'ao t'u Viewing the bore (Pl. 27)
by Ku Chien-lung (16 6- 1686)
Hanging scroll. 1t

 ovnd
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Inscription —
Kuan ch’ao t’u. An old man of 78 (1684) Ku Yiin-ch’en RHSERL plays with ink.
Seal of the artist — -
Yuan ming Chien-lung R4 RFE.
The artist — ~
A native of T'ai-ch’ang A @&, Kiangsu. T, Yiin-ch’eng sEf2later name Yiin-chen.
Followed Ch’iu Ying {8t (c. 1500-1550). Court painter in the K’ang-hsi period,
specialized in figure painting and historical motifs. Inspired by his view of the bore,
he sketched this picture in a playful mood, showing that the hsi-pi painting was not
a monopoly of the literati school. It is essentially a uniq vay of expression in Chinese
art. o

14 BHEXZ® ~ .
. ‘Mists and rain on River Ch’u-chiang (P1. 28) by Tan Chung-kuang
(1623-1692)
Hanging scroll. Ink on paper. 75.8 x 27.6 cm. Dated 1684.
Inscription —
Poem: A peak goes to the east and another to the south,
Who would write the green mountain and take it as a pictorial vision?
It is precisely when the clouds are broken after the misty rain
The whole world disappears in the dark halo of ink.
This is the inscription on the painting Ch'u-chiang yen-yi t'u by Mi Hsiang-yang
3585 (Mi Fu). On a winter day in the year Chia-tzu (1684) Chiang-shang {T
playfully does this brushwork.
Seals of the artist —
Huan-hsiao chai g%7% , Tan, Chiang-shang wai-shih {L L.
Collectors’ seals — _ , e
Ma Yueh-kuan BE ¥ (19th cent.

t.): -ch

Wang Ch’ien_iii'ﬁ (19th. cent.):. Mei-ch'ing sh

P EmE - L

P’an Chien-an ¥&{2#k (20th cent): Pan Ch'ien-an chien-tsang chin-shih shu-hua yin
BREAM S L BER , Tso te hsin an che shih hsien S13.LRENRAL -

T’ao Chien-ch’iu B@#&l$k (20th cent.): Ching-chieh hou-i FEH#TS, Chien-ch'iu yen-fu
SIEKARAR -

Colophon 1, in the panel over the painting, by Wang Wen-chih 34 (1730-1802) —

Poem: (It seems as if) he is presenting a fragrant petal to Hsiangkuang (Tung

Ch’i-ch’ang).
No one would like to take abode in such a place dotted with mountain lights.
But who knows that in a mere footage of vapoury shadow
There enclose a ten-thousand lengths of misty waves.

Inscription: From our home village Master Chiang-shang has achieved an extraordinary
ease in calligraphy. Throughout the land there is hardly any calligrapher who could
surpass him in excellence. His painting has the similar elegance as his calligraphy.
Wen-chih. h

Mashih chia. t5'ang @78 SRR

en-ti ¢ WGMEE , So-hsueh-ho-shih-chai
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Colophon 2, in the margin on the right of the painting, by T’ao Chien-ch’iu —

Inscription: Tan Chiang-shang has painted this picture after Mi Hsiang-yang’s Chu-
chiang yen yii tu. It belonged originally to the Hsiao-ling-nung-shan-kuan /|~ 3%
|1igg of the Ma family in Yang-chou #Jif. Later it went to the So-hsueh-ho-shih-
chai of the Wang family. Then it passed into the collection of Ch’en Chia-mo PREZH ,
the former Governor of Hupei. In 1926, during the Northern Expedition when
the Army of Kuangtung entered Hupei, Ch’en’s collection was scattered. This
painting was acquired by my friend, Chan Ch’i-keng #ffi5F who served in the
19th Route Army. When he came back to Canton I purchased it from him at a high
price. The brushwork of Tan Chiang-shang was d i y-the Sung and Yuan
masters, excelling in great extensive forceful ‘ . unding the principle
of painting he has.succeeded. ift. explorinj ) and subtle mysteries
achieving a brilli nthesis of the: art. !n'my father s collection there is the original
manuscript of h stk Hua-ch'uan % (53). The calligraphy appears in the style
of Su Ch’ang-kung #% /% (Su Tung-p’o). In this work the calligraphy and paint-
ing are both after Mi Tien 3XBE(Mi Fu). Formerly I had the opportunity of seeing
a Shan-shui t'u {1j)KE also by him in the home of Ou-yang Hsi-kung ErEB{% 2
It looks like a picture of an excursion but unfortunately the figures are badly
damaged. The inscription is clearly in the Mi style. The present example depicts
the obscurity of a misty landscape in which he makes use of the brushwork of
Master Shih (Shen Chou) to copy Hsiang-yang. The comment made by the scholar
Meng-lou 24 (Colophon 1) is right to the point — “A footage of vapoury shadow
has covered an expanse of hundreds and thousands lengths of misty waves.”
No other painter of the past could present such an enormous power. It is a treasure
indeed. In the spring of the year yi-mou (1939) while spending a holiday at Hao-ching
ﬁﬁl read this painting to amuse myself Suddenly [ recall its y and’ make this

m@% Chien-

ch’iu-fu ﬁlﬁ)(ﬁc .

Seals of T’ao Chiens
(Mr T’ao claims t
Lung-ch’uan-yen-shi Ll

Another collector’s seal: Wan-ts ui-hsuan B 2T .

Published —
Ch’eng, 1965, 9, no. 30.

Exhibited —
Musée Cernuschi, 1967, 19, no. 35.

Recorded —
Siren, 1958, 50, 7.402; Laing, 1969, 37, 283.

The artist (52, 375) —
A native of Tan-t'u f34, Kiangsu. T, Tsai-hsin gexz, H, I-sau i 82, Sao-yeh-tao-jen
#H355 A > Chiang-shang-wai-shih, etc. Scholar, calligrapher and art critic. This
painting was done when he was 61. The hasty display of brushwork and ink matches
harmoniously with the lively calligraphy. It presents an atmosphere charged with
youthful vigor and playful mood. No wander th ¢o
unanimous in appreciating his high spi id rustm

descendant of T’ao Ch’ien Jg7% the famous poet, 365-427),
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15. :
Huang-shan shih-ching Ten scenic spots on Mount Huang-shan (Pls. 29-33)
by Mei Ch’ing (1623-1697)
Album, 10 leaves. Ink on paper. 26.2 x 33.9 cm. Dated 1694.
a. Sung-ku §2%; The Pine Valley (PL. 29.15a)
Poem: The setting sun brings confusion to the shadows of the pine trees:
In the empty mountain the waterfalls produce a music in unison,
The parting clouds linger on leisurely,
A lonely bird returns home crowing;
The land of the immortals seems near,
And the road to earth becomes ‘misty. and

he western cliff.
ﬁjgﬁjﬁ (Spending the night at the Pine Valley).
Ch’ii-shan #([1. - Ch’ing & .

Seals of the artist: Mei, Ch'ing, Ch'a-hsia X8, Huang-shan i-p’ien yiin g ||— K E
(A piece of cloud on Mount Huang-shan).

Collectors’ seals: Liang Chih-wen (19th cent.), Nan-hai Liang Chih-wen-yin T8 ¥3 &
37 Ep ; Li Wen-t'ung (20th cent.), Li Wen-t'ung yin 2= 5&E) ; Hu Yi-shan (20th
cent.) Fu-ch'un Hu Yi-shan &% #1511 ; Mu-fei chien shang.

b. Lien-tan-t’ai %44 The Pill-smelting Platform (Pl 29.15b)

Poem: This is the site where Emperor Huang-ti sheltered his true nature.

The ancient platform had long been deserted.
Who cares that the smelting stove is cold

As the purple fungus remains fragrant?

The luxuriant vapour produces the misty cloud,
The precipitious cliff ejects sharp cutting blades;.
Who is seeking to acquire the drug of" 1mmorta11
Because the great fire. for ‘§meltikng :has;f‘again\bﬁ

Inscription: Lien-tan-tui. Chliishan. -

Seals of the artist: Mei Ch'ing, Chii-shan-shih %1 .

Collectors’ seals: “Li Wen-t'ung yin, Te-k'un chen wan.

¢. Kuang-ming-ting 8878 The Glittering Summit (Pl. 30.15c¢)
Poem: Wild and boundless it is on the summit of Kuang-ming-ting.
The sky is open in the four directions.
If we can find the track to the land of immortality
What is the use to dream of the Mountain of K’ung-tung i ?

Inscription: Wan pu Kuang-ming-ting %+ 388 TH (Evening excursion to Kuang-ming-
ting). Ch’li-shan.

Seals of the artist: Ku-k'uang 53f (The old madman). Mei-tzu g F.

Collectors’ seals: Li Wen-t'ung yin, Fu-ch’un Hu Yi-shan, Mu-fei chien shang.

d. Lien-hua-feng & iti% The Lotus Peak (Pl. 30.15d)
Poem: Who has planted this mysterious root
Which blossoms on this great earth
Stretchmg up half~way mto :the sk
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I have returned from the land of fragrance
And passed by the road to the Hall of Jade.
When will the lotus bear its fruits?
By the vase expanse I shall wait for the ferrying raft.
Inscription: Lien-hua-feng. Ch’i-shan.
Seals of the artist: Ch'ii-lao-jen B2 A , Yu-hsi san-mei g =8k (Excursion into
the secret of nature).
Collectors’ seals: Li Wen-t'ung yin, Fu-ch’'un Hu Yi-shan, Nan-hai Llang Chih-wen yin,
Te-k’un chen wan.
Shih-tzu-feng %57 % The Lion Peak (PL 31.15e)
Poem: On the rocks of the LlOl’l eak ‘

Feeling cold I ‘th/ought that autumn is near,
In the bare mountain sounds of musical stone is rare.
When shall I take a rest in the Yellow Sea
Looking for my neighbour half-way in the sky?
Inscription: = Shih-tzu-lin hsin Hao-t'ang ho-shang ¥fi+ P, 3 F1fa (Looking for
" Hao-t’ang ho-shang in Shih-tzu-lin). Ch’i-shan.
Seal of the artist: Ch’ii-shan.
Collectors’ -seals: Li Wen-t'ung yin, Fu-ch'in Hu Yi-shan, Nan-hai Liang Chih-wen yin,
Te-k'un chen wan.
T’ien-tu K%}, The City of Heaven (Pl. 31.15f)
Poem: Resting my old head on my staff
We have just arrived at the foot of T’ien-tu.
It soars against the sky thousands of fee in

Faintly we listen to the music of heaven.
Inscription: 7'ien-tu. Ch’u-shan.
Seals of the artist: Mei-tzu, Ku-huan 5.
Collectors’ seals: Li Wen-t'ung yin, Fu-ch’'un Hu Yi-shan, Mu-fei chien shang.
Chieh-yin-sung #%5 |+ The Recepting Pine (Pl. 32.15g)
Poem: It would be difficult to receive some one without sincerity
Who understands the purpose of this stretching pine?
Explaining the object of his visit to the west,
The man-of-letter leaves an inscription on the First Peak of Huang-shan.

vlnscription: Chieh-yin-sung. Ch’ii-shan.

Seals of the artist: Mei Chiing yin, Yuan-kung {#4/.
Collectors’ seals: Li Wen-t'ung yin, Fu-ch’un Hu Yi-shan, Na
Te-k'un chen wan.

hai Liang: Chih-wen yin,

h. Hsi-hai-man 71 The Gate to the Western', a |

Poem: Hsi-hai is 2
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In the 'vase expanse we view the setting sun.
The thousand peaks stand apart from one another like swords
While a river winds around like a flying dragon.
The sound of temple bells comes out from the clouds
And monks are returning through the cracks of the rocks.
With the blowing evening breeze
We hear faintly the music of heaven.
" Inscription: Hsi-hai-men k'an lo chao Fa#gF%& %R (Viewing sunset at Hsi-hai-men).
Ch’ii-shan.
Seals of the artist: Wo-fa # i (My own style), Mez-ch zh *&ﬁ (Mer the fool)
Collectors’ seals: Li Wen-t'ung yin, Fu-ch’un Hu. Yi-sha
i. Fu- ch iu- feng #}3 J’Iﬂé The Floatmg Peak (Pl ; s

And- gradually they rise into distant obscurity.
Inscription: Fu-ch’iu-feng. Ch’li-shan.
Seals of the artist: Po-chien-shan-chung-jen ¥R A, Ch’ii-shan.
Collectors’ seals: Li Wen-t'ung yin, Fu-ch'un Hu Yi-shan, Nan-hai Liang Chih-wen yin,
Mu-fei chien-shang.
j. Tsui-wei-yuan Z2#JR The Blue-green Spring (P1. 33.15))
Poem: An ancient monastery surrounded by a thousand peaks
Between its two streamers flows a running brook.
With a long whistle
I find myself in Tsui-wei-yuan.
Inscription: Tsui-wei-yuan. In the eight month of the year chia-hsii (1694), written
by Ch’ii-shan, Mei Ch’ing in the thatched cottage of ia XK. He is 72 years

old. . .
Seals of the artlst Mei Ch mg, Ch' u-shan, ang Yiin-men i fang ke |8 _EfT—
He ¥ (Rising s he Clouds I burst out with a song),

Lien-hua-feng tmg:san-sheng-meng S EETE=4% (Going through the dream of
three lives of re-birth ‘on the summit of the Lotus Peak).
Collectors’ seals: Li Wen-t'ung yin, Hu-ch’'un Hu Yi-shan, Nan-hai Liang Chih-wen yin,
Te-k’un chen wan.
Published —
Koln, 1955, 51, no. 71; Miinchen, 1959, 24, no. 111; Ch’eng, 1965, 9, no. 29.
Exhibited —
Fitzwilliam Museum, 1954, 15, no. 35; Musée Cernuschi, 1967, 19, no. 34.
Recorded —
Siren, 1958, 50, 7, 385; Laing, 1969 37 275.
The artist (52, 379) —
A native of Hsiian-ch’eng % 5, Anhui. T, Yuan-kung Hisvor @4 . H, Chlii-shan,
Hsiieh-lu = %, Lao-ch’ii-fan-fu ¥ 8 .5 and others. A friend of Shih-t’ao pap=
(Tao-chi 34, c. 1641-1720). Poet. Noted for landscapes atid pi . trees. This
album was a record of his expedltlon ‘ > joy and satisfaction
he expenenced at.the varigus
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a number of seals are used for the various specific occasions. They are — Ch a-hsig,
Huang-shan i-p’ien yiin, Ku-k'uang, Yu-hsi san-wei, Ku-huan, Wo-fa, Mei-ch’ih,
Po-chien-shan-chung-jen, Chih-shang yiin-men i fang ke, Lien-hua-feng ting san-sheng-
meng. 1t is wonderful indeed for an old man of seventy-two to be so inspired and
to take the risk of scaling this high mountain through its treacherous paths.
He was playing with the secret of nature and seeking to acquaint himself with the
life of the immortals. And above all nothing could stop him from visiting his
Buddhist friend up there.

ZRE > K ZSILIE R
Ch'iu yii kung-shan Autumn rain on the bare hill, (P1

One cannot: help pondenng on the wonderful scenery, pure and mystlc
By the window I try to re-arrange my poems which I have composed at leisure,
They are all scattered among hte branches of the maple tree.
Inscription —
Casually 1 have painted this small picture for my own enjoyment with no intention
to capture the spirit of Ni Tsan. Chiang Shih-chieh.
Seal of the artist —
Chiang Shih-chieh Hsiieh-chai shih yin Z8& EVETEKH |
Colophon by Chu Yi-tsun %#& (1629-1709) —
Poem: When a recluse tries his hands on painting
The spirits of Ni (Ni Tsan) and Huang (Huang Kung-wang) are hard to grasp.
Here I would like to plant a thatched cottage
And a few bamboo which may whistle:in ‘the
Inscription:  Written by Chu-ch’a-ldc .
with the origis
Seals: Chu-ch’
Collectors’ seals —:-
Chung-shih-hsiian chen chung HEEL#E,, Hsiao-ti li-t'ien 2% 71, Tien-chu ku-
huang-hsien-chu chih hou K =H B4+ 2% , Man-hsi shih ST .
Published —
Chung-kuo ming hua, 66, 21; Shina Nanga Taisei, 25, 10.53.
Recorded —
Siren, 1958, 50, 7.306.
The artist (23, 194-198; 52, 274) —
A native of Lai-yang 385 | Shantung Lived in Su-chou &/, Kiangsu. T, Hsueh-chai.
H, Ho-chien #&{f#, Ssu-wei B & and others. Posthumus name, Hsiao-cheng # IF (filial
and upright). Poet and calligrapher. Followed mainly Ni Tsan in landscape. This simple
work shows how successful he was in mastering the technique and spirit of the Yuan
master. The definition of the inkplay painting given by Tung Ch’i<ch’ang may very
well applied in this case.

, thyming




17. EEE B R

Painting “Some Hsi-pi Paintings in the Mu-fei Collection 385

Shu-hua ho-pi Landscapes after old masters with poems (Pls. 35-37) by Chiang Shih-chieh

a.

. Tso-chung

Album, 6 leaves. Ink on paper. Each 19.0 x 13.5 cm.
Ch'ui yang ch’iu lao TEF5FK & Weeping willow in late autumn (Pl. 35.17a)
Poem: In the late autumn all the weeping willow twigs become frosty.
In doing this picture I have secretly consulted the works of Chao Ling-jang
HisyHE (c. 1070-1100).
It turns out to be liked coming home from an excursion.
With the reed flowers and the coming wild geese I sketch the scenery on
the pond.
Inscription: Ta-nien j\rf(Chao ng ] g) was a mem‘b\

of the Sung royal house.

fresh in ion from a long excursion. On one of his paintings, Huang Shan-ku
%Ll]ﬁ Huang T’ing-chien # LB , 1045-1105) inscribed, “The brush is not
brandished to depict a tiny pond It is filled with a village among the reeds and
the coming of the wild geese.’

Seal of the artist: Lai-yang ¥

Collectors” seals: Lu Hsin-yuan #.00F (1741-1818; 33, 445-447), Lu KungPE#%,
Shen p'iniM\y, Chun-chai yen-fu 7¢75WLis ; Chou Ch’ang-fu &/ \& (late 19th
cent.), Chou Ch'ang-fu chang-shou ! '8 k5.

. Sung-ching kuei ch’iao 1:{EFFHE The returning wood-cutter (Pl. 35.17b)

Poem: Foot-prints have scattered along the deserted pine path
And misty vapour is rising from the foot of the hill,
The late wood-cutter is returning with a crane.
I paint this river village at sunset with seagulls over the waves.
Inscription After the Shui-tsun tu 7J<H mel (The river vﬂiage) by Wang Shu-ming
I:#B7 (Wang Meng).
Seal of the artist: Hu-ch'i “?\Ho-chzen EEE:%M’ i
Collectors’ seals: Lu Kung, Ch'un-chai yen-fu.
ih WA In the company of a distinguished scholar (Pl. 36.17c)
Poem: In the company of a distinguished scholar the wooden gate is closed.
Under the wall of yellow earth appears the distant hill.
Don’t be surprised that the Apricot Flower [wine shop] in the village is far
away,
There the attendant in white may be seen in the grove of green bamboo.
Inscription: Casually painted after Ch’ih-weng %45 (An old Fool, Huang Kung-wang).
Is the Big Fool's X %% work really like this?
Seal of the artist: Hsiieh-chai chih yin B:4E 7 H) .
Collector’s seal: Ch'un-chai yen-fu.

. Hsiieh wu 2 Snow bound house (Pl. 36.17d)

Poem(the meaning is not clear):
There burns a lamp in the snow-in small-windowed house.
Admist the crackling crows [stands] the three-storeye
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18.

identally [ come across an original work of Ts'ao Yiin-hsi %74
(Ts'ao. Chih-po ®41E , 1272-13627) and write this in his style. Also inscribe.

Seal of the artist: Lai-yang.

Collector’s seal: Ch’un-chai yen-fu.

e. Han-lin % Winter landscape (Pl. 37.17¢)

Poem (the meaning is not clear):
The weather has turned unusually severe,
Re-enforced with heavy furs I still feel cold in my dream.
The land in front of our gate is quiet with hardly any body around.
It fills the old man with gloom and sadness.
Inscription: Prior to the T’ang dynasty there was no wmt
of this type of painting was perfected :
an i

landscape. The technique
-ch'ju' 2220 (Li Chleng R,
n{F c. 990-1030). Although

Playfully I paint

_ndscape and also write the inscription.
Seal of the artlst Hsiieh-chai chih yin,
Collectors’ seals: Lu Kung, Ch'un-chai yen-fu; Chin-t'ing pao wan EFET B .

f. Tao pien shih-ch’iao ¥ki& %% The stone bridge by the peach tree (Pl 37.17f)

Poem: A pillow full of Hsi-huang 352 (Fching 5%%) and a roll of Li-sao B .
A thatched cottage far away from town,
No barrier on the road to search for poetic inspiration,
Beyond the bamboo stands a stone bridge by the peach tree.

Inscription: After an original painting of Chai Yuan-shen Z2B¢f% (Sung) in our family
collection. At the request of Te-ch’ing 131, our old family acquaintance, I do these
six paintings after the ancient masters and also the inscriptions. Chiang Shih-chieh.

Seal of the artist: Hsiieh-chai chih yin.

A collector’s seals: Chou Ch’ang-fu, Yiin-chai pao wan =258
ming hsien chen chi = OHEAE BE

Published — e o
Ch’eng, 196

Exhibited —
Musée Cemuschl 1967, 19, no. 40.

Recorded —

Lu Hsin-yuan, 1890, 42, 35; Ferguson, 1934, 22, 9.188b; Laing, 1969, 37, 225.

The artist —

See No. 16. Like the Cha Shih-piao album mentioned above (no. 12), the works
in this album are each painted in the style of a Sung or Yuan master. But the playful
execution or spontaneous improvisation has succeeded in rendering the cheerful
mood of expression. They are quite uniform in portraying the blandness and
tranquillity experienced by the artist at the moment. The vastness of nature is
presented in a simple and rustic charm.

Yiin-chai hsin-shang

3R - R SR B e —
Ch’ing-kung ya-p’in Refined objects for pure worship (P1. 38)
by Kao Ch'i-p’ei (1672-1734)
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Four album leaves mounted in two small hanging scrolls. Ink and slight touch of

colour on paper. Each 20.2 x 26.8 cm.
a. A scholar with his ch’inZ zither.
b. Landscape.

Inscription: There is a mountain but no wood-cutter. There is a span of water but
no angler. The pure landscape preserves the secret of nature tolerating no human
instrusion. Ch’ieh-tao-jen H3i& A Ch’i-p’ei, finger painting.

Seal of the artist: Kao Chi-p’ei yin.
¢. A scholar viewing the running brook.
d. 4 pot of orchid and a group of rocks )

Inscnptlon Ch'ing-kung ya- pin. Tao:fu HEE Ch n_Shun Iii@, 1483-1544) has

composmon hke this nd~~ fully duce it. I have captured its

e 2 Chieh- tao-]en

The artist (52, 334-335) -

A native of Liao-yang ¥, Liaoning. T, Wei-chihZ 2 . H, Ch’ieh-yuan, Nan-ts’un
4 , Ch’ang-pai-shan-jen fE(lIA , etc. Scholar, poet and calligrapher. Famous
for his finger painting. This unorthodox technique seems to be particularly suitable
for the playful form of artistic expression. These four finger paintings are good examples
of his work. They are playfully executed portraying the refinement of a retired
life, simple and full of quiet dignity.

S - U5 LK E M
Landscapes (Pls. 39-42)

by Hsieh Lan-sheng (1760-1831)

Album, 8 leaves. Ink and colour on paper
a. Landscape, after Huang Kung-wg

Inscription: - Li-fu L H#: paints afte

Seal of the artlst " Hsieh Lan-she)

Collectors’ seals: - Huang Lung-yiin %"’Eﬁ (19th cent.), Huang Lung-yun chia chen
ts'ang BREEFR LR ; Te-yii chen ts'ang 5T , unidentified; Mu-fei chien shang.

b. Fei-yiin-ting RZETE (Pl. 39.19b)

Inscription: From the back of Huang-lung-tung £/ I look up to Fei-ylin-ting (Peak
of floating clouds). The scenery has long harassed my heart. Today I have swiftly
brushed it out. It is a great satisfaction indeed. Li Tao-shih H3g A [Hsieh himself]
of Wu-yang-ch’eng 7. ¥ (Canton) will be returning to Mount Lo-fou }£%%, so
he leaves this leaf to show the posterity that the peak which the ink has not reached
is where he has secretly kept himself.

Seal of the artist: Lan-sheng.

Collectors’ seals: Huang Lung-yiin chia chen ts'ang, Te-yii chen ts'ang, Te-k'un chen wan.

c. Ch'un to yii se 3% & Rainy season in spring (Pl. 40.19¢)

Inscription: “Rain is abundant in the ninety days of spring
fishing boats are idle”. This was a poem which, 1 ha‘
landscape painting, but I hav fi rgotten the 0

int th

Dated 1826.

d by the stone jetty
scribed on a friend’s
es. Suddenly I remember
is also in the style of Ta-ch’ih
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. Feng yueh hsien ti EU] faits Wind and moon at an dle Spo

k ‘Cheng Te-kun

(Huang Kung-wang). Li-fu.

Seals of the artist: Lan, Sheng.

Collectors’ seals: Huang Lung-yiin chia chen tsang, Te-yii chen tsang, Mu-fei chien-
shang.

. P'o-pi shan-shui 351117k Worn-brush landscape (Pl. 40.19d)

Inscription:  This is done after Huang-ho-shan-ch'iao #%51it# (Wang Meng) with
a broken brush. Is it faithful to his style or not? Li-tao-jen.
Seals of the artist: Lan, Sheng:

Collectors’ seals: Huang Lung-yiin chia chen tsang, Te-yii chen ts ang, Mu-fei.chien shang.

A well and _mortar may. be placed by the clouds
And the ne ghbours reached through the bamboo grove.
The water fall at the cliff serves to wash and clean the vegetable
And bundles of wood to prepare the tea.
When the knocking of the wooden door are not answered
People may take us for refugees from Ch’in % .
Inscription: This painting is written by Li-fu in the style of Ts’ao Yiin-hsi to illustrate
the poem by Fang-wengfiz%i (Lu Yu P&, 1125-1210).
Seal of the artist: Hsieh Lan-shang yin.
Collectors’ seals: Te-yit chen tsang, Mu-fei chien shang.
Ku ssu ch'iv yii & F#H Autumn rain at the ancient temple (Pl. 41.19f)
Poem: Talking to a visitor at the ancient temple about the autumn rain
Heaven has retarted the setting sun for the recluse.
Inscription: These are two lines by Huang Chiu- yen %n@ (Huan, Chou -hsing #
A&, Ch’ing). He was full of Cul'lOSlt ing an anthology of

poems which have is is-evidently an excellent one.
Li-fu also inscribe

Seals of the artist: :
(Li-fu whistling and laughing).

Collectors’ seals: Huang Lung-yiin chia chen ts'ang, Te-yii Chen ts’ang, Mu-fei chien-shang.
Chieh wu nan kuo 58 4 BER Building a house at the southern suburb (Pl. 42.19g)
Poem: Building a house at the southern suburb

With a clear stream flowing in front,

To live a peaceful life with few earthly worries.

The water and plants are fine and lovely,

Washing the inkslab with clear cold water,

And playing the zither to the tune of the running brook.

The birds on the beach are friendly

And the mist at the bank comes and goes.

Cooking fresh vegetables with clear water

And entertaining visitors in the south hall

Strolling by the river brings truth to lift

And looking at nature apprends ¢ its e '
Inscription:  This is Chung-chung i of the Yuan period.

%% Lan, Sheng, Li-fu hsiao hsiao BRI #E
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Written by Li-fu at Ch’ang-hsing-hsing-chai % P£27% . The winter prunus is in
full bloom and the house is filled with its fragrance. He also does this inscription.

Seal of the artist: Sheng yu mei-hua kung sui han 4 H {35583 (The prunus is
created for companionship in winter).

Collectors’ seals: Te-yii chen ts'ang, Mu-fei chien-shang.

h. Tung ching % % Winter landscape (Pl. 42.19h)

Inscription: Recently [ have very often painted for brother Nan-p’ing jjg#%. This is
the third album and Nan-p’ing maintains that it is better than the other two
recommending my progress in the art. If it was so I shall be. dehghted to do more
for him. It is the 21st day of the inter
Li-fu inscribes.

Seals of the" artis

Published =

Ch’eng, 1965, 9, no. 36.
Exhibited —

Fitzwilliam museum, 1954, 15, no. 46.
Recorded —

Siren, 1958, 50, 7.338; Laing, 1969, 37, 240.
The artist (57, 6.1-12)
A native of Nan-hai ifi#§, Kwangtung. T, Pei-shih ffl+:. H, Li-fu, Li-tao-jen, etc.
Scholar, poet, calligrapher. Headmaster of the Yang-ch’eng Academy FiR#EPB: in
Canton. This album was painted when he was 66 and was going to retire to his
mountain retreat in Lo-fou-shan. Most of these leaves are quite elaborate in composition,
yet the freeness in executlon and the cheerful m od f expréssion are typical of the

FH {“E,%@ﬂﬁ“ i
Hua-niao ts’e Flowers and birds (Pls. 43-47)
by Li Yii (1843-1904)
Album, 10 leaves. Ink and colour on paper. 26.6 x 36.0 cm. Dated 1893.
a. Yuan kuo hsiao feng [& iz jE (Pl. 43.20a)
Inscription: A morning breeze sweeps across the garden corner, a fresh drizzle dampens
the dark-red [flowers].
Seal of the artist: Mei-sheng shu-hua ¥t EF .
b. Birds and flowers (Pl. 43.20b)
Inscription: Painted by Chu-hsi Li Yi #704%% .
Seal of the the artist: Mei-sheng.
c. Yen lu pu jan [EFEA Y (Pl. 44.20c)
Inscription: Untouched by the mist and dew, how can
and butterflies?
Seals of the
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Poem: Showing the skill of nature, it blooms into a golden coin.
The solft stem droops like a piece of stringing cord
Turning red against the green moss.
The wind rests under the bright moonlight and cold dew,
It falls quietly on the gound in the drizzle.
Seal of the artist: Mei-hua-ling shang shu-sheng W{ts8 =4 (Scholar of the
Prunus Range).

e. Feeding the young (Pl. 45.20e¢)
Inscription: Painted by Mei-sheng.
Seal of the artist: Li Yii

f. Meng li ho-hua T@ﬁf £ (Pl
Inscription: 3

‘there was a cold rain. After awakened

g. Bird and insect (Pl. 46.20g)
Poem: Up and down according to my own inclination
I don’t usually mix with the swallow or sparrow.
Unworthy though I am I have been long acquainted with the mandarin
ducks and pheasants.
When shall they elevate me to the blue heaven?
Seal of the artist: Mei-sheng.
h. Kuei-niao %% 55 (Pl. 46.20h)
Poem: Habitually the birds return
And folding their wings stand on the bare branches.
In the morning breeze pure and lively
They bring forth beautiful songs in harmon
Seals of the artist: Yi, Met-sheng
Collector’s seal: Ki
i. Yu-hua i ching } At
Poem: The mo slope turns whlte in the setting sun;
The path grant with flowers.
Lying beside the zither I listen to the murmuring stream.
The autumn hall has been invaded by the chilly cold.
Seals of the artist: Li yii chih yin 7275 2} , Mei-sheng hsieh-sheng {4534 .
Collector’s seal: Kung-ch'en chen shang.
j- Hsiang-ts'ao che-ku T HERER (PL. 47.20))
Inscription: In the autumn of kuei-ssu (1393) while visiting the capital 1 painted
these heedlessly under the bright window. Li Yii.
Seal of the artist: Mei-sheng Chih Yin.
Published —
Ch’eng, 1965, 9, no. 37.
Exhibited —
Fitzwilliam Museum, 1954, 15, no. 47; Musée Cernuschi
Recorded — :
Siren, 1958, 50, 7.377; L 1n
The artist (52, 208 :‘




Cheng Te-k’un 391

A native of Yang-chou #;/!|, Kiangsu. T, Mei-sheng #§4:. H, Chu-hsi #7#5. Pupil
of Chu Shu-jen %3 A acquainted himself with various techniques of the ancient
masters. Famous for flowers and birds. This album shows that Chinese artists would
not hesitate to express playfully in these subjects. The way of execution and the mood
of expression are unmistakably in this tradition. The spontaneous brushstrokes
with excellent use of ink and colour illustrate the harmony of the hand and the mind.

21, RRT » KEERIEEE
Mount Yiin-tai of Tai-hua-shan (Pl. 48)
by Chang Ta-ch’ien (1899- ) 5
Hanging scroll. Ink and colour on pape
Inscription e 5 3
Among ths ua-shan the Yiin-t’ai-feng is the most extraordinary.
Early in t orning of the 21st day I and Chung-hsiung f 5¢ [my elder brother] come
from Ts'ang-lungling 2 &4 to this peak. Clouds evolved from the mountain side
has covered the entire space below. The whiteness stretches far and wide reaching
to the end of the sky. With the showering rays of the sun the whole expanse is
transformed into a sheet of heavy snow, only spotted here and there with the summits
of the peaks. It looks as if dozens of islands are bubbling up from a large pot of boiling
water.  As light breezes blow the clouds roll on like heads of dragons and spines of
fish. It is extremely cunning in instant and continuous transformation. Hastily
I painted this picture to be presented to Yang-an hsiung ZRE 'Y , Chairman of our
club for his amusement. It is in the 8th month of the year Chiz-hsii (1934). Your
younger brother Ta-ch’ien, Chang Yuan % . Tai-hua Yiin-t ai-feng. Also the inscription.
Seals of the artist —
Chang Yuan ssu yin $EFH
Exhibited —

3°cm. Dated 1934.

Name, Yuan 4 . H, Ta-ch’ien chii-shih
: e BE, etc Studio name, Ta-feng-t’ang :j@#: . Trained first
by his mother and brother and successfully mastered the techmques of various
past masters, especially Shih-t’ao and Pa-ta-shanen /\ k[Li A (Chu Ta %4, 1625-1705).
Visited most of the scenic spots in China and abroad. Now lives in Carmel, California.
Poet, calligrapher and connoisseur. Versatile in all forms of Chinese painting. Hsii
Pei-hung fRAL¥E (1895-1953) ranked him as the greatest painter in the last 500 years.
This example was painted when he was 35 already fully mature in technique and in
spirit. In a moment of inspiration he has playfully made use of the style of Chang
Seng-yu to express his joy and satisfaction and to share it with his friends.
A painting in the same style, entitled The Huang-shan in a sea of clouds was exhibited
in The Retrospective of the artist at the Avery Brundage Collection in San Francisco
in 1972. (38, no. 14) It was dated 1938, four years after the present example.
Unlike the latter it presents a recollection of h1s d ithe famous mountain in
Anhui. The composition is more elabor t..display of his technical
skill, but the 51mp11c1ty and cexii ng seems to be lacking.
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2. BFE RZLERES
Yiin-shan wu chin Clouds and mountains without limits (Pls. 49-50) by Jao Tsung-i
(1917- )
Handscroll. Ink on paper. 29.7 x 129.9 cm. Dated 1965.
Title —
T'ien ti yen wen K48 . Seal: Hsiian-t'ang nien ssu-shih i-hou tso EHEEPI+ L)
t{E (Painted after forty years old by Hsiian-t'ang).
Inscription —
Yiin-shan wu chin t'u, an inkplay by Hsiian-t’ang. Presented Te-k
for his comment. Seal: Jao Po-tzu #&1H
Colophon —
When 1

un, an art connoisseur

e ‘six methods of pamtmg But after more than

ve any success and so eventually I abandoned
it. Recen icked it up again, and as my works have begun to be appreciated by
my friends T devote more efforts on the techniques of the Northern Sung, through
the four Yuan masters down to the end of Ming, especially the works of Chang Feng
o ¥4 (fl. 1640) and the various monk artists. Pursuing my own inclination I become
deeply interested in the art though unable to gain perfection.
My fellow elder brother, Te-k’'un has admired this painting saying that it is full of
dynamic power. He is of the opinion that the way of execution is similar to the
Chu Nan-yung 4% (15, no. 23; 50, 7.183; 9, no. 5; 19, no. 2; 37, 165) and Fu
Shan (no. 8) in his collection and they may be grouped together as treasures of
the inspired and untrammelled class. The superfluous praise fills me with uneasiness.
He has requested colophon for the painting, hence these few words are appended
to the picture. It is the summer of the year i-ssu (1965). Hsuan-t ang Jao Tsung-i.
Seal: Hsiian-t'ang, Jao Tsung-i yin.

The artist (39, 176) —

A native of h’ao-an‘

Conclusion

The twenty-two examples of Chinese hsi-pi painting described above cover a period of
about 500 years ranging from the middle of the Ming dynasty to the present day. To the artist
this type of work has been merely a recreation which affords much joy and pleasure at his
spare time. Serving as an instant emotional outlet and personal satisfaction the art keeps no
specific tradition and recognizes no school barriers or group prejudices. Any artist who feels
the urge to express himself occasionally in this fashion is absolutely free to do so for his own
enjoyment and satisfaction.

The artists in this collection include not only masters of well-known schools but also
painters at the royal court. Others are eminent scholar-officials, active or retired, Buddhist
monks, Taoist priests or living artist or scholar. The works appear in all sorts of composition
ranging from shan-shui landscapes to flowers and birds, animale}and human figures. The technique

of the moment.
and Ni Tsan, but th
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the messy effect of Fang Ts’ung-yi and numerous orthodox techniques of well-known masters
have all been employed. In one case the artist takes advantage of the finger method for which
he was famous (No. 18). Some others are so proud of their own style that they do not hesitate
to carve a seal to mark the achievement. The Wo-fz of Mei Ch’ing (No. 15h) and Tzu-ch'eng
i-chia of Hsieh Lan-sheng (No. 19h) are concrete examples.

It is interesting to note that all these paintings are works of well established artists in
their various stages of maturity. Each inscription is a record of the painter on his own performance
and understanding. But as a whole they may be taken to illustrate the gradual progress of a
Chinese artist in pursuit of an ultimate goal which lies in the search for the secret of the world
around him. An artist if he was to achieve perfection in th ‘‘‘‘‘

moods. The urge to do 50 1d ‘Bece e an 3 intense as he progresses with age
until he is able ity and majestlc vastness In this respect these
paintings can be ¢
the exception of:six’ all' the examples are dated. One was painted when the artist was 35 years
old; 3, when the artists were over forty; 6, over fifty; 3, over sixty; and 4, over seventy. The
messages in the inscriptions seem to represent the progressive development of an artist.

Students of Chinese culture are familiar with Confucius’ critical estimation of himself.
He says —

At 15, I had my mind bent on learning.

At 30, I stood firm.

At 40, I had no doubts.

At 50, 1 knew the decrees of Heaven.

At 60, my ear was an obedient organ for the reception of truth.

At 70, I could follow what my heart desired without transgressmg what was right.
(Lun-yii, 2.4, Legge’s translation)

a Chinese artist. He should
) 8K perfect and out of the question.
o probe into the secret of nature. By 60 he should be able to understand
its meaning. And: -he will be ready to absorb and live with it in perfect harmony. Chinese
painting is indeed a product of the Chinese culture.

Individually each of these hsi-pi paintings has a charm of its own. It is charged with
the painter’s own enthusiasm and playfulness. There is hardly any alloy of strenous restriction,
rigidity or persimmism in its expression. To the on-looker it imparts a feeling of delightful cheer-
fulness, leisure, gaiety and progressive optimism. It represents an art of absolute freedom because
it is an artistic creation pure and simple serving to record a memorable moment in life.

The hsi-pi painting is a unique form of artistic expression in China. As a whole it may
be taken as a cross-section of the long tradition in Chinese art as well as its culture. It did
not evolve over night by a particular school or special movement. In its development it has
not only absorbed all the servisable forms of brushmanship and inkmanship but also incorporated
the rhythmic beauty of calligraphy, the sensitive mood of poetry and the absolute truth
in philosophy. It constitutes a composite art which serves to pr the personal orginality
and cheerful satisfaction of the artists in thelr varied. individ ods. The twenty-two
items in the Mu-fei colloctlon are but admirable achievements in the
last few centuries. i

This sequence may be apphed to
start young. By thes :
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