The paper that follows was sent to me, in a Xerox copy, by Wai-kam Ho on
March 3", 1990, according to his handwritten inscription at the top of the first
page (“For Jim, with respect.”) What else he wrote at the top of the age is not
legible in the copy | now have. But his handwritten corrections and insertions in
the essay, and the Chinese texts in the right margin for passages he quotes, are
still clearly legible, and make this an especially valuable document. Wai-kam
was, as I've written elsewhere, probably the best of the text-reading specialists
on Chinese painting in our generation, vastly better than myself in that regard,
and we always held each other in mutual respect. | am honored to offer his
paper, sine tears after his death, for readers of my website.
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"pICTURE-IDEA" IN THE RELATIONSHIP BETWEEN POETRY AND PAINTING
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In a colophon inscribed on Lan-t'ien yen-yii (Lan-t'ien :@z_ @42
in misty rain), a painting attributed to Wang Wei (701-761), 3 ifi
the Sung poet Su Shih (1037-1101) expressed his great EELQQQ

admiration for the T'ang poet-painter in these celebrated
words: "There is painting in his poetry and poetry in his
painting.” The basic accuracy of this statement as a general
observation and evaluation has seldom been challenged. Su
Shih's statement has become a cornerstone for the 1iterati
theory of art. Since the end of the Northern Sung and the
beginning of Chin, the idea of the oneness of painting and
poetry, and the aspirations toward the achievement of “the
shree exceliences of poetry, calligraphy, and painting" has
become the unquestioned ideal for the literati tradition. Yet,
on closer examination, Su Shih's statement reveals certain
ambiguities which are somewhat disturbing in terms of their
impl1cationé for a number of important issues in Chinese art
history.

Can we really say that "painting and poetry are one®

e

(shih-hua i-t'i)? As means of representation and expressive




media, are they comparable in their capacities? Are they equal
in what John Locke (1632-1704) considered the two basic
functions of language, recording and communication of thought?
Can poetry and painting embrace each other in perfect harmony,
or is the r;1ationsh1p more accurately summed up in Andre
Gide's words, "One embraces one's rival in love, only to
suffocate him?"

Even if we raise these questions merely for the sake of
argument, we need to clarify two crucial points. First, can
one apply to poetry and painting the same principles of
criticism, scrutinizing and appraising both with the same
critical apparatus? Second, if indeed one sees painting in
poetry and poetry in painting, how does one define those
"picture-like" and "poem-1ike" qualities? Can one relate the
literary concept "picture-1ike" or "picturesque" (ju-hua) to _ju ji.
the visual arts, and particularly to the history of Chinese

painting?

POETRY AND PAINTING ARE ONE?

Unlike the long and complex history in the West which
goes back from Gombrich and Goodman through Lessing and Burke
to Plato and Aristotle, China does not have a critical
tradition comparable to the Rennaissance tradition of ut

2 3
pictura poesis. According to Li chi (The book of rites), in ‘%%E &




the ancient times poetry, music and dance were essentially one
art and were supposedly performed as an integrated entity. The
highest state of accomplishment for these combined arts is the

> That 37 k2o

there can be such an ideal relationship among the arts has

ideal of chi chung-ho (toward an equilibrium-harmony).

never been doubted by later Confucianists. However when it

comes to practice, then the concept of "painting and poetry are

one" has not been accepted wholeheartedly without some form of

skepticism. In modern times, Ch'ien Chung-shu seems to have % /i-éé
been the first scholar to express serious doubts about the

ability of poetry and painting to accomodate and assimilate

each other. Citing Wang Wei, Tu Fu (712-770), and Wu Tao-tzu i-ﬁjilii%],%é%'

(active ca. 710-758) as primary examples epitomizing the arts
of poetry and painting in High T'ang, Ch'ien discusses what he
calls "the law of antimony of taste" and demonstrates how later
critics have used two éntirely different sets of criteria to
measure the relative achievements of these three eminent T'ang
masters.L’L Indeed, for the mysterious phenomenum of what we call
"taste," there is no lack of puzzling cases for which we have
yet to come up with any satisfactory explanation from the point
of view of socio-cultural history. In early Sung poetry, for
instance, the followers of the Po Chu-i (772-846) style, the )@Fé %
supposedly plain and simple style for commoners, came mostly
from the class of nobilities and high officials. On the other
hand, the devotees of the late T'ang tradition of poetry, which

has been dubbed aestheticist, decadent, and aristocratic, were



mostly Taoist recluses and Buddhist monksfg'An equally
illuminating example is the polarity between late Ylian painting
and poetry.6 while late Yiian painting strived for the literati
effect of expressive spontaneity and technical economy or
understatement, late Yilan poetry represented by many of the
great painter-poets such as Huang Kung-wang (1269-1354) and Ni
Tsan (1301-1374) always sounded 1ike a strangely nostalgic echo
of the elegant and exquisitely decorative poems of Late T'ang.
In a singularly peculiar but comparable manner, the same
contradiction can be found between Japanese literature and
painting during the Ashikaga period. Whereas Muromachi
ink-monochrome painting is known as a hieratic art under direct
influence of Zen Buddhism, Gozan 1iterature practiced by the
same group of Buddhist monks imitated the strictly regulated
Chinese p'ien-wen or a form of rhyme-prose characterized by the
highly embellished four- and six-word coup]ets.7'After Ch'ien
Chung-shu, another modern critic Ku Sui has also tried to point
out the "half-truth” of Su Shih's theory. He even goes so far
as quoting Chang Tai (1597-16847), the late Ming essayist, thaf
the application of "poetry-idea" in painting will certainly
result in bad painting, and 1ikewise the use of "picture-idea"
in poetry will certainly result in bad poetry.g Given the
dissimilar objectives and biases in critical standards of
different historical periods or even of different intellectual
and social circles during the same period, it is clear that

poetry and painting have not always been accepted and treated



as one and equal.

It is no secret that many poets of the East and of the
West tend to entertain some sort of patronizing attitude toward
the other arts. Wolfgang Goethe for instance always believed
that the mdsical speech (sprachmusik) he created was a means of
perfecting music. "The beauty of perfect human speech is far
greater than that of song; its inflections and modulations in
the expression of our feelings are infinite in number. Song
must return to simple speech." The Chinese poets seem to have
had much less need to be defensive than their European
colleagues. Nonetheless, at about the time Su Shih and his
followers were hailing the new literati theory of "poetry and
painting are one," at least three or four of the foremost
Northern Sung scholars were quick to register their
reservations about the capacity of painting to simulate and
emulate poetryfc,Ssu-ma Ch'i (980-1041), father of the great
historian Ssu-ma Kuang (1019-1086), was probably the first to
express such doubts. In a famous short poem entitled
"Hsing-se" (The aura of departing) which was engraved on a
stone at the site in Anfeng, Honan Province, he writes:

Colder than lake water and paler than autumn,

At the far end of the field the ferry ford comes

into view.
Luckily there is no room for the "red and green."
Could this be depicted in a painting, it would
bring endliess sorrow to our 1ife.

In the collected 1iterary works of Chang Lai (1054-1114), one

of the "Four Academicians" among Su Shih's students, a note is
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found in praise of this poem: "1t depicts sceneries that are
difficult to depict, as if they are right in front of one's
eyes; it conveys ideas that are inexhaustible, as if they can
be detected outside of 1anguage.",'The same statement was

quoted by Ou-yang Hsiu (1007-1072) in his Liu-i shih-hua as an

idea originated by his friend, the early Sung poet Mei Sheng-yii
(1002-1060)32'Evident1y, during the Sung times most scholars
seemed to have agreed that the limitations of visual art lie
mainly in its inability to express “{deas outside of language"

(yen-wai chih-i). In a peculiar but 1imited way, this belief

in the inability of art to go beyond the verbal forecasts a pet
theory of the "Postmodernists" that "the visual" as a realm of
experience is inseperable from "the verbal." Ou-yang Hsiu and
wang An-shih (1021-1086) seem to have shared a view that
certain poetical feelings -- feelings difficult to associate
with any tangible forms of sensory reflections of the outer
world, such as huang-han (cold desolation) were more suitably
expressed in words, if only because the images which these
feelings evoked were difficult to capture with the pictorial
means available to even the best painters of their time.

This was the eve of the big storm of reform which
wreaked havoc in the political and social scene of the eleventh
century. It was a time of ideological stagnation just before
the wave of changes. There was, prior to the middle of the

century, a seemingly widespread skepticism about the ability of

the court painters under the relatively conservative reigns of

R



Emperors Jen-tsung and Ying-tsung to comprehend and express a
pervasive feeling of withdrawal and pessimism, a somewhat
negative state of mind that was common among the
intellegentsia. The yearning for the visual arts to reach

beyond superficial 1ikeness was expressed by Ou-yang Hsiu:

Hsiao-t'iao tan-po (detatchment and
selT-containment in a lonely state of desertion)
is a feeling most difficult to express in
painting; the painter may think he has captured
such a feeling, but the spectator does not
necessarily recognize his intent. Similarly, it
is easy to show familiar phenomena such as the
motion of flight and running, or the notion of
slow and fast. On the other hand, hsien ho yen
ching (leisure, peace, solemnity, and quietude)
are states of mind which hardly lend themselves
to formal description. As for kao-hsia
hsiang-pei, yiian-chin ch'ung-fu (high, low,
Trontal or back views; frar, near or
superimposition), these are merely skills of the
artisans (hua-kung). They are of no concern to
the true connoisseurs. (3

In recognizing the limitations of the visual arts, Ou-yang Hsiu
and Wang An-shih may have foreseen the inevitable development
of literati painting that was coming shortly after the Reform,
and that was designed as the ultimate solution for reconciling
the ancient dichotomy between the landscape of the eye and the

"{nscape" of the mind. s
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JU-HUA, THE CONCEPT OF "PICTURE-LIKE"

Any attempt to define ju-hua, the concept of
"picture-1ike" or "picturesque," is bound to encounter
difficultie; stemming from various levels of historical,
regional, and culturai conventions and prejudicies. This is
because a "picture-1ike" quality as a concept of value is
basically a product of society. As such, it is dictated by
tradition, colored by race- or "class-consciousness,” guided by
myth and the politics of popular tastes, and ultimately
determined by each individual's subjective judgement. Above
all, the concept of "looking 1ike a picture" closely reflects
the prevailing ideal of physical beauty which is one of the key
indicators of social and cultural prejudices in every society.

In Chinese literature the term ju-hua (picture-1ike) 4ZBJ§L
appeared at least as early as the late Han (A.D. 25-220), and ;g_zi
its denotation and connotation have since gone through stages
of subtle changes and transformations. Tracing the semantic
evolution of the term from its inception in the late Han
through the Wei and Tsin dynasties, we find that ju-hua
originally applied only to human beauty. Only later was it
applied to the beauty of nature, thus the development of the
quality "picture-1ike" corresponds almost exactly to the
development of Chinese painting, in which figure paintiﬁg
preceeded landscape painting. The term seems to have been used

first by the authors of Tung-kuan Han-chi (Han record of the ﬁt};ﬁ/é’éb




Eastern Tower) in the first century A.D. to exalt one of the
great military heros, Ma Huan (14 B.C.-A.D. 49). Since that “l_iv 3%\
time, until perhaps some point during the Southern Dynasties,

/5
the expression mei-mu ju-hua (with eyebrows and eyes looking fé E&eﬁ

like a picture) was almost exclusively reserved for masculine

beauty, and thus radically different from the later usage of

the term denoting feminine beauty as represented in paintings

of Chou Fang (ca. 730-790) or Chou Hen-chii./éln most cases F’aﬂi W}E
before T'ang, the term “picture-like" invokes in people's minds

the image of a muscular and bearded warrior such as one might

find depicted on the walls of a Han or Six Dynasties tomb:

Meng Pin with big bulging eyes, the god of the ocean with an ’é_%’

ugly face as described in Shui-ching chu (The annotated classic # $%;%

>

of water), the tiger-killer Pien-chuang-tze portrayed in T ;,;_z}_

Hua-hsiang fu (Rhymed prose on a portrait painting) by Fu Hsien 1@-).‘,& Q;jg;é&
7 .

(239-294) of the Tsin dynasty, the mug shot of the fugitive Chi ﬁfP

Pu posted at the city gate as described in the folk lore from

Tung-huang, and the three warriors sacrificing their 1ives over %‘L*f\g

two peaches as depicted in the tomb at Wang-tu in Lo-yang. 8 ﬁ,g; ‘%r%
Among these examples, by far the most moving and

representative, both in poetry and pictorial art, is the

familiar image of nu-fa ch'ung-kuan (angry hairs bursting the 'Z’;ﬁk‘é‘]‘%

cap off) of Ching Ko, the fierce assassin who was sent to kil :'f,‘.i}g

the first emperor of Ch'in. é«g 2
Here is the place Prince Tan of Yen bid his farewell. yt J,@)%L%,@-
Angry hairs of the heroic warrior burst his cap off, Yt 2+ ‘%’,‘ﬂ"ﬁ
Men of the past have since gone. i k
Water today is still coid. /9 Lar L e ig

> B na Qm%



In this poem by the early T'ang poet Lo Pin-wang (ca. 640-684)
the image of an eye-bulging and hair-raising Ching Ko is based
on a famous passage in the Shih chi (Records of history) by
Ssu-ma Ch'ien (145-86 B.C.) recording the parting scene at the
River Yi Sh;i where the prince Tan of Yen and his party, all

dressed in white, came to say farewell to Ching Ko:

After the sacrificial drinking, it was time to be
on the way. Kao Chan-1i beated the k'ung and
Ching Ko marked the time and sang in the key of
jen-chi. A1l the warriors shed tears and wept.
?ﬁen Thing Ko stepped forward and sang this
song: "The wind is howling and the River Yi is
cold, the heroic warrior once gone will never
come back." When he changed to the key of yil his
voice became so vigorously determined that ant
the warriors' eyes bulged and their hairs raised
against their caps. Then Ching Ko boarded the
carriage and was gone.

What should be noticed is not only this image of nu-fa
ch'ung-kuan (angry hairs bursting the cap off) as an icon for
heroism or physical courage which one finds repeatedly
represented in the Han stone engravings of Wu-liang Tzu in
Shantuné?cLut also this highly stirring symbol of color -- the
mournful white in memory of Ching Ko's suicidal mission, which
inspired the Sung poet Hsin Ch'i-chi (1140-1207) to write,

2/
"Everyone in the party is dressed 1ike snow," and these

visually manifested responses of emotion to some specific types

of sounds or music -- grief induced by the key of pien-chi and
strong-willed determination with bulging eyes and raised hairs

provoked by the key of yi.
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After the Tsin dynasty moved to the South in 307-318 and
the new immigrants were exposed to the romantic Southern
culture of the Wu-Yiieh and Ch'u people, we witness a subtle
change in the ideal of physical beauty. The robust, feariess
warriors df~Late Han became now elegantly dressed high-born
gentlemen-scholars who were ever conscious of their own manner
and appearance. "Splendid is my inner beauty, and I double
that with my instinct for makeup." (L1 sao by Ch'ii Yiian) The
Six Dynasties society was dominated by eminent "aristocratic
families" whose high hereditary positions in socio-political
1ife were largely based on their monopoly of Confucian
scholarship. Under the rule of the Wei kingdom, recruitments
for government service were controlled by the system of

chiu-p'in chung-chen (the nine grades of personality evaluation

for official candidates) which emphasizes reccommendations of
local authorities who ranked the candidate's family background
and public image more than anything else. Culture was bred by
high birth, and the "upper grades" were seldom awarded to the
son of a lowly family. As a result, the Six Dynasties was an
age of individualism in which personality was recognized ahead
of substance, and achievement was classified and judged by
codes for outward appearance, manners, speech, and other
charismatic qualities. Liu Sao's Jen-wu chi (Compendium of
personalities??;las probably the first book of psychological
studies which tied man's personality to his physical

characteristics. Another important treatise which provided a
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theoretical foundation for the emphasis of appearance and

decorum is Hsii Kang's Chung lun (Treatise on equﬂibr‘ium?%hich é‘:}fff dz%é)-
gave top significance to a cultivated countenance as a man's

emblem of social distinction and the credential for his

temperament;l and moral worth. Both the court poetry of the

Southern dynasties of Ch'i and Liang (Ch'i L'laMung-t‘l)ztnd ’fg‘/:ﬁf?{[r\

popular folk songs from the lower Yangtze valley demonstrated

an extraordinary sensibility for intimate personal accessories

such as perf’umes, annointments, cosmetics, and body and hair

ornaments. In the famous anthology of anecdotes, Shih-shuo ‘@’;‘k%i%
hsin-yu by Liu I-ch'ing (403-444), a whole ;h;pter (Jung-chi %l‘; ?ﬂ?\ %1}_%
P_i_eﬂ) is devoted to countenance and manners. An entirely new

set of standards for male beauty that is a far cry from the Han

ruggedness was established by some of the celebrated dandies in

Chinese h;ztory such as P'an Yiieh (247-300) and Wei Chieh 7%,{{; {%T;/,T
(286-312), both of whom reputedly created traffic problems

whenever they ventured into the streets, surrounded by a huge

crowd of admiring ladies.

"JU-HUA" IN LANDSCAPE PAINTING

Although landscape painting had al ready come a long way
for several centuries, it seems we have to wait until early

Sung for the concept of “picture-1ike" to become associated



with beauty in nature. As "picture-1ike" is essentially a
literary concept created by its own prerequisites and rules, a
natural scenery, however visually interesting or pictorially
provocative, is not necessarily "picture-1ike." The first poet

who sang “€hiang-shan ju-hua" (Rivers and mountains are

"picture-1ike") was, as far as I know, Sun Hao-jan (active ca.
1070), the 1ittle-known author of the very well-known tzu in
5 =<2

7
the tune of "Li-t'ing yen," which is a deeply enchanted

reminiscence of Nanking, the old capital of the Six Dynasties.
2

From a colophon published in Kung-k'uei chi, the collected

works by the Southern Sung scholar Liu Yiieh (1137-1213), it is
found that this poem whose history and authorship has been
established only recently turns out to be the real source of
poetical inspiration, or hua-1 (picture-idea), for a famous

handscroll painting Chiang-shan ch'iu-wan (Late autumn over

rivers and mountains) by Wang Hsien (active ca 1069-1110), the
Northern Sung master of landscape painting who was a close

friend of Su Shih. It appears most 1ikely when Su Shih wrote

his immortal po;p Ch'i-pi huai-ku (Reminiscence of the past at
p !

the Red C1iff), dated 1082, using exactly the same words,

"rivers and mountains are 'picture-like,'" he must have had in

his mind not only the painting by his close friend Wang Hsien

but also a rather similar poetical image based on the “Li-t'ing

gggf by the older poet Sun Hao-jan, who was the first to
jdentify the specific type of landscape around Nanking as

"ju-hua." One cannot help wondering why, of all ancient
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capitals, Nanking was singied out by Sung poets and painters to

represent this new concept of "picture-1ike" in natural

scenery. Certainly the great "Long River" (Yang-tze) played a 4;.;1
decisive role, the river so vibrant in its romantic past where

heroic figu;es and their heroic deeds left permanent imprints

on every ebb and flow of history. In this marriage of images

and words, the union of Nature and Man, space and time, and

the communion of the present and the past were combined to

evoke a compelling picture of lyrical and “picturesque”

beauty. This was the poetical tradition of huaj-ku (yearning %Zﬁ{;

for the past) in which a number of T'ang and Sung poets, poets

like Tu Fu, Liu Yu-hsi (772-842), Wang An-shih, Chou Pang-yen 42 é 1’]%%
(1056-1121), and Hsin Ch'i-chi, particularly excelled. z QE,@‘*F%

35

The mutability of nature and man highlighted by
landscape motifs and visual images is a romantic équation which
never failed to instil the sentiment of melancholy. The
simultaneity of beauty and sadness discovered behind
"picture-1ike rivers and mountains" has always been the
underlying spirit for the huai-ku poetry. The simple key-note
of this type of poetry is always the sublimity of time as
against the brevity and insignificance of human Tife. Time

swallows everything, which seems to reduce the value of



individuals to practically zero. In the West, the aesthetical
notion of "sublime" is mostly derived from spatial imagery; by
contrast the ancient Chinese seemed to show a greater awe of
time. If the ancient Chinese seemed to maintain a
1ove-and-fe;r relationship with nature, it was largely
generated by the realization of the inevitability of time, over
which even Confucius the Sage had to sigh to admit his
helplessness while watching the flow of a river: "Is this the Z&% Jvhffré‘
way for everything that must pass away? -- it never stops, A ;{éf;/}g' f(
regardless of day and night.” History happens only once. What
made the huai-ku poetry popular during the T'ang and Sung
periods was probably the universal desire to preserve in man's
collective memory what had permanently perished from the once
tangible reality, 1ike Ching Ko's "once gone will never return."
An obvious characteristic of huai-ku poetry is the use
of the past as a metaphor of the present, and the relationship
between the two is always personified and emotionally felt and
explored with the poet's own subjective experiences. The
shadow of the poet's self 1urks in every corner of this
time-space corridor. Unlike another form of history-oriented

verses, Yung-shih shih (Poetical commentaries on history), /f:,;jziﬁ,}]-

which has a tendency to be satiric or didactic, huai-ku poetry
is by nature personal and lyrical. To quote an old saying, the
essence of huai-ku poetry is "to water one's dry and bumpy

field with the broad-mindedness of the ancients.” Man tends to

see himself in the mirror of history. Ouring such processes of



sel f-rediscovery, a picture not always familiar to ourselves
would be released in the emerging image by our own gaze. This
is why we cannot help suspecting that in most huai-ku poetry
there may be an element of narcissism.

Georéé Kubler remarked on more than one occasion on the
analogue between history-writing and painting?oln addition to
both being subjective, intuitive, and selective, both also
depend on the use of many schemes, conventions of
representation, and modes of figuration. Such appraisal seems
to speak perfectly well of the outstanding features of Chinese
huai-ku poetry as well as all the related genres in pictorial
art. The magic of literary icons to invoke pictorial images is
derived from socio-cultural conventions whose authority was
established over a period of time by common acceptance which is

sw?

known as yiieh-ting chu-cheng (established by consensus and ‘?’] xS ;}(

perfected by tradition). The source of inspiration for this

kind of pictorial imagery came usually from a single famous

line of poetry or a famous essay or rhymed-prose associated

with certain historicai characters or episodes. The image of

T'eng-wang Ko Tower in Nan-ch'ang, immortalized since the Hi; Fé'} il
seventh century (676) by the early T'ang poet Wang Po's ¥ %f,

poetical flight with the "avening clouds and a lonely wild

goose" (lo-hsia yii ku-mou ch"l-feifg,' has always been associtaed 3‘ ?Zﬁ 3&%%3}%
with the unpredictability of fate awaiting an aspiring young ‘
scholar. The misty willow trees at the Pa-chiao bridge outside ngjj}

of the T'ang capital Ch'ang-an, serenaded first by Wang Wei's ,Eiq;



PamaN

"Wei-ch'eng Chiao-yii" (Morning rain over the city of River -/%%(éﬁ\dﬂ

Hei)’?jﬁas been always accepted, without any exception, as the
synonym of parting sorrow. Once the authority of these icons
was established through the socio-cultural process of yleh-ting
chu-cheng 't;1e mere mention of the name of the person or place,
if manipulated skillfully and structured effectively, will
immediately induce an irresistable lyrical empathy with the

implied space and time, united by the human drama.

VISUAL IMAGERY AND AUDITORY IMAGERY

In traditional China, no image is more dreamy,
seductive, and intoxicating than the Chiang-nan area - I ,"Q
(River-south) idealized in poetry and painting since the Six
Dynasties, which has been comparable only to the nineteenth

century Romanticists' idolatry of Italy. If the Song of Mignon

'could invoke the fragrant smell of the flowers of lemons in

southern Italy, so the mere mention of the name Chiang-nan will
immediately bring a picture of earthly paradise to most
literati's minds, pictures with such alluring colors and sounds
as vividly remembered by the Northerner Wei Chuang (ca. '}r’ j(;_
33 3¢
836-910) and interpreted in an album painting by Cha Shih- iao Z
g P ﬁ =+ 7‘%‘?

(Cleveland Museum of Art) in the seventeenth century:

The water in springtime is bluer than the sky. ;&d‘? IR
In a picture-boat, I fall asleep listening to the P
rain. ] 2 ﬂ]éﬂf,#hﬁk



The iiterary imagery of Chiang-nan has always been
characterized by the interplay and interweaving of colors and
sounds. Under the ingenious brush of late T'ang poets such as
wei Chuang and Wen T'ing-yiin (812-870?), there emerged a
bril’liantl{ painted tableau bedazzled with decorative patterns,
vibrant with layers of covert connotations, and suffused with
the mood of an autumn twilight or a nostal gic rainy evening.
The delicate balance of two di fferent sensory experiences
(colors and sounds, shadows and fragrance, etc) reflects the
T*ang preference for formal parallelism. It is a 11terary
style typified by p'ien-wen (essays in couplets) and li-shih ﬂ]%g:§$€%

(regulated verses), or indeed a thought pattern directly

descended from the dominant principle of yin and yang, that

according to Chang Tung-sun {1luminates elegantly the %{%i ?‘%
traditional Chinese "logic of correlative duality.” Looking

from a historical point of view, the counterpoints of color and

sound in T'ang literature are part of the ideological legacy

inherited from the Southern Dynasties by way of the unified Sui

period. Its popularity seems to have been distincfly related

to the development of poetical logic and 1iterary form in

medieval China, the logic and form of p'ien-wen and lii-shih.

One can go back easily to early T'ang for examples from its

formulating days, perhaps to the Lung-shuo period, between 661 ’%Eﬁg
and 663: one fine morning shortly before daybreak, when

Shang-kuan Yi (ca. 608-664), the powerful prime minister of L 'E '1§
Emperor Kao-tsung, was strolling under lantern 1ight along the tK.J ';'I’\
bank of River Lo, waiting for the opening of the palace gate ;15%714



for a court audience. He left two famous lines to later

generations:
The sparrows rise fluttering: %gﬁw ﬁ] 8%
_mountain moon at dawn.
The cicadas chirp Toudly)? ﬂ;§ %?jﬂﬁ\,f}(

wilderness wind comes with autumn,

This is a picture of the awakening of early autumn. The
stirs and commotions in the pre-dawn hours and the pulse of a
new day are felt and perceived through the interwoven movements
of colors and sounds. The formal structure hardly lends itself
to translation, as the two key words, "dawn" and "autumn," are
used as both nouns and verbs. The sparrows are startled into
flight by the moon fading into the morning 1ight; the noise of
the cicadas, the last song of summer, brings autumnal chill to
the windswept wilderness. Color and sound compete, and
compliete each other. In this tradition, from Lo Pin-wang's % ';51
"shadows of dark locks against the ch,eeks'iso Li Shang-yin's Z ”’%} %,’% fé
(8132-858) "treeful of indifferent green," the sound of the — 4%z T,ﬁ
cicadas echoed throughout the T'ang dynasty, dying down onty
after a last chorus by early Sung poets of the "Hsi-kun" school. v :E‘c {#
This symmetrical relationship between two sensory
variables did not seem to be evident in iiterature before the
Six Dynasties. From the time of Shih ching (Book of songs), f’,«’rﬁ
Ch'u-tzu (Songs of the South) to Han-fu (Rhymed prose of Han), }{fp% E% 95“
visual images had been used, often alone, as a popular device

for the heightening of poetical feeling:



In the days by-gone when I was leaving, ’%{{/}( éf 3

The willow trees were young and lovely; s 5
Now [ have returned and remember those days; *%m//(ﬂ"'f‘
Rain and snow are falling. £ % a,

SE AT

In this welT known ancient poem from the Shih ching, the
familiar sentiment aroused by a comparison of the past and the
present is narrated in great simplicity. Yet underlying such a
simpie comparison, the fluctuation of the seasons, the
capriciousness of friendship or love, and the loss and sadness
in 1ife are suggested in purely visual terms through the
juxtaposition of color-invoked climatic emotions. The tender
emergence of the new green of late spring is recalled in sharp
contrast against the cold impassiveness of the grayish white of
winter. The feeling of the morning breeze caressing the fresh
willow leaves and the frozen rain hitting one's face are both
tactile sensations not at all described in the poem but subtly
hinted at in visual terms. This has been one of the favorite
devices among Chinese poets from antiquity to late Ch'ing.
Among late Ch'ing poets, Kung Chih-chen (1792-1841), perhaps '@.a };
the most influential master from the nineteenth century, was
one of the last "imagists" remembered for his visuail

sensibility. The following excerpt is a famous example:

Shouting at the moon to rise from beneath the A Zi‘é?\%:t/% %A
cherry-apple curtain,
Shadows of the flowers from surrounding verandas ‘Qﬁa &%73 .} ;éﬁ

close in more fiercely than angry tides.

That the moon rose at oral command and shadows of flowers were

stirred up 1ike an angry sea is of course only an illusion of a



mind which seems possessed and agitated in a moment of powerful
poetical excitement. This provocative use of the visual image

as a vehicle leading directly to the aesthetic experience of

ch'ing-ching sﬁ;ngihen (the mutual generation of poetical vt% ’.?' 249 li |
" )
feelings and visual images) has been an important principle
behind the classification of hua-i (picture idea) that we find E)E,
in many of the painting and poetry manuals since the T'ang
dynasty.
From the beginning of the same period, however, we see
the emergence of a much more sophisticated technique developed
by great poet-painters such as Wang Wei, in which sensory
experiences of different categories or sensations of different
levels of depth and intensity are put to play against each

other, or even more intriguing, one type of experience is

transformed all of a sudden into another. This is

demonstrated, for example, in the lyric of "Meng Chiang-nan” :j,('\‘.'ygj @
(My dream's in the River-south) by Huang-p'u Sung (ca. 880) P % A4

_w) A
whose approach seemed more straightforward than most of his

contemporaries in the late T'ang and Five Dynasties:

% 33 ¢
The orchid flames have fallen, LI %
On the sgreenithe red of the banana plants L ﬂ% fx M
is becoming dim; . .
I am dreaming leisurely of Chiang-nan in its 'afﬂ % 25 R+ 1’-“' a8

plum-ripened days; Me 4 4t
Night boat, a flute is playing, and drizzling rain. :fg{‘ﬁg "kfs 2 %l%
Someone's talking on the bridge near the riverside /\’?r}.%ie ;‘f,)-.

inn. 40

After the candle is extinguished, the vivid impression of

Chiang-nan begins to fade from the burning red on the screen



into a dream land of sounds -- the flute, the rain, and the
conversation on a bridge overheard in the still of the night.

This is stirring imagery not so much reproduced from visual

experience but rather evoked by conscious memories of colors

turned unco;usciously (hsien-meng, dreaming leisurely) into ?@é
sounds. The mutability of visual and auditory perceptions

offers endless possibilities for the arts, particularly

poetry. Some of the celebrated 1ines of L1 Po (701-762) would % f?
almost automatically come to mind to illustrate the nuances of

such possibilities:

SorL LA Hie Ko »
In the Yellow Crane TOW« flute, B, '3;2) i%‘?"?\; é
River town in the Fifth Moon, and plum blossoms E

are falling. 4| V1 dh 2
At the surface this seems to be a similar scheme with the
interplay of the perceptions of sound and color: the yearning
of the jade flute for the distant past that has gone forever
with the yellow crane; the poet's sojourn in a river town
(Wu-ch'ang in Hu-pei Province in 758) where the falling plum
blossoms in early summer are in reality out of season. Every

Chinese reader would immediately associate this second part

with the famous tune "Mei-hua san-lung" (Three stanzas on plum ?@*2@,5%—
blossoms). He would no longer be sure however whether the poet

is actually thinking of the flute music or of his personal

experience with the late-blooming flowers. The Yellow Crane

Tower, restored just several years ago by public demand, is one

of the most universally accepted and beloved icons in China

that was built not on any historical pretext but solely on



public admiration for a few powerful poetical conventions

[\

R T

created by Tsui Hao (?-754) and Li Po. As in Li Po's poem, the
uncertain boundary separating imagination and reality, and the
ambiguity between time and space and the visual and the
audible, a;e topics 1inking to other issues all seemed to be
subjected to various interpretations. Fine nuances of reading
for many of the poetical themes or hua-i are conceivable,
indeed were encouraged in painting contests periodically given

by the Northern Sung "Academy of Painting,” such as in the

L -
following one by the Buddhist priest Hu-ke:‘*i' I v
Listening to the rain, watches of the cold night %Qﬁb% i’?
have come to an end; 1ot
Opening the door, fallen leaves are found to ,ﬂq Pﬂ ,%fﬁ[/

be deep.

In this case, while the sound of rain in the fading night is
the product of auditory cognition through time, the fallen
leaves found outdoors are a visual discovery in space. The
night rain turns out to be in reality falling leaves. The
state of the imagined and the state of the real exist
concurrently but are recognized in successive phases. This
continuum of images tends to support the twentieth century
theory that the participation of time is necessary in ail
spatial perception that may be reproduced as a representational
image.

Some of the modern experimental psychologists seem to
believe that auditory imagery is not really so much rarer as

people think than the eidetic (visual). They think that sound



o

heard by the "mind's ear" is usually more intentional, direct
and real for emotional or reflective contemplation. As noticed
above, the auditory imagery often rises in conjunction with the
visual, but_in comparison with the visual, the auditory imagery
seems to h£§e a more direct effect on the subconscious, and is
more capable of penetrating into the abstract or the
transcendental. The Chinese Buddhists were well aware of this
idea as early as the fourth century, and a discussion of the

importance of sound (along with spoken and written words) in

Buddhist religious practice is found in Wei-mo-chieh ching \’é\ﬁ/i; ggéQ

43
(Vimalakirti-nirdesa-sutra). This is the scripturai source for

a poem by Wang An-shih, the reformist prime minister under Ed Z—E

Emperor Shen-tsung:

v 5
As always, sounds are used in Buddhist practices: ’E . F”g' %9"#%
Wild wind is soughing, and water gurgling. #4 %,4 li—%ﬁi?]‘-‘/}g-‘i

It is said that the transcendental truth of Buddhism can be
contemplated through 1istening to natural sounds in a
wind-swept wilderness or by a rain-flooded stream. The
Buddhist logician makes a sharp distinction between two kinds
of reality: the ultimate or absolute reality of dharmakaya,
and in the words of Th. Stcherbatsky, "the conditioned or
empirical one, reflected in an objectivized image." The key

phrase wan-fa wei-shih (all phenomena are consciousness only) D% w3 );J-,&

L4

epitomizes the essence of the Vijnanavada view on the nature of
cognition and knowledge. In Chinese 1iterature, there is

certainly no more inspiring adaptation of this theory than the



two famous lines written by Huang T'ing-chien (1045-1105) . % ﬁi ﬁi

46
around A.D. 1102 when he was exiled to I-chou, Kwangsi Province: ﬁ 'H’l /%kfﬂ

Mountains appear in pictorial images coming out of LH ,’*ﬁiiﬁaﬁ.
reflective contemplation (yen-tso), R .
Water becomes wind and rain driving at the night ’444‘? &Eﬂ'ﬂﬁ

window,

In his influential anthology of regulated verses, Ying-k‘uei ‘/ﬁ)é {# .ﬁ-ﬁ
lii-sui, the thirteenth century critic Fang Hui (1227-1307) 07 5 ®
extols these two 1ines as most remarkable, "extraordinary.”" He

fails to point out, however, that the images of mountains and

the sounds of wind and rain are both no more than the products

of imagination, but are presented in such a way that the

concrete (shih) is dissolved into the figurative (hsii), and the ﬁ &
static (ching) is charged with imaging vitality (tung). Indeed ﬁ ?ﬁ
almost all literary critics after the Sung times, Fang Hui

included, have misinterpreted the term "yen-tso" as something ,’é if'
like "to sit quietly” (Matthew's p. 1101), thus completely

losing the specific meaning of the term which the poet tries to

explain in the 1ines following the two quoted here.



INTERNALIZATION OF PERCEPTION IN BUDDHIST AND TAOIST PRACTICES

3
Yen~-tso is a Buddhist term. In Pali texts of early f_ff ;gff
Buddhism, it is a Chinese transiation of the noun patisallana,
and in Sanskrit texts of Mahayana Buddhism, it is the

transiation of pratisamiayana. In two related articles

published in 1975?¢akasaki Masayoshi has succeeded in tracing

the semantic evolution of the notion pratisamlayana by

comparing the term as it appears in various texts v'lnclud'lng the
di fferent Chinese versions of the Lotus Sutra

(Saddharmapundarika). His conclusion is that yen-tso is simply

an alternative translation for tso-ch'an (meditation). %Zﬁ?

Strictly speaking, according to Yii-chia-shih ti-lun j/pj‘., e gqp ;é,’f,%

(Yogacarabhumi), it is dhyana in the sitting posture of

paryankasana; or more informally speaking, according to

Weij-mo-chieh ching (Vimalakirti-nirdesa-sutra)L’,L it makes no ?{if? 324¢

difference what position one takes as long as the mind is in

absolute peace and quietzde. In a poem written "After Reading
0
the Wei-mo-chieh ching," after he retired to Nanking from

politics, Wang An-shih said,

y NS
My body, 1ike a bubble, and a blow of wind, %jw 3 73—‘“‘*"@0
Cutting knife or scented ointment applies to nothing. 77%] % 1‘{ - %
This I observe while contemplating (yen-tso) the worid. 3.4 Y
In spite of his illness, Vimalakirti is omnipotent. }f € "'ﬂ e 1

g 4 fa i
In Hinayana practices of yen-tso, it seems obvious that greater
emphasis has been placed on the technical aspect of the term.

The dhyana method introduced by the Central Asian An Shih-kao fi— @,%



in about A.D. 148 comprises such practices as breath control

leading to mental concentration known as an-pan ,’Z’Lﬁji

(anapanasmurti), the visualization of internal and external

images. IIn .this respect, yen-tso is also comparable to the
early Taoist sitting technique of tuan-tso as recorded in the Xﬁ% "f

partially-surviving, earHe;; Taoist text T'ai-p'ing ching, 7& ;T's $&

from the Eastern Han period. During the Sung times, the term

~ yen-tso was simply adopted by Taoism. Its sitting posture,

however, seems to have deviated from the orthodox Buddhist

tradidion. According to a description given in the Southern

Sung text Tao shu by Tseng Tsa:,3!en-tso in Taoist practice ﬁi@ . Y?ﬁ‘é,

appears to be similar to the Buddhist posture of yu-hsi tso /3 fa i

(1alitasana), a deviation reflecting most probably the

popularity of Potalaka, or the Water-and-Moon Kuan-yin. b lj?zf%'f}‘z
The point I am trying to make here is that,

surprisingly, the Buddhist and Taoist practice of yen-tso or

meditative contemplation as an essential part of the creative

activity was much more widely accepted among T'ang and Sung

poets and painters than I ever suspected. Major poets such as

Li Po and Po Chii-i (772-846) all mention yen-tso repeatedly in

their works. Particularly interesting is one experience by Li

¢
Po when he stayed overnight in the Tung-1in Monastery at Mt. Lu: i%ﬁi}, ?LU

The heavenly fragrance fills the sky; f\% ff ﬁ ":Z
The heavenly music is played uninterruptedly. A # ‘%:{ ‘&
Sitting yen-tso in the quietude of immobility, /T?
I observe, 1n one tiny hair, the whole universe. fi"i 12

~E 2.

That the Great Chiliocosm (ta-ch'ien) would manifest itseif in 7(%



yen

a state of "immobility" is an idea widely quoted from Ling-enia
Sunangama ~ aamadhi ~sua —__j:__

ching (Lamkavatra—sutre) 1n which the Buddha preaches: %%

In the enlightened state (bodhimandala) of immovable
know)edge (acala), the Buddhalands of the Ten Directions
are.contained on the tip of one tiny hair.

“A11 objects are merely ideations of the mind;" so from this
idealistic point of view, the purest images of mountains and
water could not have been formed by artificial design, but from

meditative contemplation, from a state of wu wo 1iang-wang (the

mutual oblivion between object and self). The central idea of

Ku K'ai-chih's Hua Yiin-t'ai-shan chi (Notes on the painting of

Mt. Ylin-t'ai) is not so much the mountain, but how the image of
the mountain is formed through the temptation and eniightenment
of Wang Ch'ang and Chao Sheng, the leading disciples of the
first patriarch of Taoism, Chang Tao-1ing. 56
In Huang T'ing-chien's poem, the hallucination of a
mountain and the mistaken sounds of a rain storm are both
merely reflections of the mind. It makes very little
di fference what senses are involved, although from a
psychological point of view, the auditory does seem to assert a
more immediate and compelling imagery. In an article entitled
"Listening,“;gzland Barthes begins with the statement "hearing
is a physiological phenomenon, while 1istening is a
psychological act.” He then proceeds to classify three kinds
of 1istening: alert, deciphering, and signifying. Of the last

he remarks, "Such listening is supposed to develop in an

intersubjective space where 'l am 1istening' also means 'listen
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to me.'" This is apt enough to serve as sympathetic commentary

on the Chinese Sung poem. When Huang T'ing-chien listened to

the rushing water and thought he heard the sound of wind and

rain, he was indeed 1istening to his own mind. He was, indeed,

in the pro::ess of trying to reach the high ground of creative

writing mapped out by Lu Chi (261-303) in Wen fu, in which, as f’;:i& ‘?L%
a first step, the mind must free itself from outward stimuli{ 58

through the internalization of perceptions described as

shou-shih fan-t'ing (withdrawl of the sense of seeing and the U %4, iR J&.

59
inward return of the sense of hearing). Again, in early Taoism
of the Eastern Han period, "the return of one's sight to inward

contempiation” (fan-kuan nei-chao) was an important concept \1& ?ﬁﬁ, F}‘?Q‘?

repeatedly stressed in T'ai-p'ing ching. It seems that both A /T‘ X3

the Taoist and Confucian scholars have agreed that this process
of perceptual internalization is perhaps tha only viable

passage leading to the rarified height of wu wo 1iang-wang, a Yw }& HI}}E

goal thought to have been achieved only by a few of the truly

great poets in Chinese history 1ike T'ao Ch'ien (365-427), 75] 39;324
It now seems not overly far-fetched to say that the

semioticists' emphasis on the intersubjective relationship

between object and self, their refusal to consider the “visuail"

outside of language, and their consequent rejection of the

purely formalistic approach to "visual art,” are, in a sense,

the twentieth century reiteration of some of the underlying

principles of Chinese huai-ku poetry. Huai-ku poetry often L{g\«ﬁ ?’Zf

expresses personal sentiment invoked by the vision of some

literary icon that has been deeply imbedded in the collective



memory of a culture. It presupposes an emotional
give-and-take, or host-and-guest relationship between the
historical sceneries and personal experiences. In the best
examples, the metaphorical power of the past is often
identiﬁed.with the "picture-1ike" quality of the present, not
only in mood and atmosphere, but also in scheme of
representation and mode of figuration. One of the most
remarkable characteristics of Wang Wei's poem, according to his
great admirer Wang Shih-chen (1634-1711), is his unequalled I+ ﬂé
ability to convert visual images into names, t'lt]gs or other
seemingly irrelevant 1inguistic signs without losing any of

6o

their original associative power.

LINGUISTIC AND CULTURAL CONVERSION OF VISUAL IMAGERY

I have discussed on another occasion the magical
abstraction of literary conventions into some seemingly

harmless geographical or personal names:

The use of geographical or personal names,

phonetically selected and woven into the poetic

fabric, had been a favorite device to give color

and atmosphere to visual imagery, for example, in

the following famous lines by a late Min ? % f
poet-painter, Ch'eng Chia-sui (1565-1643): “The 42 &

river at Kua-pu 1s empty, barely recognizable are E- 3z 2 $EL R[4
distant trees; the sky :)ver Mo-1ing seems so far % lﬁ, "K % d sﬁ‘
away, it is not kind to autumn." The effective use MM AR T B

of such seemingly irrelevent geographical names in
a poem is comparable to the use of a certain
carefully conceived and strategically placed motif
to open, so to speak, the "eyes" of a painting. In >
the opinion of L1 P'an-lung (1514-1570), “they are %;f;& E_



PSRN

the words of samadhi which definitely require

sudden awakening." 4
The stimulation of one's visual imagination by powerful verbal
enforcers is the key to such “sudden awakening." Nanking, the
old capital” of the Southern Dynasties, left an especially rich
legacy of literary icons for the huai-ku poetry. In his

celebrated suite Autumn Willows, a group of four regulated

verses which overnight brought him national fame as a great
poet, or in the equally admired sertgs of chileh-chil in

yA
reminiscence of the Ch'in-huai River, Wang Shih-chen repeatedly

plays with the Nanking-related imageries, "Pai-hsia men" (The

city gate of Pai-hsia), "Mo-1ing chou" (The boats in Mo-11ing)

and so forth. In Ch'eng Chia-sui's poem, the main

“picture-1ike" theme is "Mo-1ing ch'iu" (Autumn over Mo-11ing).

The name Molling alone is sufficient to make the reader
emotionally identify with the imagined traveller waiting to
cross the Yang-tze River, who is inevitably moved by his own
silent recitation of Chog?Pang-yen's'jgg;iEf or Hsin
Ch'i-chi's "Yung-yii-1o," izd whose heart is filled with the
tender feelings associated with all the grief and joy buried in
the green mountains of Mo-1ing. These seem unbelievable, and
they are priveleged sentimentality, absolutely inaccessible to
the uninitiated. At the same time, while the imagery may
remain the same, its allusive or allegorical meanings may
change radically owing to different cultural and historical
backgrounds. For example, one of the best known works by Yusho

Buson, the Japanese master of 1{terati painting in the Edo

X ey

4% &

A
v T P9
344}

#H144K
ik

HELY 03

% 5#

b &4
sz f

ggz



period, has been regarded by some Japanese scholars as a
realistic record of the scenery of Yodogawa, which is
significant biographically in the artist's career.
Consequently, this famous pair of screens has been labeiled The

- ¢4
Homeward Path under the Shade of Willows. The label would have

appeared rather strange in the eyes of a Chinese spectator. To

him, the subject matter is clearly identified by Buson's own

. Wei Chuang (G 2 A
inscription of a late T'ang poem by Fu—Mu—(803-862}, again a $
huai-ku poem related to Nanking. Accordingly, the proper title

for the painting should read something 1ike T'ai-ch'eng yen-1iu @@‘@M

(The misty willows at T'ai-ch'eng); and, while this familiar
Chinese literary icon is rendered with a distinctly Japanese
decorative charm and dreamy quality, the original intent of
Buson has undoubtedly been misinterpreted.

This is a case which illustrates how a literary
convention whose specific ju-hua signal is generally accepted
in one culture could be totally lost in another. New meanings
were always picked up by foreign icons during the process of
cultural transmission and transformation. Take for example the
ancient motif of the skeleton, or skull, in Chinese 1iterature
and painting, as a generally accepted symbol for the transient
and illusory nature of human 1ife. In the album leaf Ku-lu "ét ,%/%- 49 )ilx',
huan-hsi (Puppet play of a skeleton), a small gem by the
;Southern Sung court painter Li Sung (active ca. 1190-1230), now <§:ﬁ5
in Beijing Palace Museum, the provocative message is suggested
by the interaction between the skeleton puppet and its intended
audience, the 1ittle baby writhing impatiently in the arms of



his mother, and the child crawling toward the puppet with
curiosity and anticipation. This mildly melancholy allusion to

Buddhist world-weariness is given a cynical and humorous touch

by the accompanying poem. It is the only known san-ch'ii %i\'@

surviving t;:day by the late Ylian painting master Huang

Kung-wang, written in 1354, the last year of his life: /Lﬁ, ) %:é
With not a single bit of skin and flesh 125 fi2eH
But carrying a full load of grief and distress, £ %‘i}fiﬁuﬁ
The puppeteer is pulling the string A ""t"":i 3T
To do a 1ittle trick to amuse you, 1ittle darling. 19,485 .32 4% S5 40 b
Aren't you ashamed? ~r 0133 e g &ii
You know it is a trick. .
And still sit here waiting 3 weA —2 e9% %.
Like a fool z »
At the five-mile station. 66 GEEE g!fﬁi'

In Japan, the same term kairai (puppet), suggesting an origin 12)’123 |
from the same Chinese theatrical tradition(9,7was used at times

during the Edo period to refer to the geisha of the pleasure

quarterslég This occasional usage probably also came with a

Chinese origin. In Yu-yang tsa-tsu, a late T'ang collection of ) F% L3 Ny

misceilaneous tales and anecdotes compiled by Tuan Ch'eng-shih j:‘& }5&;\,
(ca. 803-863), an incident is recountedéZbout a high official

Chiang Chiao (d. 722), who was a frequent visitor to a Buddhist%_(’ii)/frf
tempie as an honored guest of the chief magistrate of the

capital. In one dinner party given by the chief magistrate, he

was attracted to a courtesan of great beauty who puzzled

everyone' by not allowing her hands to be seen for any reason.

One of the guests jokingly asked, "Could it be that you have

six fingers?" He then forced her to show her hands. When her

sleeves were 11fted, they were utterly horrified to find that



inside, the courtesan was a skeleton. Although the urban

culture of the Edo period has been pictured as a fitting

attribute to the “floating world," it somehow gives us the

feeling of a forced smile disguised under the heavily powdered

face of a Egeisha-skeleton.” The “"picture-1ike" quality, if

there {is any, in this image is devastating. There is a kind of
decadent beauty reminiscent of Aubrey Beardsley's Salomi which

seems conspicuously lacking in Chinese art. One would look in

vain, even in L1 Ho's (791-817) poetry or Lo P’A‘lng's (1733-1799) %%‘ E‘ffﬁ%
painting, for the kind of child-1ike spiendor of the decayed h
and the perished that sometimes glows under the somber colors

of Toyokuni or Yoshitoshi. There is a cértain union of beauty

and death which underlies the uniquely martyrous spirit in the
traditional culture of Japan. When this mildly didactic

Chinese image of the skeleton or skull was imported to Japan,

and blended with Buddhist fantasy together with all the bizarre

and dark elements such as the decrepitude of a medieval ruin,

the vapors rising under mooniight from the marsh, then we

suddenly seem to see the meaning behind A Skull Lying in the

Ml,ma painting by Ito Jakuchu, now in the collection of 4?% é7¢
Saikufuji at Hyogo. According to some opinions, Jakuchu's

Skull 1s an illustration of the story "Aozukin" (The blue hood)

from the tales Ugetsu Monogatari by Ueda Akinari. The stofy77 aq ﬁ‘q%j&%—

tells of a monk in a mountain village who went mad because of _¥~HD€Hiﬁ¥
the death of a good-looking novice who was "the jewel of the
abbot's heart." The monk turned into a mountain fiend and

spread terror in the neighborhood. He was finally relieved

from his ordeal by a Zen



master who intoned a stanza from Hsiian-chiieh's "Song of ’%’, ?ﬁfju

Enlightenment" (Yung-chia cheng-tao ke, Yoka shodoka): 7'&4%){351?;%1
Upon the bay the moonlight grows, = ﬁ B
Among the pines the breezes sough, A48\ v
Through the night pure darkness froze. _“‘?
And who among us can tell how. 72 AT Tk

When this was understood by the crazy monk, that salvation
comes only through the destruction of illusion, he was finally
able to overcome his attatchment to evil, and “"suddenly the
ghostly figure vanished, leaving only the blue hood and the
skeleton lying in the weeds."

Here in the Ugetsu Monogatari, the physical body is the

obstacle to 1iberation. The skeleton finally separated from
the ghostly figure is not just a symbol, but salvation itself.
Nirvana is the ultimate triumph. A1l these Chinese and
Japanese imageries share a common {conographical origin in the

Buddhist legend of Chiang-mo pien (The great triumph over ?%5;2

Mara), one”gf the Eight Scenes from Sakyamuni's 1ife (Shih-chia i%,‘éy_;\;fg
pa-hsiang) in which the beautiful daughters of the devil Mara

who tried to seduce the meditating bodhisattva with their

physical charms were turned, to their own horror, into

skeletons. And in this sense, the skeleton can be both

{1lusion and reality, depending on how one reflects on the

imagery. A uniquely modern experience is described in a poem

by the Japanese writer Natsume Soseki7z‘ho once during his sleep E 3 3%‘(@
felt the actual sensation of being a skeleton, which he

identified with the feeling of 1ying on a bone-chilling stone



bed surrounded by cold evening fog. Such metamorphical
experience, much too brutally realistic in the mode of Kafka,
would have been absolutely beyond comprehension for the Chinese

scholars of the T'ang and Sung periods.

-

YISUAL IMAGES IN CULTURAL DIVERGENCE AND CONVERGENCE

Sometimes, an image that is considered “"picture-1ike"
not only conveys a deep-rooted tribal obsession, it may also
serve as a kind of spectroscope which fuses and separates many
shades of cultural meanings. For example, the image of cows
and sheep grazing in tall grass in the windblown wilderness
under a low gray sky must have seemed intensely "picture-iike"
in the eyes of the sixth-century Tartar poet of the Hsien-pi &3 2
tribe who gavel us the unforgettable "Song of Ch'ih-1e" ¢§\ gﬁ%ﬁ
(Ch'ih-1e ko).75An immensely popular folksong frequently
invoked by scholars from the two sides of the Great Wall for
different reasons and with different interpretations, this is

one of the most moving verbal pictures ever written of the vast

grassland of Inner Mongoifa. According to Pei-Ch'{ shu ;\f—'?fj:)“g
(Dynastic History of Northern Ch'{), the song was first

officially recorded in 546, one or two decades after the

Ch'ih-1e people migrated from their homeland south of Lake

Baikal to the foothills of Yinshan in Inner Mongoiia. It is a ?/%\LL*
song of the nomads full of loving memories of their grassy

homeland. Inside the Liao dynasty (916-1125) mausoleum of ﬁ

& %
Emperor Shen-tsung (reigned 982-1031) at Ch'ing-1ing (dated K{ g /ﬁ Pi.



1031) in eastern Inner Mongolia, wall paintings of the nomads’
seasonal camping sites (na-po) attest that such prairie \%rﬁg :f;f\
landscapes of “spring water' and “autumn mountain” (ch'lin-shui '
ch'ju-shan) sere really dear to the heart of the tribal iilF'z%luJ
nobilities-and continued to haunt them even in the pictorial
world recreated for their afterlife.

However, as pointed out by Kuo Mou-hsiang, the Sung 2 \3 }f 'ré'
compiler of Yleh-fu shih-chi, as early as in 546 when the “Song = iq%g?ji;

of Ch'ih-1e"” was sung by the Hsien-pi troops in Northern Ch'i,

it was already sung in Chinese, translated from its original

nomad's language. Unavoidably, this change of language brought

gradual but wide-ranging transformations in the meaning of the

visual images. On the south side of the Great Wall, the same

subject matter of a grazing meadow or swamp for waterfowl

hunting, which appears in the Liao tombs as tribal symbols, has

been treated as iconographical background for narrative

paintings depicting nomad 1ife such as, for example, Eighteen

Songs of a Nomad Flute (Hu-chia shih-pa-p'ai):77Art historians ’Gﬂ%%’)\:ﬁ?

classified such paintings of exotic themes in a separate

e
-

category known as "barbarians and horses” ( fan-ma). When being .tfq

used extensively during the High T'ang period in the

“border-pass poems” (Pien-sai shih) by a group of frontier ﬂ,%)’
poets such as Kao Shih (702?-765) and Ts'en Shen (715-770), the )‘%'){@_ y %L

nomadic theme took on an often complicated semi-
autobiographical and semi-poetical tone that made it a far cry
from the original image of primitive grandeur and simplicity.

Nonetheless, the "Song of Ch'ih-1e" as a cultural icon



continued to appear in Sung painting and poetry, among which

the best known is probably Yang-kuan t'u, painted in 1087 by Li f% ‘;}ﬁ %Q"ffb%
Kung-1in (1049-?). Li Kung-1in's painting is a pictorial
rendering of the musical tune Yang-kuan san-tieh (Three stanzas f}ﬂ %) = %

of Yang-kuz;n) attributed to Wang Wei, and since then the

border-pass at Yang-kuan has been well established as the

symbolic last station of civilization. Once you step outside

this border-pass (sai-wai), you have left the civilized worid };\6}\
(hua-wai) behind forever. In a poem {nscribed on L{ Kung-lin's 48 4N

painting, Huang T'ing-chien wrote:

In thihl;:::?-broken music, there is no form or (ﬁr@% ,%2_ %_);fé:%;
In painting [poetry] without sound, the heart will AR 7 ,% 7 E‘ﬁ'ﬂ%
be broken even more. b L8 A b =
Imagine the border-pass at Yang-kuan, and the road Q;h F% %) (4 @ L&

farther west of it; ,
Tall grass is swept low by a north wind, exposing 1 B AR B g 4%

cows and sheep.

The last 1ine, of course, is an allusion to "Ch'ih-le ko." The

Three Stanzas of Yang-kuan do not present any “form or shadow,"

but once they are translated into painting by visual means, as
Li Kung-1in did, it will "break the heart" just the same,

whether by forms in the painting or by the soundless music.

The impact of temporal art (Yang-kuan ch'li) turning into ]%;ﬂ@
spatial art (Yang-kuan t'u) is what was probably in Huang ?%;{\}/é—,

T'ing-chien's mind; but in this crossroad of representation,
the sorrow of a departing Chinese poet is already subliminated
into the endless space of the nomad's grassland, and the

time-space conflict is no longer valid.



Cultural transplant and assimilation often impiy the
fascinating constant process of self-identifying, redefining
and renewing of a tribal society through what is called “fusion
of horizons." In the late tenth century Liao tomb (no. 7) at
Yeh-mao-t‘a} in Liao-ning Province, there is found a pair of
hanging scrollzqzepicting entirely different subjects in
entirely different styles. One, entitled Bamboo, Sparrows and

Hares, has a symmetrical composition of Taoist symbols in the
decorative tradition of T'ang textiles and silver and gold,
which had already been outdated by a new vogue in flower and
bird painting, the “cut-branch" (che-chi) style of Pien Luan
and his followers, but was still rather faithfully carried on
by the Khitan artists. The other, entitled "A Chess Meet in

Deep Mountain" (Shen-shan hui-ch'i), in an early Sung

provincial style betraying obvious derivations from the Li
Ch'eng school with a strong Taoist overtone, is some sort of a
folk painting the real subject of which may well be one of the
thirty-six "grotto-heavens" (tung-t'ien), the mountain retreats
of the Taoist immortals. A remarkable resemblance is found
between this Taoist motif of tung-t'ien in the Liao landscape
and a very similar landscape motif in the Hsi-hsia wall

g0
painting in cave 3 in Yii-1in, representing the dramatic scene

of "Descending in State of Manjusri and Samamtabhadra® (Wen-shu

P'u-hsien pien-hsiang). The treatments of the outthrusting

cliff, the grotto, the grove of pine trees etc. are so

comparable in their basic idea, mountain and rock forms and
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ts'un-fa (textural strokes) that a common stylistic source from %é{;;;
Sung China has to be assumed behind these paintings from two
widely separated sites. The fact that an alien element from
the Taoist iconography of sacred mountains was able to make
inroads inib the predominantly Buddhist world of the nomads
from Tun-huang through Kara-khoto to the Liao-tung Peninsula ,};( g'g/ g,xk_
seems to confirm our impression that visual images have always Zéi éliftg7
been used effectively to overcome language and ideology
barriers. In numerous other examples, the historical process
of sinicization of the minority people along China's border
bears ample witness to this phenomenon.
In one or two more extreme cases, the change of the
"picture-like" quality in the ideal of natural beauty allegedly
played a role in the making of history. The Liao kingdom was
replaced in 1125 by the Jurchen who estabiished the Chin '45}5 424{
dynasty (1115-1234), Amazing was the radical change in the
vision of a hunting people which, after just a few decades of
direct cultural contact with the Chinese, shifted from images
of wild geese and falcons (hai-tung-ch'ing) in the Manchurian 2@ %’g

marshes to images of the soft water and tender hills of

Southern China. In 1161, after twenty years of a shaky

peaceful coexistence with the Southern Sung, the Chin emperor

Wan-yen Liang (reigned 1149-1161) suddenly decided to break the 7.#8 &
truce and personally led his Jurchen horsemen on a campaign to

capture the Southern Sung capital of Hangchow. According to a -1%;#{

rumor that was widely circulated at that time and reported in a



P

number of Southern Sung records such as Ho-1in yii-1u by Lo

[
Ta-ching? the true motivation behind the invasion was the Chin
emperor's obsession with the beauty of Hangchow as described in

"Watching the Tidal Bore" (Wang hai-ch'ac), a famous tzu poem

by Liu Y1n§.(ca. 980-1053). It was rumored that before the
invasion the Jurchen emperor secretly sent a painter to the
South to portrait Liu's poetical image of Hangchow's West
Lake. Although the invasion was thwarted by the Emperor's
sudden death, the damage done was devastating. In a poem
commemorating the tragic event, the thirteenth century poet

g2

Hsieh Ch'u~-hou wrote:

Who could have spread the song of Hangchow?
Ten miles (11) of lotus blossoms and cassia fragrance
in every late autumn,
who could have known that unsentient things such as these
plants and trees
Would have caused ten thousand miles (11) of grief along
the Long River?
How much truth was in these rumors may never be known. The
legend went on in popular literature and folk art long after
the change of dynasties. The interesting question remains,
however, of exactly what "picture-1ike" quality was underscored
in the portrait of West Lake that seemed so provocative and
irresistible to the Jurchen ruler? We have reached here a
junction in Chinese art history where two major schools of
painting sharply diverged toward different directions. On the
one hand, only hailf a century before, Su Shih introduced his

fundamental principle of the kinship between poetry and

NN
RN

2R T
Fip A

ek B

Zhictimw] e
W T MK
1o ¥ L £ 5%
39 fix7 B



painting. Painting, like poetry, is for self-expression and
sel f-enjoyment of the literati. This was accepted even by the

imperial, orthodox Hsiian-ho hua-p'u as a basic criterion for fﬁip@;‘};%

art criticism and connoisseurship. At about the same time, the

early Soutﬁérn sung court painters were searching for and

exploring ways to consolidate a new mode of representation that
embodied some aesthetic values distinctly different from

Northern Sung. Their new vision was focused on the problem of

hsii and shih, or the negative and positive functions of the éi 52
space interacting with the intervening atmosphere and light.

This was designated by later historians as "Nan-sdng yiian-t'1," éh!? ﬂ2;ﬁ§

the Southern Sung "academic" or court style. Since literature
is the common source for poetical themes or "picture-iike
ideas," either inside or outside of the Academy, it is assumed
that many of the pictorial images found in the court paintings
can also be found in contemporary poetry as the inspiring
verbal leit-motif. Our question thus remains -- what are the
most "picture-iike" elements that can be readily identified,
even by a layman, in a twelfth century landscape painting which
seems to evoke vividly the Southern Sung mood and reflect the
changed concept of beauty from the "sublime" of Northern
landscape to the "picturesque" of Southern landscape?

I must add a hasty note here that our use of the term
"picturesque” is quite different from that used in late
eighteenth century England. China never had a theory of the

picturesque that singled out the virtue of roughness,



irreqularity and variations as qualities enriching pictorial
definition. Nor did it ever entertain the pessimistic outlook
on nature, or shared the melancholic love of the ruined and
dilapidated, or been redolent of an elegiac mood for the
Tegendary p;st. The "picturesque” beauty in China may have
been an acquired taste through 11iterary education and hence
more accessible to the poet-scholars. It never displayed,
however, any class snobbery or the kind of social disdain which
in England echoed the bfas of an old agrarian order of the
gentlemen farmers whose paradoxical notion of the picturesque
is, according to some modern critics, the aestheticization of
rural poverty and back\rlav'dness.'g3

The Chinese never defined the ju-hua quality in any
specific terms in the manner of the English theorists such as
William Gilpin, Uvedale Price or Richard Knightfﬁyln fact,
instead of emphasis on natural details in a landscape as
stimulus to the imagination, the pictorial images presented in
landscape paintings by Mu Ch'i and Yii-chien in the thirteenth %ﬁi{;. 3\3ﬂﬂ
century often show a tendency toward ambiguity and
disintegration of forms into the misty poetical mood and blurry
atmosphere. In a well known poem presented to L1 Kung-1in, the

younger scholar Tsai Shao (?-1119) beseeched the master to make %%

QA
R

sure to leave space in the painting for his fishing boat, so he

may enjoy a good afternoon nap on the river. He begins the

g5

poem with this verbal image:



When the wild geese return, ?'.!.’;'ﬂf é%kj’«f‘gk
The water is touching the sky; s &

Sti11 enveloped by mist } m %4 bLse
Are old trees on a low hill.

Compare the view of "water is touching the sky" with the

important ;pat'lal device of t'ien shui t'ung-se (sky and water ﬁ-,'jc' 6
shar:e one color), attributed to the Southern T'ang painter Hsi

Hsi, and we realize that they are both describing a typical

"flat-distance" (p'ing-yiian) landscape in which either there is

no clear-cut demarcation separating the water and sky or the

horizon is placed so high that it is implied somewhere outside

the picture frame. Some of the paintings attributed to Tung

Yiian (ca. 900-962), especially the Han-1in ts'ung-ting (Wintry i%ﬁ 3T
groves on scattered islets) in the Kurokawa Institute, are :? w)
examples of this type of landscape. In a similar way, one will

immediately recognize the unmistakable traits of an early

twel fth century landscape from two lines of a contemporary poet

Chou Pang-yen: 87 ?) fF/%

K
In the mist, the rows of peaks are countless in blue, (E ‘ uub} ‘
On the backs of wild geese, the last 1ight of sunset @)‘#ﬂ A ?"K

Is approaching darkness with a glow of red. J’fé ”5 b4 F% \513‘;2%
The composition and the color scheme visually suggested in the
first line are reminiscent of a follower of Li T'ang, while the %Zg-
second line makes one think of the exquisite lyricism of Ma Lin %;7}7
from a later generation, such as his dated "Swallows in Sunset” _g:,}/’;&é f% /‘f-’P
(1254) at the Nezu Museum in Tokyo.88 '

Out of curiosity I singled out from dated or datable

poems of the twelfth century one small pictorial element which



P .
e .

is taken either from a poem rhapsodizing a painting, or
otherwise identified explicitly by its author as a
"picture-1ike" detail. The name that I give to this detail,

i-mo yao-ch'ing or "one touch of distant blue," is also taken .,-;H'\Lg_

from the poems. It fascinates me as it seems to underline
certain characteristics of the age -- the brush abbreviations,
the more relaxed and intimate view of nature, and the new
awareness of atmospheric expression. When similar poetical
fragments are arranged chronologically in sequence, one is
amazed to see how close are the parallel developments in poetry
and painting that are obviously based on the same set of
“picture-1ike" definitions.
To wit just a small sampling of this parallelism: in
about 1080, the poet Ch'in Kuan (1049-1100), a follower of Su  Z-2f,
Shih, was passing by Ssu-chou in Chiang-su Province. His iuo-fk]
observation of the river town later appears in a series of

poems . One examplie:

Far, far is the lonely town a7 s |, .

surrounded by white water. 1847 4 }ﬁ\ﬂé‘ p"#’%

Among masts and pulleys, 5!57&}7/* %9 5; laaﬂ
people are chatting in the sunset. -

Above the grove is a touch gf b]ue:I MIE—ILwr e
just 1ike in painting [ju-hual, e -

I bet they are the mountains %% A 9391‘ ‘L’

at the turn of River Huai.

It is indeed a familiar technique that one finds frequently in
Southern Sung paintings where the distant mountains or banks at
the curve of a river are depi"i:ted by a touch of light wash in

mineral blue. What seems surprising is that as early as the



end of the eleventh century, even before the time of Emperor

Hui-tsung, and much earlier than what was once believed, such a iﬁi;%
technique of color wash for distant mountains had already made

its debut in landscape painting.

A few decades later, in 1127, the minister Chao Ting ,ﬁ}§¥%%
(1085-1147), fleeing with Emperor Kao-tsung from the invading j% ga
Jurchen hordes, was on his way to Nanking. Before they crossed
the Yang-tze River at I-cheng, Chao Ting made exactly the same ’(%?;

observation as Ch'in Kuan:

Just a touch of the chilly blue 18 /;fﬁii/g
Coming and going in view -- . 7 4,.
These are colors 90 é L -
Of the distant hills. i

It appears that by this time, the pictorial convention of "a
touch of distant blue" had already become an immovable part of
the collective visual memories, and it is difficult to decide
who was the original inventor, the painter or the poet.
Evidently not all poetical images were continuaily
recognized and depicted in consistently similar and predictable
patterns. The progress of time, the acquisition of individual
and local colors, and the advance of representational
techniques in visual art all intervened to give the same
poetical image a different form or a new look masking its
metaphorical or lyrical content. The re-creation of these
literary images in their geographical and historical contexts
and the unveiling of the underiying transformations would make

compelling studies in art and intellectual history. Consider,



for example, the celebrated "Fisherman's Song" (Yii-ko tzu) by L%" }ZZ%_
the T'ang Taoist painter Chang Chi-ho (ca. 742-782). It is L& f.:ﬁu
undoubtedly one of the most admired tzu poems in the history of

Chinese literature, being imitated by numerous later poets

including the Japanese emperor Saga Tenno (786-842), whose dn; W ?\S_
contribution graced Ryounshu, the first collection of kanshi by

imperial command. Generations of schoolchildren have memorized

and recited these enchanting lines:

B
Near the rim of the Hsi-ch'ai Mountains, white egrets fly; ... .
Peach blossoms, flowing streams, and perches full grown. #k?ﬁm‘fwkﬁigﬁ, Re

Oh, for a broad-brimmed bamboo hat and a cloak of straw! 4

Stanting wind, fine rain; one need not go home. vi} %g 5:' %‘Eﬁk
G RAIRT 1003

These 1ines inspired interpretations ranging from Su Shih's

elegant image:

Beyond the Island of Scattering Flowers
A lonely sail is going out of sight.... 92

RLie IR

to the colorful rendering of the Yiian painting master Wu Chen
(1280-1354):

West of the Village in red leaves, ¢ - %/
The last light of sunset lingers on.... ~ ~"1f§‘€FW jﬁ/f#

This is one of the two versions of Fisherman by Wu Chen, now in
the Metropolitan Museum of Ar'cf73 His gentle, wet-ink strokes,
shimmering under a slanting diffuse Tight, must be a far cry
from Chang Chih-ho's original treatment of a comparable theme.
For Chang, according to the eye-witness accounts of his

contemporaries, Yen Chen-ch'ing (709-785) and the Buddhist 'fiég /.P



poet-monk Chiao-yen, painting was an expressionistic *% Qiﬁf
"performance" done to the accompaniment of drums and flutes,

While keeping time with the music, the master would execute the

earliest form of texture-strokes, his "brush jabbing down 1ike

a rainstorm in vertical and horizontal sweeps" (tsuan feng jo 345 é%%méﬁ#z%

i
yu tsung-heng sao). This would become known in art history as

the "broken-ink" (p'o-mo) technique, a revolutionary and zning,

prophetic innovation initiated by the eccentric group of

hermit-artists centering around the great calligrapher Yen

Chen-ch‘ing.q5.
Through these variations of the theme "Fisherman's

Song," one can trace the evolution of the poetical visions and

representational means from the beginning of a movement of

ink-monochrome landscape painting in the middle of the eighth

century around the Lake T'ai area, through Wang Hsien, the .ﬁi?ﬁﬁ,gi'é%;

princess-consort and a close painter-friend of Su Shih, to the

Four Masters of Late Yiian. The carefree image of a fisherman

offers a prototype for the Qg;derlust spirit which is the heart

of any form of escapism. The untrammelled nature of the theme

gives the artist a broad, interpretive latitude in his pursuit

of a unique visual effect. However, the diversity of

treatments of similar themes eventually led to the crucial

stylistic problem of "ya" and "su," or the problem of the ﬁﬁi L

"rafined" (or scholarly) tastes as against the "popular" (or

vulgar) tastes. In Chinese art, some literary themes such as

"£isherman” or "snowscape" have been more sensitive to the



issue of taste than the others. The controversy was

epitomized, for example, by Cheng Ku in late T'ang poetry and ng‘%}
the Che school in Ming painting. Even in Northern Sung, some iy %@:
eyebrows had been raised for a few of unusual experiments with

this seemingly harmless literary and pictorial convention of

the fisherman. Thus, the image of a moonlit river in

"Fisherman's Song" inspired Huang T'ing-chien to compare "a

girl's flirtatious glance with?zytumn ripples in a river cove"

(nu-erh p'u-k'ou yen-p'o chiu), whereas some thirty years *& %;&]‘a ﬁ@;ﬁgk

later, the same image inspired Emperor Kao-tsung (reigned % '.’f’
1127-1161) to identify his secret yearning for a seclusive,

retired 1ife with "fragments of clouds floating leisurely under

water" (shui-ti hsien-yiin p'ien-tuan fei )q.7Huang invited a 4#@{@]%—’ )3;}5\&;
good-natured ridicule from his friend Su Shih; the Emperor was
greeted by deferential praises with baffling comments.
Here we may pause and look back at the historical path
of the interrelationship between poetry and painting and see
how far we have travelled. By the time of the Northern Sung
emperors Shen-tsung (1068-1085) and Hui-tsung, Chinese painting ﬁdfﬁﬁ ;%%ﬁ{
in terms of technical sophistication and theoretical maturity
was ready to accept a new historical challenge and choice.
Following the general pattern of cultural development partially
conditioned by a North-South polarity, Chinese painting had to
grope its own way, from the fourth century onward, between two
basically rival traditions, between the Confucian-Buddhist

oriented tradition of the court and monasteries in the North



and the Taoist-oriented "tradition of the mountains and woods"

(shan-1in ch'uan-t'ung) in the South, between the aristocratic,

urban culture in Ch'ang-an and the unpretentious, antinormative
taste of the commoner's society in the Lake T'ai and Mt.
T'jen-t'ai-areas. Since High T'ang, Chinese painting had to
reconcile the separate developments of Tan-ch'ing (red and
green) and Shui-mo (water and ink); it had to deal with the
critical disparity pointed out by Ching Hao (c. 855-915) that
"Wu Tao-tzu had brush (outline) but no ink, while Hsiang Yung
had ink (texture strokes) but no brush." It had to wait until
the great age of landscape painting, in the hands of the Great
Synthesizer, Li Ch'eng (919-967), for this polarity between pi
and mo, between the "dark-ink tradition" of the North and the
"pale-ink tradition" of the South to finally be resolved. And
now toward the end of Northern Sung, after centuries of a
frustrated and jealous partnership, the time seemed ripe for
painting and poetry to come to terms under the theoretical and
practical guidance of the inspired genius of Su Shih who set
forth, ordained, and personified the literati's ideal of the

"Three Excellences."

From the beginning, landscape painting in China suffered

from its precarious position as a step-child of ideology. The

dawn of landscape painting did not arrive before the long night

of”ideological clash over the critical problem of yen (word),
hsiang (image), i (idea), a problem so momentus and central to

medieval philosophy that it was passionately and rigorously
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debated throughout the whole Wei-Tsin period, as.one of the
most prestigious "Three Doctrines" (san-1i) in "Dark learning"
(hsﬁan-hsﬁeh){oc}he dispute ended, somewhat inconclusively,
with the temporary triumph of the Taoist philosophers
represented by Wang Pi (226-249) and Kuo Hsiang (d. 312) whose
main thesis is that "words do not compietely express the idea"

(yen pu chin i), and “discarding the words after realization of

the principle" (teh-i wan-yen). In this respect, the emergence

of "pure" landscape painting at the beginning of the [LiuJ Sung
dynasty (420-477), can be regarded as cloesly tied to the
decline of "metaphysical poetry" (hsiilan-yen shih) which

10/

conceded and yielded to "landscape poetry" (shan-shui shih) as

a more expressive manifestation of inner reality, and
consequently a more direct intermediary for communion between
man and Tao. But above all, from an art historical point of
view, the inception of landscape painting could not have been
possible until the refinement and focusing of poetical vision
into the new awareness of a controlled space -- pictorial
space.

The intellectuals of the Six Dynasties, having newly
emancipated themselves from the totalitarian grip of the
Confucian order of the Han society, were distinguished by a
sel f-consciousness of individuality, a strong urge, as -
expressed by Hsi K'ang (223-262), to totally transcend
tradition, laws, rituals and social duties; and to lead a life

in accordance with nothing else but the dictate of Nature.
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Philosophical pessimism accompanied the rise of medieval
solitude and melancholy. Negation of reality inevitably led to
the belief in a cultural vacuum, a spiritual Timbo, and the
search for a "peach blossom spring" on earth, or better still,
immortality.

Nature was a newly found source of beauty and pleasure
outside tradition and conformity. These southern landscapes,
however, were not always soft and tender during the Six
Dynasties. When Nature first became an object of exploration
and contemplation, at the time of the first nature poet Hsieh ‘%4*{32§§i
Ling-yiin (385-433), it was still seen as full of awe-inspiring
grandeur and unexpected danger. The era was one of political
and social upheaval and, 1ike all such eras, was characterized
by a feeling of urgency, a sense of crisis, and a demand for
absolute spiritual freedom. Perhaps to meet this demand, the
concept of a vast, unlimited pictorial space was discovered.
The discovery was truly a major event in medieval China as it
freed man's spirit from the confines of the physical world into
the boundless world of his own imagination.

The first step was the infinite expansion of the
poetical vision. A short rhymed piece, "Inscription on a

/02 L 2
Precious Jar" (Pao-weng ming), written probably sometime in the 'i, 2 fk,z

Six Dynasties but carrying an attribution to the Han
official-comedian Tung-fang Shuo (154-93 B.C.), presents % f pr
perhaps the earliest recorded panoramic view taken from the top

of a mountain:



I look at the Three Islands [Fang-hul which appear
barely a foot long.
I see the vast boundary of the Eight Quarters looking
1ike an entwining scarf.
This bird's eye view continued to serve as stimulus to spatial
imagination during the T'ang dynasty. Li Po seemed to be

especially fond of such visual fantasies shar through the

On the C22e g Po Chis = »
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eyes of a bird of enormous size (ta-g'eng); orj{a'Taoist immortal K ﬂﬁ%

whom he encountered in a dream (meng-hsien):

Looking down halfway from the sky, man's earth is
obscured in dust.

The Eastern Sea is no more than a stretch of white;

The Sacred Mountains are a few dots of blue. /03

In the next step of the evolution, the visionary space
must be put under control by mental enclosure in order to
become a significant space. In other words, the open space
must be visually enclosed and redefined as an illusion of
coherent surface within the framework of an imagined

composition. This was soon accompliished and the process was

richly illustrated in the contemporary literature. 1In Hsieh

Ling-yiin's fu on "Mountain Dwelling," for example, he describes

how he "displays layers of cliffs inside the gate, and spreads
mirrored ripples at the sill of his window.“mlg_uch a reference
to the gate and window as some sort of compositional framework
appears repeatedly in Hsieh Ling-yiin's works and was echoed by
another nature poet Hsieh T'iao (464-499) who seemed equally

attracted to similar composed views: "In front of the window,

% 4
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distant mountains parade...," and so 1’or'1:h./o5 Y‘Z- *3‘J2_1{5d'47
Once the literary concept of a composed landscape was

transferred to a painting, pictorial space was born. In

principle, a man could now take a "dream journey" (wo-yu) in 5}‘&%2

his studio; he can "unroll the scroll, contemplate the painting 18 % 65 23

in solitude, and reach the four boundaries without leaving his ﬁg 3i UQ'%L

T Pwg, 395 -443 [0b
seat" (w;:gtﬂ:§1-445-443). In practice, he can "draw a gf ¥ i-ff

three-inch vertical line to stand for the height of eight % 4] 9z %
thousand feet" (Tsung Ping) 3¥S=hﬁ${?71n this new-found visual
freedom, imagination can no longer be held in bondage. The
discovery of the pictorial space at the beginning of the fifth
century in South China is in every way equal in importance to
the Renaissance invention of artificial perspective. The
Renaissance gave birth to a cultural myth that the Europeans
have now possessed an infallible method of representing the
material world. The Chinese poets and painters of Eastern Tsin
and early Sung dynasties on the other hand, were never
concerned so much with the representation of nature than with
the communion with Tao. To them, mountains and water furnished
the best entrance to the mind of the universe. Where
metaphysical poetry had failed with language, they hoped
landscape painting would have a better chance to succeed with
visual imagery. f0g

By comparison, the earlier narrative painting of the
Ch'in and Han periods appeared to treat historical and

mythological subjects as part of the wall, a decorative segment



of flat surface. Landscape painting of the Six Dynasties on

the other hand was an experiment, trying to open a window to an

idealized reality through a controlled vision of space. For

the first time, Nature was subject to pictorial configuration;

it was def1;ed and enticed and invited to permeate the

threshold of man's mind-window. This is not a minor

achievement. I used to admire Wang Wei's
The great valley turns, encompassing the stone steps; ’4—:1 fz@_ % 5?’»?'
The numerous mountains chb entering my gate. /09 i} b~ }’ ’i‘

as an outstanding example of the representation of dynamic

space. Not only the unlimited space is framed, so to speak, in

the intimacy of a 1imited, imagined space, but also the

subjectivized elements in Nature, the valley and mountains, are

imbued with such a sense of autokinetic movement that the total

%

first law of painting, "Ch'i-yiin sheng-tung" (the movement of gk.é 4 azj

impression is indeed a poetical manifestation of Hsieh Ho's

{1y “\
N
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Ch'i generates animation). ! am amazed, however, to find that

as early as the time of Hsieh Ling-yiin, the feeling for the

constant changes in Nature and the empathy for kinesthetic

sensations in nonsentient objects were already well known and

appreciated. Quite in tune with the restless and urgent spirit

of the time, both early nature poetry and landscape painting

showed a tendency to make sudden and radical shifts in space

and time within a single poem or painting. In his book Yin-shu E] ﬁ’)‘/i %',%é
House's Shadows of Books (Yin-shu wu shu-ying), Chou L{iang-kung @ %;

(1612-1677) makes the interesting observation that the essence



of Hsieh Ling-yiin's poetry can be summed up by four words,

"¢1imbing mountains and crossing water" (TENG-shan SHE-shui), 7.5‘.14 : V.,{(

z s~
with the up and down action emphatically emphasized. 1o
g A%
At the break of day I leave the southern cliff. ‘éﬁ; % P%ﬁ
As “the sun sets, I rest on the northern peak. % ,i-% 4 ;—
I abandon my boat, gazing at distant isiets, ,g 2 @e 3@,‘5
And stop walking to lean on a luxuriant pine....
Below I see the tips of towering trees, n 1; %P'JL 72*‘:
And looking up hear the great valley's roar. IR F 44
W RS A 32 3%F

In these lines, written in 425, the poet is at the top of a
mountain at one moment and in the depth of a valley at the

next. The quick and abrupt shift of spatial referencés -= up

and down, far and near -- has been noted not only by Chou
Liang-kung and other Chinese critics, but also by 1iterary
historians in the West such as Francis Westbrook. It is
ultimately this restless and compelling urge to explore and to
discover, the desire to transcend the 1imits of time and space,

to "forget verbal language" (wang-yen) so as "to entice Tao iéig

with the forms of mountain and water" (shan-shui i hsing mei d1zF~Vﬂ-ﬁéfﬂéifi

li2

tao), or "to transmit the form of the Ultimate Void with the CBZ 3
ta0 j HBFw- 525

capacity of a brush,” that constitutes the rationale for the 15k X 4245
rise of early Chinese landscape painting. By representing

multiple views in a single picture, such as in the Early and

High T'ang caves at Tun-huang, and by the juxtaposition of "the

three distances" -- flat distance (p'ing-yilan), high distance {‘ﬁ
(kao-yiian) and deep distance (shen-yiian) -- in a single picture .ﬁyé IZ;{L
space to denote a "composite image," the painter employs the

same principle of contrast and balance, and the integration of



two or more opposing or competing images which was prevalent in
poetry during the Southern Dynasties and Early T'ang.

Such a complex concept of space appears to be deeply
rooted in the southern tradition of Ch'u tzu (The songs of the
South), aS';ell as the romantic cosmology of the early Taoists,
both of which were rich in allusions to spatial
transformations. From the point of view of formal structure
and semiotic design, however, the abrupt shifts of spatial
references belie an equally deep indebtedness to certain
ideological and 1inguistic phenomena coming down from
antiquity, as well as the three governing principles of form
from the preface to the Book of Songs, particularly the third
principle hsing, which served as the theoretical basis for the
sudden shift of time-space reference in a superimposing, or
sequential, composite image. e

s ;
In both ghih ching and Ch'u tzu, spatial concepts such

as "up and down," "far and near," "left and right" and "front
and back" often suggest a relative relationship in which
relativity does not necessarily imply contradiction. Following
this tradition, even the loci of the cardinal points are
sometimes found to be relative and not fixed, as may be seen in
Han and T'ang decorative arts. The sudden shift of points of
view is a favorite narritive device in the Nine Song {Agin the
shamanistic world of hallucinations, there seemed to be no
differentiation between the real and the imagined, or between
dichotomies of time and space. In the history of linguistic

nEL



development, the "neutralization” of some of the relative terms

has been explained as a vestige of an ancient tradition.

Matteo Ricci, the first Jesuit missionary to China, made a u}o[ % l%
special point in his T'{en-chu shih-1 (True doctrine of the £z ‘j 3}(
Lord in Heaven) that the well known poem in Ta ya (Book of y '

songs), describing (t;e"ascending and descending of King Wen to X 2z 'r'"??
be at the left and right of the Supreme god" is proof of the 4 %, %k %
existence of heaven and helll.léThis was refuted by most Chinese
scholars, including Wang Kuo-wei, who agree that the ancient 3;_@ FAi
problem of "simultaneity and choice" involved in the
interpretation of relative terms such as chi-chiarig (ascending M/; 'x%-_
and descending) depend on a correct understanding of the
context. Again, the relativity inherent in some of the early
spatial concepts illuminates the deep-rootéd influences of the
traditional logic of correlative dualism.

In a poem dated 430 entitled "Around My New Lodge at
Stone Gate on All Sides are High Mountains, Winding Streams and
Rocky Rapids, Lush Woods and Tall Bamboo," Hsieh Ling-yiin
surprises his readers with one of the most wonderfully absurd
lines:

Early in Morning I hear the rustle of evening's wind, "ny ﬁ .ﬁ’)ﬁ;ﬂ& é.

Late at Night I see the first 1ight of the dawning sun. Fk E?ﬂ a w\
This complete confusion of time can be read either as the
poet's deliberate denial of the rationality and validity of
reality, or, as understood by another éritic, "usual

distinctions being blurred in the topography of mountains.” In



either case, it makes one think of the archaic image of

anachronism pictorially rendered in Ch'ien Hsiian's (date) i fi;g;g
"Dwelling in the Floating Jade Mountain" (Fou-yii-shan chii t'u) 3% 3, wﬁ.ﬁ

in the Shanghai Museum. Among later poems, a comparable

dislocation of time reference is found” {n L{ Shang-yin's Four /2'75 f;, )

Yen-t'ai Poems presented in a sharply different, urban setting: g b p 'ﬁ

Awakening from intoxication ; S ol
when fading sunlight like early dawn, E‘ﬁtﬁ{%{%i;ﬂﬂg
Shines on the curtain of broken dream -- 7 o ji % B 83kt

the whispering words I sti1l hear. /9

According to Yeh Chia-ying, "sunset fs tﬁ; reélity, dawn,
illusion. The broken dream 1§ reality, the still audible voice
illusion." Here the silent movement of 1ight and shadows are
all reflections of the intricate mosaic inlay of visual and
audible imageries. The obliteration of time is benign and
introspective, lacking the wild ecstacy of a Southern Dynasty
vision of nature 1ike Hsieh Ling-yiin's.

The participation of time is necessary in the forming of
visual imagery. Visual perception involves the enforced
journey of the eyes over a visual field. Thus it is entirely
conceivable that a visual image is used as a tool for the
measurement of both space and time. The Chinese poet has
always been extremely sensitive to the change of seasons and
the change of hours. Throughout the Six Dynasties and T'ang
and Sung, one of the most common expressions of sadness over
the fleeting passage of time and the transcience of 11fe was

the image of the setting sun "half-hidden by distant peaks" ﬁ;fé**ﬂ;



(ylan-feng yin pan-k'uei). The setting sun -- "so infinitely

beautiful only it is approaching evening" (Li Shang-yin) -- is
not only the end of a day, but also the end of the earth. This
is an observation comfirmed time and again in poetry such as Li

Kou's (1009-1059) *Homesickz® 120 - —mmors mememnm

People say the sunset is where the earth ends.

I look and lTook at the end of the earth but cannot see
my home --

Being hidden by the hateful blue mountains;

The blue mountains, in turn, are obscured by the evening
clouds.

Life is only a traveller and the sunset at the'énd offfhé éarth
is a rest stop for the "long night.” This image of the setting
sun has been used extensively as an object for contemplation in
the Buddhist cuet of the Pure Land (Sukhavati). "Meditation
before the setting sun" is one of the sixteen meditations
recommended to Queen Vaihedi by Amitabha ?gﬂgha!'lln Tun-huang,
for example on the north wall of Cave 320, this is usually
represented on the upper left of a mandala as part of the
"pictorial variation on the Amitayur-dhyana-sutra® (Kuang-ching
pien-hsiang). It was a popular subject in the High T'ang
period not only testified by many examples in Tun-huang but
also in the Shoso-in biwa and the early landscape screen in
Toji. In poetry, the setting sun is the imagined location of
everybody's homestead; in painting, it it is the "vanishing
point* on the horizon which joins the sky and earth together in
a typical "flat-distance” landscape. I have discussed on other

occasions the Confucian background for the development of the
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spacial concept of “flat-distance” (p'ing-yiian) in pictorial
art. In its integration of height and depth, its
neutralization of the differentiation between time and space,
the "flat-distance” landscape represents the Confucian
aesthetic-ideal of “equilibrium-harmony® (chung-ho). It
suggests a visual sensation of restfﬁlness in the boundless
expanse of space, in which man will be able to find peace with
himself and the universe, as against the Taoist penchant for
the romance and.intensity of height. ’2"

Long before: the introduction of Mahayana Buddhism: in
China, the Chinese were well aware of the potential of a
synthesis or integration of the senses in literature. The Late
Han writer Ma Yung (79-166) was probably one of the first to

try to describe musical sounds in visual terms. In a rhymed

prose devoted to the long flute (ch'ang-ti fu), he states, "cne

can listen to the sounds and associate them with forms, foras
in the likeness of flowing water, or in the image of a flight
of wild geese."lz%he image of birds in flight was particularly
favored by early Chinese poets. Hsi K'ang, leader of the Seven
Sages of the Bamboo Grove, composed a series of fifteen poems
to present to his older brother as the latter was about to
leave for the army. In one of his most famous couplets, Hsi
K'ang evoked the elegant image of a scholar-soldier who plays
the p'i-p'a while contemplating the sky in a grand gesture
symbolic of absolute freedom of Spirit.lzéﬁ

When Ku K'af-chih (ca. 341-402) later read these poems,
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he was moved to make this famous comment:

easy; to paint him keeping his eyes on wild geese in

To paint a man playing his five-stringed [p'i-p'al is ﬁ?’i@
T B g3
flight is hard. =~ RiZ

The di ffich ty seems to center on the single word sung, “to see: ‘é
off" or "to follow.” Seeing off the wild geese impifes that
one's eyes are following rapid motion through space and time.
To capture such an image would tax the imagination and
technical proficiency of artiis'._ffs., qf_.g\'!,gn- a much later age, such
as the court painters of the Hsﬁan-ho Academy. Ku K'af-chih @%’Q?ﬁu
saw no reason to expect better from masters of Eastern Tsin,
including himself.
Despite the difficulties, however, a number of poets in
the following centuries continued to put themselves to this
test. The T'ang poet Ch'ien Ch'i (ca. 710-780), for example, %(%Zf
used the same image of birds in flight to evoke the sound of a

temple bell fading in the evening air: 126

If you wish to know where the journey of the sounds ends, 'ék %,% i &b
Birds are disappearing in the vast sky, far, far away. i
R 282

Ch'ien Ch'i's effort to integrate visual imagery with sound
127
seems far less successful than Tu Mu's use of the same image to Az 44

suggest the impassive, eternal flow of time in which history
was submerged and carried away:

The Tonely bird is disappearing.in the fading vast sky. ﬁ 3% -4 cE 32
So were the myriad antiquities there they sank, and /E iﬁ'% %

vanished. 7% 48 e U



Here the vast sky is identified with the ocean of time, in the

same manner as the setting sun is associated with both the end

of the day and the end of the earth, or the flight of birds

with the sounds of bells. The Buddhists firmly believe in the

functional- interchangeability of -the-sense:organs (1 lu-keng .7’— 1& 2 ﬂ
wu-yung). The ability “to see colors with ears or to hear

sounds with eyes” is immanent with bodhisattvas, arhats and

even ordinary devotees who are able to attain purification of

the six sense organs (1iu-keng ch’'ing-ching). This is a famous 7 *E l‘té
exposition often cited from the cha—b{e;'- on- "The Power of the-
Masters of Law" (Fa-shih kung-teh p'in) in the Lotus sutra./ 2% 1% Bo 14 18 Ee

The same thesis is elucidated in other major cannonical works
- Anneadfl .
such as the Mahaparinirvana and theuakom Presumably, Kﬂg:ﬁ%ﬁ

many of the T'ang and Sung scholars, who were lay followers of

the religion, should have been familiar with such foreign ideas.

And yet, this did not prevent the late Ming essayist
Chang Tai from questioning the poem by Wang Wei on the basis of ?E%\,:
which Su Shih formed his painting-poetry theory:

On the mountain road there is actually no rain, i fyé{,kdj
The green in the air makes our clothes wet. ";\’ %?,i“k %\
£

Is it possible for a painter to express the physical
sensation of "wetness" without any indication of rain or the
presence of some kind of moisture? The early Ch'ing critic Yeh ‘3 ?
Hsieh (1627-1703) argued in his Poetics (YUan shih) for an @,.3‘5_ _

affirmative answer, and supported it as evidence with a

controversial 1ine by Tu Fu: 12 A



The morning bell beyond the clouds feels w.et. % ,;* ‘3 §f~ ;g

How could the sound of a bell feel wet? Yeh's adversaries

insisted this was a typographical error. Yeh's reply was that

"the bell 4s seen from beyond the clouds;-and*the wetness is th 7
heard through the sound -- this can only be understood P W
intuitively from the highest of principle and the truest of
fact.“mmeaﬂy Yeh's fdea was directly derived from the

Buddhist. It s certainly possible to find other examples.

. -.-.ma» o

other well Known- picture-ideas (hua-i) in Hterature. which

are uniquely verbal and seem to defy visual representation.

Among various sensory experiences, the sensation of smell is

reputedly the most e;'lusive for visual representation,

prjesumably because of the absence of any image. This can no

longer be sure, however, in 1ight of investigation by modern

psychology and physiology. Take for example the two lines from

Lu Chao-1in (ca. 630-689) on the lotus blossom: 130 /'é gt zF
Toy [loneing rragrance rifis wromd toe wintng shore. YL

flower pond. ]Z‘]%} ﬁ’ e

Here the floating fragrance is given a spatial mobility by the

word "drift around” (yao) which is molded by the winding shore;

the round leaves of the lotus plant are defined in

three-dimensional terms by the word “superimpose" to suggest

the many layers of geometrical forms. The associative power of

smell is in this case, as in many others, does not seem to



invoke any memory of the odor but a clear image of forms, round
superimposing forms of the leaves of the lotus. Like the smell
of a campfire bringing up a vivid Yellowstone or Alpine memory,
here the smell of the lotus also sets off a train of visual
memories of the summer Chiang-nan.

Lu's couplet brings to mind the word-music of the
nineteenth century German romanticist E.T.W. Hoffman from a
sketch entitled "Kreisler's musikalish poetischer Klub:"

Its fragrance shimmered- in flaming, mysteriously

interwoven circles. {3} '

As Lu's fragrance of the lotus is perceived not through odors,
Hoffman's fragrance of the musical chords is also perceived not
through sounds, but through the geometric forms of circles.
Here one cannot help looking back to ponder at the problem of
comparable experiments in China as in Europe to fuse the verbal
or auditory with the visual or more generally poetic with the
five senses. There were, sure enough, J.L. Tieck's singing
colors and scents, Novalis' twighlight poetry of Bluebeard, 132
Dante Rossetti's visual sonnet;??:lames Whistler's "Symphony in
White" and "Noctu;‘gLe‘_s," Paul Klee's "Rhythmic Landscape" and

Operatic paintings, Erik Satie's musical Sports et
divertissements playing with poetry, painting and Jwpansee

)

135
calligraphy, and the modern Chinese poet Mu Tan's declaration: ‘}%ﬁ‘

oh 1ight, shadow, sound, color -- all are stripped naked,
Quivering with pain, waiting to enter new combinations. ;34
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3
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138
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