The Theory of Literati Painting: Opening Section of My Dissertation

My first two publications in book form, the small Crown Publishers book Chinese
Painting, XI-XIV Centuries and the Skira book Chinese Painting, were both
published in 1960. But two years before that, my doctoral dissertation, titled Wu
Chen, A Chinese Landscapist and Bamboo Painter of the Fourteenth Century,
was published in another form: the University Microfilms hard-cover copy volume
that reproduced the entire dissertation. Copies of these were accessible in most
large university and other research libraries, and mine was much read and
discussed by scholars and students in our field after it came out. In particular, the
first part, pages 1 to 84, titled “The Theory of Literati Painting in China,” was
widely read and used wherever there were strong programs in Chinese art,
notably Max Loehr’s at Harvard. For reasons | will suggest below, it was never
published in commercial book form, and has now slipped into obscurity.

The “main part” of the dissertation, on the early Yuan artist Wu Chen (Wu Zhen),
is of lesser importance. When | received my MA at the University of Michigan in
1953, | had chosen as my dissertation topic nothing less than the so-called “Four
Great Masters” of Yuan Dynasty painting: Wu Zhen, Ni Zan, Huang Gongwang
and Wang Meng. Post-Song painting was then a new and wide-open area, and |
realized that if we were to make some sense of painting of the later centuries,
which had been neglected and depreciated (the then-common view among major
specialists was that painting went badly downhill after Song--Bachhofer had
dismissed Ni Zan as “an execrable amateur” or something like that) we needed
to understand how these four masters and others had contributed to the great
change. | chose to do Wu Zhen first, not because he was the most interesting
painter--he was the least interesting, in my view--but because his paintings and
writings opened the way for me to take on the huge problem of the theoretical
underpinnings of this new movement. | would finish Wu Zhen off quickly, |
thought, and then go on to the other three.

It didn’t work out that way. After my dissertation was completed and filed, and an
important spin-off article titled “Confucian Elements in the Theory of Painting”
had been presented at a conference and published, | was diverted by the writing
of the Skira book and other projects, and never got back to revising and
publishing my dissertation. But it continued to be widely read and used by those
seriously engaged in Chinese painting studies, especially the first section on
literati painting theory. For that, | had spent many long days and weeks poring
over and scanning old Chinese writings on painting, and suibi or collected
writings of those engaged in the new literati painting movement in the late
Northern Song, looking for passages that would illuminate this new body of
theory--1 still recall this as an exciting time of discovery. Then | tied these
together with a running text that attempted not only to sum up the main
arguments of literati painting theory, but to distinguish it from earlier concepts of
artistic expression--to distinguish two fundamentally distinct Chinese ways of
thinking about expression in the arts, and especially in painting.



Eventually, in 1971, Susan Bush’s The Chinese Literati on Painting was
published, and became, quite properly and deservedly, the standard authority on
this large subject. She used many of the same texts, but in new contexts of
discussion, and she had the help of Achilles Fang, a high-powered specialist in
Chinese literary theory at Harvard, to ensure the accuracy of her renderings. (In
footnotes on the opening pages she corrects several of mine.) | feel nonetheless
that my earlier study deserves recognition as the first attempt by a non-Chinese
writer to deal with this big subject, and so | make it accessible here, as part of the
history of our field, and for whatever interest and value my old discussions may
still have. It is reproduced from the original typescript that was submitted as my
dissertation. The translations of Chinese passages in the main essay are
numbered, and the original Chinese texts, written out in my unskilled hand, are
appended on separate pages at the end, using those numbers.



PART I.

THE THEORY OF LITERATI PAINTING IN CHINA
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1. INTRODUCTORY

Two Concepts of Painting. _
The [four painters Enown &3 the Four Great Magters of the Ylan

Dynasty merit our special attention for reasona which go somewhat
beyond the inherent interest and value of their surviving works. They
occup¥, with their contemporaries, a pivotal position in the history
of Chinese painting. When we think of dividing that hiatory inte two
great periocds, "early" and "later" painting, the epoch of the Four
Magters preaents itself iwmediately as the beginning of & new artistic
era, and the point of demarcation may conveniently be placed at the
outset of their activity in the early fourteenth century, or, if omne
chooaes, o few decades before. In any casze, it must be recognized that
their innovations play a large part in fixing those gualities which
distinguish painting after their time, especially landscape, from that
which preceded them; dominant movements in the following centuries
tend to proceed along the courses they. lay out. Therefore, & definition
of what is new in their works oand in those of other Ylan artists will go
far in clarifying the whole development of later Chinese painting.

I do not believe, however, that a stylistic definition alone will
suffice in this case. The movement to which the Four Masters belonged—
wen—jen hua, "literati painting," a term which designates painting done

by acholar-amateurs—represents, raother than a school with well-marked
stylistic boundaries, a new way of theught about graphie art. Having
accepted & new set of values and a new conception of the wery nature

of painting, the Yian artists within this movement worked with different
aims in mind than had mest of their predecessors, and were judged
according to their success in achieving these aimg. The Four Masters,

in particular, are praised by Chinese critics aa model literati artista;

the doctrines of wen—jen hua underlie much of their writing and recorded

opinions, a8 well ms dictating, I think, some of the special tastes
manifested in their painting.
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Painting, they suggest, should depict inatructive epizodea from
history, or present to the living the visages of the illustrious
dead. Such a view of painting necessarily relegated it to the status
of imitation; the artist, it impliea, need aim at nothing beyond
the Faithful representation of his subject.

By the ifth century A.D., however, the period from which the
earliest essays specifically devoted to painting are preserved, we
may detect the beginnings of a determined opposition to the idea
that painting is limited to the copying of actual appearances,
whether of mundane or suopernatural subjects. From this opposition,
end from the feeling that an alternative view must be ndvanced, there
arcose what I have termed the primary concept. As the first coherent
and clearly stated view of painting to be found in extant Chinese
literature, and as & view vhich seems to have remained dominmant for
some centuriea thereafter, it may justifianbly be spoken of as the
basie Chinese mede of thought about painting. (ut of an opposition
to this basie wiew there kRrose in turn, some six centuries later, .

the secondary concept, which is wen-jen hua theory.

Each of these concepts grew out of the thinking and diascussions
of & group of scholars and artista. The a&im of each group was evi-
dently to establish painting on & nmew feoting, and, more specifically,
to raise it to the level of prestige already occupied in their respec-—
tive periods by the companion arts of poetry and calligraphy. The
profeasional craftsmen of China, creators of the ceramics, sculpture,
bronzes, jade carvings and other objects which in the West have been
rightly admired as works of art often of superb quality, were generally
not thought capable by the Chinese of attaining to the highest planea
of human achievement. The emergence of each of the two concepts to be
discussed was stimulated by a desire to lift painting from the category
of skilled handiwork and establish it as & fitting occupation for the
litterateur and scholar, In the first case, there appears to have bheen

no corollary belief that the acholar's painting would necessarily ba

presentation of these early views, with conventional citationa of
antique authority; but, as William Acker remarks in the introduction
to his translation of part of Chang's work ([182], p. LI), Chang's own
judgements of artistic gquality seem to bel founded on quite different
eriteria.
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superior to that of the ordimary artist; in the second, this belief
wag fundamental to the whole system.

The primary concept probably had its origins in the romantic
cult of nature which grew up in the south of Chine during the late
fourth and early fifth centuries, and which included the pajnia?a
Tai K'uei (d. 395), Tsung Ping (375-443), and Wang 'u'l'ai.3 As pointed
out by Snp-er,4 the men of this group were the first in China to give
expression to & love of nmatural beauty for itas own sake, and the
theory of painting they advanced reflects their new orientation.
None of them is represented by extant paintings or copiea of paintinga, .
but the ideas of Tsung and Wang survive in two short essays. Analyaes
of these two texts have tended to place undue emphasis on myatical
elements in the complex of ideas they propound, and have not taken
gufficient notice of the fact that their treatmeat of ertiastic exprea-=
sion is (like that in the contemporanecus Chinese discussions of
literature) quite sophisticated in relation to correspondingly early
Western art theory, containing ideas and attitudes which anticipate

wmuch later developments in Buropean thought about nrt.ﬁ

"'\.'

aTha last not to be confused with the T'ang period poat—painter
Wang Wei (699-759). For & short discussion of these men and of the
movement to which they belonged, see Alexander Soper, "Early Chinese
Landscape Painting" tﬁLﬂJ! pp. 141=164. For a fuller treatment, sece
Y. Murckami, "Hikuchf no shizen-kan™ (The Conception of Nature in
the Six Dynasties Period) (173), pp. 41-52.

Ysoper, op. cit., pp. 143, 150.

®Discussions of Chinese art which dwell on general concepts of
cosmology, philosophy, and especially metaphysica and religion, often
fail to penetrate beneath these somewhat extraneous matters to idena
moreé pertinent to art ns & more or less independent human activity.

The kernels of most meaningful statement in Chinese texta are often - — - -

overlaid, I believe, with references to these "larger concepts,”

more with the aim of investing the discourses with classical avthor— -

ity and prestige than of casting any real light on the subject. 3. H.
Ch'en, in his article "The Beginning of Chinese Literary Criticism"
{188), p. 47, speaks of "the generally homogensous nature of most—— -
Chinese eultural expressions,” and remarks; "As a result of this ;
homogeneocusness, Chineses critical ideas often appear undifferentiated
from the ethical, political and cosmogonic, And it behooves us in our
study to extract thess critical ideas out of their larger contexts,
without, of course, forgetting those contexts.” In the present study,
while I introduce a few references to Chinese philosophy, I have tried

to avoid straying too far from the discussicon of gquestiona pertaining.

to art and aesthetic.
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The Primary Concept.

The Tsung Ping text, Hua shan-shui hali % Lll *' J; .

"Proeface on Painting Landscape," short though it is, presents many

problems in understanding and interpretation. It has been translated
several timaa.ﬂ I propose here new renderings.of some key passages,
a proper understanding of which, I believe, provides not only the
earliest but alsc one of the clearest expositions of the primary
concapt of painting.

Tsung Ping begins by speaking of the ideal man's emotional
responses to his surroundings, and of the expressive power of
landscape (the actual landscape of nature, that is, mot paintings
of it; the word shan-shul was probably not used for the latter until
some centuries after his tima.i}

(1) The sage, harboring the Tao, responds to [extermal]
objecta; the wise man, purifying his emotiona, savora
the appearances | of the things of nature]. As for
landacape, its material [forms] exist, but its
flavor is incorporeal [or:s of the soul].

This super-material "flavor" or "mood" of landscape is felt.
by the sympathetic beholder, juat as the wisdom of the sage is
revealed to the understanding disciple, without any verbal

communication taking places

®cakanishi, The Spirit of the Brush (208), pp. 37-40. Soper,
op. cit., "Excursus." Siren, The Chinese on the Art of Paintin
(212}, pp. 14-16, and Chinese Painting (213), I, pp. 36-37. Soper's
translation is generally the most accurate, although I have differed
from his renderings at a number of poinis. Both the Tsung Ping and
Wang Wei texts are included inm Li-tai MHC (I3), ch. 6. The Tormer
has been under suspicion since Arthur Waley (Introduction to the
Study of Chinese Painting [224], p. 190, note) rejected it as
probably spurious on the strange grounds that it was not included
in the early eighteenth century compilation P'ei-wen-chai shu-hua
p'u {_EL}. Not only is his reason shaky, but his facts as well:s
the work is printed in P'ei-wen-chai, exactly where one would
expect to find it, in the section devoted to painting theory (XV/4a}.

TThE hua, "paint," in the hon shan-ahui of the title is thus
used az the painter Eu K'ai-chih (344-406) uzed it in his essay
Hua Ylin-t'ai shan, "Painting the Cloud-terrace Mountain" (also
included in ch. 6 of Li-tai MHC), not as in hua-t'u, "to paint
a picture." Landscape, in Tsung Ping's treatise, is what ias
depicted, not the depiction; these opening sentences are thus &
succinet statement of the attitude toward nature prevailing in
Tsung Ping's time.
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“(2) The sage, tirough his apirit, models himself upon the
Tao, and the wise perscn understands him, Landacape,
through its forms, caplivates the Teao, and the aympa-—
thetic person enjoys it. Is this not virtuslly the
same thing?

Tsung is old and weak, no lomger able to roam about in the

mountains. Howewer, just as ideas too subtle for normal expositienm,
and thus apparently uarecoverable, may be grasped intuitively
thatween the lines" in writings, so may visual impressions from
the past (and the Feeling inherent in them) be reoxperienced in
paintings

(3} All the more is this true of [places wherse| a person
has lingered, [scenes] ensnared by the eye: with forms
one transcribes their forms, with colors depicts their
ApPPeArance.

The feeling inherent in natural scenery can be lodged in
peintings of that scenery, becauss of the IIfinit:ﬂ between the
soul of the artist and that of his subject:

(4) The [human| spirit is basically without bounds; it can
dwell in Forma, being moved by what ia like [itself].
The orzanizing principle [}lﬂ] [of these forma]
enters into the traces of their cppearances
[i.e. into the depictiom of them|3 thus they can be
indeed wondrously copied, and indeed exhaustively sc.

That is, not only their appearance, but also their elusive
vflavor®, cen be captured. IHow is the artist to accomplish thia?
By a twofold discipline: he must himself be reaponsive to impres-
sions from the outer world, and he must develop skill of a apacial
kind, that which enables him to commmicate his responses by
pictorial means, and thus to evoke them in others.

{5) Fow, if ome who comsiders the right prineciple to be
responding to his eyes and conforming to hia heart
perfects his skill in accordanece with this [principle],
then nll eyes will respond and all hearts conform [te 0
his paintings]. - - ' i ke b e

e

5fn some later texts, this is spoken of sa shen—hui **‘? e
wgpiritual affinity.” See Soper, Kuo Jo=hsfl's Experiencea in
Painting (219), n. 180, for uses of the term. It waa also used
for o spiritusl communion between the viewer and the painting.
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This definition of ‘the kind .of skill an artist requires is sssen-
tial to the primary concept of artj mcquisition of other kinds, not
“directly based upon individuel response to visual stimuli, will be in-
effective toward the desired end, which is the evoking of a correspond-
ing response in the percipient. Adherence to this doctrine was to pre-
.serve Chinese painting through many centuries both from departing
radically from visual reality, and from being bound too clesely to it.
S0 leng as this concept of art dominated in Chinese painting, the
balanee implied in it remained a constant ideal; what we conaider the
"olagsic balance™ between subjective and objectiveelements may not
always have been achieved, but neither did the Chinese ever wander so
far from it in either direction as have, from time to time, artists
in the West.

The easay of Wang Wel preseants even greater obstacles to full
understandinz, The text exists only in sbbreviated lorm, according to
the prefatery note by Chang Yen—ylan, who guotes it, along with the
Tsung Ping work, in his ninth century history of painting. Wang Wei's
aimszems to have been to set forth a view of painiing as a means of
revealing and interpreting the phenomena of the world, rother than of
mersly copring cuter appearance, Behind this aim lay that of establish-
ing painting as & suitable occupation for the acholar clasa, to which
he belonged, and which had already incorperated the arts of calligraphy
and poetry into the repertory of accomplishments proper to its
members. He begins with a statement of his basic belief:

(&) I congider that painting is not practiced and accomplished
merely as & crafty it should be ragar&ad ag of the same
prder with the images of the Changes.

91.e. the hexagrams of the Book of Changes (I chinz 7y HE ),
of which it is said in an appendix to that book, "The Sages used them
in surveying all the complex phenomena under the sky." (Fung Yu-lan,
A History of Chinese Philosophy [193], I, 390.) For the relatiomship
between this concept of images and the early Chinese attitude toward
painting, see Michael Sullivan, "Pictorial Art . . in Ancient China"
(221), p. 2. The movement to which Wang Wei and the others belonged
had its philosophical reots in what Pung terms the school of Neo-
Taoism, in which the Changes was held in great esteem.

1 have omitted the puzzling opening of this passaze, which might
be rendered: "In a (or my?) diatribe on the calligraphy of Yen Euang-
lu Ea famous calligrapher, contemporary with Wang Wei], it is said"
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Wang Wei's contemporaries were evidently disposed to belittle

the achievements of painting:

AT) Tho=e who are skilled.in the chuan and 1i scripts exalt
their own achievements as calligraphers. Would that they
might consider beautiful pictures on the same grounds,
and inveatigate the points of similarity [between the two
arts]} But those who speak of minting are limited to-
seeking for the appearances and aspects [of material
thinga?.

However, in Wang's as in Tsung Ping's view, copying of
visible form does not exhsust reniity, for natural objects have
their invisible soula, which are the source of their expression.

(8) Forms are permeated by soul; what they move and change
iz the mind [of ome whe sees them|. There iz [, however, ]
nothing in the soul which is visibley therefore, whatever
it is committed to will not move [anyome].

One cannot paint soula, but must rather depict forms in such a
way as te somehow reveal these nnulﬁ.lﬂ When that is sccompliahed,
the painting will serve as an effective substitute for nmatural
aeenery in evoking the romantic respomse of & true lover of the
wilderneas.

{9} I spread out the picture, helding it down on a table,
noting the likenesses and differences of mountains and ~
seas, green forests, the wide-ranging wind, foaming water
and gushing torrents, [to those I have seen], Ah! How
conld all this be accomplisghed by movement of fingera
and hand alone? The spirit must also be employed im
bringing it forth. Such is the emotion of |i.e. evoked

by] a painting.

The attitude toward painting expressed here clearly derives
from the emphazis placed upon direct emotional response to nature
in the thought of Toai K'uei ond his achool. The feeling of the
scene is absorbed by the artiat, who then imparts this feeling td

in[:hu Ching=halian, writing in the ninth century, ossumes thp
same distinction between material objeets and their non-material
"gsoula" when he speaks of the painter's problem of "conveying the

spiritual while fixing the material” ﬁ #‘.* i (Preface - -

to T'ang=ch'ao ming-hua lu, Soper trans.

(2207 p. B.)
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poem or peinting. Perhapa the growth of this ides is comnected
also with the emergence of a new gquality of emotional eppaal in
poetry and painting, and represents an attempt to account for that
quality in theory. The earliest eritic of Tai K'uei as n painter,
Haieh Ho, speaks of his works sa "of uninterrupted feeling and
harmony, surpassingly skilful in their air and nnud.ﬂll

The primary concept of painting mey be stated as followss
the artist is moved by some object or scene of his physical envi-
ronment, and embodies his response in a depiction of that obhject

I s i

or scene in such a way that the one who sees his picture is ninilnflr

moved. By this means he may (as Tsung Ping and Wang Wei intend that

he should) 1npnr£ some intuiiivu_ﬁndnrﬂtanﬂlng of natural phemo—
menaj or he may expresa emotioms he feels toward them. It might be
a sensual pleasure in the seductive beauties of nature, a devout
awe toward the weathered permanence of eraggy mountains, or a
Tacist sense of a vast order in perpetual change, which the artiat
feels and lodges in his worky but in any case, it is the responae
evolked in him by the object of his representation which suppliea
the expressive content of his picture. The components of the act
of artistic creation are thuss (a) visual stimuli reaching the
artist from the world around himj (b) some special quality of
vision by which he perceives thesej and (¢) the technigue through

which he menages to infuse the second of these components into His
12

portrayal of the firat.

gy hua—p'in 1u ( 65), 3b. Ca. 500, Works of others of the

school are described in similar terma.

1:& gqualificaticon might be made which does not, however,

substantially affect the ergument. This is that the Chinese artist
ordinarily did not work directly from nature, being rather a
Pgtudio paintér"; and that the ways in which he deviated from
objective realism were somewhat determined by traditional tech-
niques inherited from his predecessors. This deviation, however,

]l mean to be included in what I call his special puality of wizion
and technique. How much a givea style (e.g. the formalized blue-—and-
green lendscape style of the T'ang Dynasty) owes to ome or the
other of these factorz is a complex gueastion, and perhaps one
which only the artists themselves ecould have answered. Soper
("Early Chinese Landscape Painting” [2]16], p. 163) contributes an
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This concept of the functionm and method of painting remained
uncontested for six centuries, We find it still in the eleventh
century, virtually unchanged, in the treatise on landacape
peinting by Koo Hsi. Kuo begins by stating what he believea to be
the source of walue inm landscape painting. He notes that the
virtuous man's sense of duty toward parents and country may
prevent him from retiring into the mountains and remouncing the
world of human affaira. He goea ong

{10) The memory of forests and streams, of the companicmship
of clouds and mists, may yet come to him in hia dreams,
but they are eunt off from his eyes. Now, & master hand
can reveal them in all their richnesa, and one can,
without satepping out of his house, while atill seated
on his mat, enjoy the streams and valleys. It is thias
[capacity of painting| whieh is walued by the world,
this which ia the fundamental idea of landacape painting.

We may remark the similarity of this passage to the ending of
the Wang Wei essay. At & later poiod in his treatise, Kno Hai
describea, as suitable subjects for painting, the appearancea of
mountains in different seasona, and their effecis om the emotionsa

of those who see them. He continuessy

-

{11) Contemplation of such pictures evokes in men the correa-
ponding ideaa, It is as if one were really among the
mountains, Herein lies the meaning which paintings hawve
boayond the scemery they depiet.

He goea om to develop the theme of the viewer seeming ﬂctnallr
to be in the apot represented, and saya finally:

{12) Contemplation of sueh pieturea arouses correaponding
feelings in the heart; it is ms if one really came to
these places. Herein lies the marvelous quality which
peintings have beyond their meaning.

| o+ ~How well the master's paintings achieved his stated aim is = 5
attested by lines from a poem by Huaag T'ing—chlea, a century laters

excellent short discussion of this problem for the early periods.
Victoria Contag ("The Unique Characteristics of Chinese Landscape-
Pictures" [ uﬁ}, contradicting & commom notion, rightly doubts
that the Chinese painter's use of type-forms, standardized brush-
atrokes, ete. ever (at least in the cases of major artista)
really interfered with his expressive sima,
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(13) In the Jade Hall I lie gazing at & Kuo Hsi painting;
Exhilaration arises, and I am slready in the greem
foreat,1d

Hsfian-ho hua=p'u, the early twelfth century catalog of the
Emperor Hui-tsung, attributes the same powsr to the landaeapea of
Kuan T'ung; ’

(14) Look well at him picture and you will find yourself
suddenly transported to the scemes which it portrays . . .
Tou whe but o moment ago were a ¢common courtier or a
grubber in the dusty markets of the world are suddenly
tranaformed. .o

The foregoing should make clear the manner of thought about
painting which I call the primary concept. Une or another version
of thiz comcept of artistie expression has, until fairly recent
times, been so widely scéepted in the Weat that some may object
to naliigg it "primary®, preferring to see it aa universal to
repregentational art. They would hold that the value of a
religious painting lies in the artist's ability to infuse into
his depiction of a religious subject the devout feelings proper to
that subject, that of Greek sculpture in the successful embodiment
of an idealized view of the human form, and so cn. This is, however,
enly one poasible explanation of expressiveness in art, and not
entirely unassailable on logical gfnunda.l4 Many of the greatest
artists of Sung ond leter times no longer accepted this as their

== e = —

131 footnote added to a similar poem by Su Tung-p'o, alase on
& Koo Hsi landscape (g. 30) identifies the Jade Hall (V@ t'ang E )
as a ball in the Han-lin Academy. T

ld?hrinul aspects of it are treated by Susanne Langer in her
book Feeling and Form (123 ) and judged untenable. P. 773 "In either
case, | the artist] suppresses what is unessential and heightens what
ie essential to the subjeet, to reveal its nature or his own foeling
townard it. Dut any such analysis leaves us with a fundamental confu-
sion of nature and art, and binds artistic truth, ultimately, to the
same post as propositional truth—that is, to the pictured thing.”
The primary concept, as held by the Chinese, contradicts two of her
fundamental beliefs, that " . . . "living' form is the symbolism
that conveys the idea of vital reality; and the emotive import
belongs to the form itself, not to anything it represents or suggests,"
and that the function of art is "net stimulation of feeling, but
expression of it." (pp. 28, B2.) For a discussion of the paradoxical

idea that reelinga can somehow inhere in insensate objecta, as Tsung
Fing and Wang Wel elearly suggest, see pp. 22 ff., B8-58. ;



' @imj to suppose them to have done #0, aa many Ceceidental writers
have done, is to miss totally the point of much of later Chinese

painting (as some of these same writera seem also to bave done. )

The Emergence of the Secondary Concept.
The appearance of an alternate view of painting waas made

posaible by the gradual acceptance, smeng & group of writers and
art theorista, of two basic motions, interrelated {each, in fact,
somewhat dependent on the other) but distinguishable for the
purpose of discussions

1. The guality of expression in & picture ia principally

determined by the personal gualitiea of the man who
creates it, apd the eircumstances under which he ersates it.

2. The expressive content of a picture may be partially or

wholly independent of its representational content.

Implications of the first idea may be detected throughout
the Chinese literature on painting, in the often seemingly
excessive interest shown by moat writers in the lives, perscnalities
and moral character of the artists they discusa. Chang Yen-yllam, in
the ninth century, notes (in a context derogatory of the painters
of hia own time) that great painters of the past had all been noble
and learned men (ef. gq. 15), but fails to draw any particular
conclusion from his cbservation. The conclusion (as stated above)
was drawn, and the ides established as a basic tenei of painting |
theory, in the late eleventh century, when it is clearly stated by
Eno Jo-hsl and others.

The second idea seems to have gained currenecy arcund the same
time, and underlies guch of the writing of the wen-jen hua theoristas.
It is familiar enough to us, both from modern art criticism and
from recent developments in paintingj for nf course DOOn-Tepresen—
tational art can have mo justification without it. But with wa it
is (es an idea) comparatively recent, belonging chiefly to the
paat century. In China it is much plder. By the middle of the Sung
Dynasty, men of broad classical learning and deep sensitivily were

turning to art in order to convey their persomal gualities and
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transitory feelings in paintinga of ‘bamboo branches, orchid plonts
and landscapes, relying only incidentally on whatever fixed symholic
connotation the subject mizht earry with it.

The incorporation of the two ideas stated a'nn-ru-; with others
whieh will be introduced and discussed in the followiag sections,
into the foundations of what came te be known ss wen—jem hua
(literati painting) was the achievement of & group of amateurs of
& very high order——writers, philescophers, artist8e— which had for

ita centranl figure one of the gianta of Sung acholarship and liter—
ature, Su Tung-p'o, and was made up chiefly of his friends and
diseiples, These men were the first troe "literati artists.” While
thers bad been mo lack in easrlier times of painteras who were nplao

- scholars.(Tsung Ping and the othera.belonged to that class), it was -
these eleventh century men who founded the school proper, developing

a gpecinl aesthetie to explain why painting by the scholar-amateur
differed, and to dictate how it should differ, from that executed

by the non-scholar, the professional painter. They elaborated thia
agathetic in their writings and exemplified it in paintinga.

The interaction between theory and practice was, in fact,
easential to the development of wem—jen hua, which to a large degree
representa an application of the ideas and standarda ef eriticism
to the ereation of art. In eritical texts which antedate the Su
Tung-p'e group, there sometimes occur passages anticipating their
ideas; in texts by artists, or dealing more with creatiom than with
apprecintion and evaluation, such eorrespondences are rarer. The
eriteria of excellence which the wen-jen hua theorists inherited in
part from earlier writers end substantiated by their cwn evaluaticna
of earlier painting gave rise to artistic styles conascicusly eimed

at satisfying thomse criteria, - LEESES Ll Wi St T

= - —

{n the other haond, the general acceptance of pﬁlﬁting'inﬁﬁ.tﬁi-:: s :
group of "polite arts" proper to the ideal scholar, and the growing -
practice of it by versatile, cultivated amateuras, required :arﬁnin
innovations in both theory and style. The scholar's agute literary
and aesthetic sensibilities,; his wide acquaintance with poetry end
prose literature, with calligraphy and paintings collected by him-
self and his friends, created in him an art-consciousmessa through
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or worksj too often, such condemmation has been premature. The
disparagers of literati painting among Western writers on Chinese
art must, to command cur serious attention, demonstrate consider-
ably greater acquaintance with the works they reject ¥han have
any thus far.
Very little survives, except im copies and imitations, of the
paintings of the late Northern Sung scholar-artists; their writings,

however, are still available to s, and shall be used as the chief

= -

sources for the study of wen-jen hua thecry which follows. For
reasons which are not entirely clear, but may be conmected with the
advocacy of opposing ideas and styles by the Emperor Hul-tsung and
hia painting academy, these men had no significant immediate
~following. It remained for the literati artista of the Yilan
Dynasty, two centuries later, to revive and elaborate the ideals

of their Sung predecessorsy and to develop new styles of painting
conaistent with those ideals. How they did so, and what was
contributed toward this end by each of several individuals, will
be a dominsnt theme in my treatment of the Four Great Masters.

L



1T, THE THECRY OF LITERATI FAINTING

Foreword.

The traditional Chinese scholar was not partial to the sort of
treatise which expounds one aspect of a subject after ancther in
orderly successionj most often he chosge the method of rambling
discourse, piecemeal revelation of his idecs in rondom jottinga
and miniature essays, often scattering these through a miscellany
devoted to as many matters aas had eaptured hia intersest during the
‘period of its composition. The wer=jen hua thecoriasta and artista of
the eleventh century published no manifesto to proclaim their new
beliefs. They would probebly not be especially grateful to o
barbarian latecomer who triea to remedy their omission, and would
lock with disfavor upon aany attempt at systematic preseantation. I
of fer them my apologies for making such an nttempt, and also for
whatever violence I may uniﬂtﬂnbiﬂnillf.hﬂFl done their ideas, =
through unavoidable siress on modern precccupations eor through
misunderstanding. I have organized in the intereat of clarity, not
meaning to imply that the Chinese writers themselves necessarily
held their thecries in just these relationships. Any designation
of an idea ns & corcllary or outgrowth of ancther, especially if
no historical precedence can be shown for that other, is likely
to be limited in validity; most often, the two should properly be
nffared only as related temets belonging to & single organie system
of thought.

I have drawn upen literary sources of warious periodss earlier
writings for contraasting theories or for possible origins of the
jdenss later writings (especially of the Ylan period) for illus-
trations of how they were developed by later men, or to fill gaps
left by the Sung texts, I do not mean to suggest by this wethod
that the doctrines of the literati achool underwent no change
throughout its historyj but studies of the historical development

-1 =
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must bBe left for the future, the first toak being to present the
basic tenets of wen—jen hua s they were accepted by most of the
artists belonging to that traditien. In the interest of oader-
standing the literati painters and their works, it seems worth

while to try to understand what were their concepia of art nnd
aims in arts; and, leaving sside {es a subject only for unprofitable
speculation) any disparity between theory end proctice, we may
suppose these to have approximated the concepta and nims which
they themselves, snd their critics, expreass in their writings.
Since the quotations are drawn from such a wide range of
writers and periods, some inconsistencies between them are imevi-
table. “here such incoansistencies seem important, I have tried to
point them out. Also, some of the ideas incorporated into this
system are not by any means peculisr Lo it. Nevertheleass, wen—jen
hua theory represents o senerally consistent and distinct body of
thought; there is wide agreement on fundamental issues, and some
of the beliefs, at least, find me support amcng writers of earlier
periods, or by writers cutside the tradition in later parioda.
For certain matters on vhich other points of view oppose thea
wen—jen contention, I have included gquotations to illustrate
these. I have slso introduced at what seemed to me suitable
places selectiona from critical writings om poetry and ealligraphy,
from philosophical textas, and from the Oceidental literature of

aagthetica.

The Artist and His Work.

I. The personal ﬂgglfllal of the artist, snd the circumatances
of the particular moment in his life at which he creates the

work of art, are not only relevant to the work itself; they
are responsible for a major part of ita expression and value, . -
A. Men of noble character and profound luaruigg. if.aquiﬁﬁui'

with adeguate technical sbility—a factor, however, of
seeondary importance-—will E;nﬂunu paintings which the

dianarnins;yill ra:nspiza as IﬂE!riut to the productionsa

of men éauking_;hzsa atiributes.
































































































































































































































































