The Theory of Literati Painting: Opening Section of My Dissertation

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

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

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



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



PART I.

THE THEORY OF LITERATI PAINTING IN CHINA
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1. INTRODUCTORY

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

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

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

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

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

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

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

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

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

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

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

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

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

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

wmuch later developments in Buropean thought about nrt.ﬁ

"'\.'

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

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

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

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

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

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

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

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

to art and aesthetic.
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The Primary Concept.

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

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

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

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

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

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

communication taking places

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

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

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

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

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

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

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

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

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

e

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

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

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

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

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

the achievements of painting:

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

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

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

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

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

by] a painting.

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

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

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

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

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

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

I s i

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

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

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

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

portrayal of the firat.

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

school are described in similar terma.

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

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

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

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

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

of those who see them. He continuessy

-

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

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

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

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

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

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

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

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

== e = —

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

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

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



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

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

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

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

1. The guality of expression in & picture ia principally

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

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

wholly independent of its representational content.

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

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

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

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

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

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

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

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

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

at satisfying thomse criteria, - LEESES Ll Wi St T

= - —

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

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

= -

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

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

L



1T, THE THECRY OF LITERATI FAINTING

Foreword.

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

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

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

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

aagthetica.

The Artist and His Work.

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

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

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

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

of men éauking_;hzsa atiributes.
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Chang Yen-yiian, mid-ninth century author of Li-tei ming-hua

¢hi, makes the basic cobservation without trying to explain its

(15) From ancient times, those who have excelled in painting
have all been members of the gentry or nobility, untram-
 meled scholars and eminent men, who awakenad the wonder
of their own time and left behind them a fragrance that
shall last a thousand years. This is not a thing that
humble rustics from village lanes could ever do.

Another critic, Chu Ching-hsfian, writing at about the same
time the preface to his records and evaluations of T'ang Dynasty
painters, found the idea sufficiently current that he felt obliged
to state clearly that he had chosen not to follow it in his

claogaification:

(18) The others . . . have been classified directly asccording
to their abilities as painters, without regard for offieial
rank or mental capacity; though some facts [about their
lives] have been briefly touched on during the elagzifying
process, Those who come to look [et my work] in the future,
when they eritically appraise the principle I have followed,
will grant that it is not a false one.

Kuo Jo-hsfi, in the late eleventh century, provides the clasaic

gtatement of the tenet:

(17) 1 have . . . observed that the majority of the rare works
of the past have been done by high officials, talented
worthies, superior scholars or [recluses living in] eliffa
and caves; [by persons, that is,| who have "followed the
dictotes of loving-kindness and have sought delight in
the arts"; . . . Their elevated and refined feelinga have
all been lodged in their paintings. Since their personal
quality was already lofty, their "spirit consonance" could
not but be lofty.

To some extent, the scholar's greater aptitude for painting is
attributable to his long training in the use of the brush, through
practice of calligraphy. The Yiian Dynasty litterateur Yang Wel-chen

writeas

(18) Gentlemen—scholars who are good painters are always good - T~
ealligraphers as well. Their manner of painting has in it .
elements of their calligraphic method. Since this is so, =
how could one expect common and specious people ever to
achieve 1t7

But this calligraphy-peinting affinity is, as we shall see,
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more than & matter cof manual dﬂ:terit].lﬁ The real reascna lie
deeper, in the fact thaet both aris reflect the perscnality of the
artist, permitting atatements of feeling through similar graphie
meamrs. Yeng Wei-chen states, a bit later in the same pagsages

(19) Thus the gquality of the painting, its excellence or
worthleassneas, is related to the perscmal quality, the
loftiness or baseness, of the artist.

The wen-jen hua explanation of how personal gualities are

reflected in painting will become. apparent as we conaider their
concept of pictorial expression.

The denger of assuming that noble men mnat automatically be
goed painters did not go unrecogmnized; ch'i-ylin, "spirit consonance,"
does not alone produce a good painting, The imperial catalog of the
Emperor Hui-tsung, Hafian<ho hua-p'u (dated 1120), says:

(20) From the T'ang into the Sung Dynasty, those who have
attained fame na landscapists have not always been painters
[by profession); many were of the gentry class, or gentle-
men—gcholara, But among those who captured ch'i were
gome who were deficisnt in bruoshwork; and others who
attained proper brushwork were weak in compomition.

Su Tung=p'o himselfl recopnized thia important qualification to

the theory, and explained it ca followas

(21) But there is Taol | and there is art [i.e. cultivated
obility|; if cne has Tao but not art, then even though
things take form in his mind, they won't take form in

his heand,”

B. Since these personal aqualities connot be passed on from

maater to pupil in the ordinary way, ss can technical askills |

and "gecrets" of painting, the artistiec wvalues which derive

from them must be congidered untransmitiable, and, to a

greut degres, innate in the artist. :
Kuo Jo-hsfl, in his chapter "Oo the Impossibility of Teaching

'Spirit Comsonance'"s - . s =

i e

1900 Hsi reduces it to thats "It is generally said that he who
is geod in ealligraphy is wostly alse good in painting, becouge in
both arts the movement in the wrist (and the forearm) in using the
brush must be unobstructed.” (Sirén, Chineas Painting [2131, I, 228.)

lTﬂera, evidently roughly egquivalent to "spirit consonance™ as a
personal gqualityy ef. the following quotation,.
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{22) "Spirit consonance,” however, necessarily invelves an
innate Enowledge; under noe circumstances can it be
secured through cleverness or clese appliecation, nor
will time nid its attainment.

It is important to note that Ewo, in this and the earljer
guotation (g. 17), speaks of the artist's "spirit conscnance" and
not that of his subject or picture, The Japanese scholars Tonalka
Toyozh and Acki Hnaaruls both etress the distinction between the
concept of ch'i—ylln in T'ang and earlier times, when it was an
attribute of the thing depicted which must scmehow be canght in
the picture, and in Sung and later, when it waa rather a quality
of the artist which wns reflected in the painting.

{(me of Su Tmg-p'e'as friends, Chao Pu=chih, writes of
callizraphys:

{23) One must study calligraphy sccording to method; but the
real wonder of it lies in the writer himself. While
method can be transmitted from ome persom to another,
this wonderful guality is attalined independently, in
one'sa gwn heart.

The pignificaont point in this statement is that method or
technique was not wholly disregarded, but only considered of
gecondary importance in determining artistic gquality. Thia notiom
was not by any means new to eriticism; a mid-eighth century writer,
Chang Huai-fkuan, in his "Discourse on Calligraphy," had described
his basis for judgement of individual mastera as followas

{24) Now, although I record their order of quality, how could
I praise only their talent and ability? Always I consider
their innate nature foremost, and their [abilities
acquired through] practice and atudy as secondary.’

The idea of artistiec ebility (of unspecified naturej akilly
insight?) being innate in the artist is even older., The fifth
eentury Yang Wel wrote in & letter to a friend;

- L

(25) I know how to paint by instinet, as the n;ring-éinnap have *
the faculty for distinguishing ith1u533 af night - -0 -

The wen—jen hua theorists developed this idea with their owm
bias. The extrems ¥view iz stated by Su Tung-p*o, in & quatrain which

ﬁ‘l’mﬂ.im Toyozd, TOy6 bijutzu dansh L_llﬁ, p« ob If. Acki
Mogaru, Chika bunjinga den (161)s p. 19 If,
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geems to contradict several of his other atatementa (e.g. q. 21):

(25) Why should the noble man study painting?
Use of the brush is innate in him,
Just nz o man who is fond of traveling
Enows, in detail, how to handle & boat.

Han Cho, whose treatise on landscape painting (dated 1121)
reflects the orthodox viewpoint of the Emperor Hui-tsung's court
academy, devotes much of his last chapter to a depunciation of the
idea that painting is & matter of natural ability. He distinguishes
batween what is innate in man, his nature, and what is acquired
through study. He continueat

{27} There has never yet been anyone in whom professional
training has failed to lead to refinement of the self.
Moreover, the ancients devoted themselves to atudy, and
thereby developed thelr nature. People today rely on their
innate nature and mock at study; this is why they become
ever more remote [rom the ancients, while their craltsman-
ship becomes ever lesz refined . . .

Now, those who have not studied are called "without
atandardl”;lg but to be without standards is to be
without the standard methods of the ancients. How

gould one ignore these and by himself tranascend all

the famoua worthies of antiquity and the present? The
go—called "gentlemen of little study" are mostly men .
of undisciplined nature who are deceiving themaselves.

How far we agree with Han Cho depends on how we evaluate the
achievements of the literati school. The wen—jen artists themselves
felt that the formal training received by the perscn intending to

lﬂh gpenking of paintera "without standarda" l:rwlm‘fﬁ. It‘.&. )s
Han is perhaps referring to those who were claogsified in
the i-ke i y the Sung Dynasty equivalent of the i-p'in b, 2
or "untrammeled class.” I might also be rendere
as "unfettered [by rules|." Painters in this category were classi-
fied separately because they were not censidered to be judgeable
aeecording to the standards applied to the other three classes, the
"ahle," "excellent" and "divine." As pointed out by 3. Shimada in
his article "Ippin gafft ni tsuite" (Concerning the I-p'in Style of
Painting) [1758], the term was first used by Li Ssu-chen in the late
seventh century; Chu Ching-hslian later employed it to clasaify
three painters, including the "ink-spattérer” Wang Mo. Thé substi-
tution of ko for p'in waz made by Huang Hsiu-fu in the early Sung
period. Shimda establishes the importance of this early develop—
ment of the anti-traditicnal i-p'in style t¢ non-realistic tendencies
in Sung painting, in both the Ch'an school and wen—jen hua.
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make painting his profession imparted to his works an "air of
habitualneza" {hsi—nh‘i ? ﬁ' y "mannerism® in the derogatory
sense of that word), ond that it made these works "merely skilful,"
Some fTour centuries before [an Cho, Li Ssu-chen had similarly
objected to the neglect of proper study in ecalligraphy of hl; time:

(28) Those who studied it in ancient times all hed teacher and
method, Thoge whe study it todoay give rein to their
emotions, Theirs is no spontanecus "untrammeled spirit";
theiras is only the solitary course of "following the
dictates of one's own mind." Cccasionally there is one
who is capable, and whe at times will see a little; then
there are others quite unenlizhtened, who liwe out their
lives ng il with their eyes closed . . «

The belittling of mcquired technique by the wen-jen theorists
was surely a dectrine which invited abuse; but the produets of such
abuse are [ortunately ephemeral. The no—doubt wultitudinoua minor
dabblera who attempted to pass off their serawls as major artistic
creationa are long forgotten, while those whose works have been
preserved and admired cannot lightly be charged with techaieal
incompetence. The quesztion of the impertance of techninue will be

considered later.

&

C. It im just this eapacity of paintings to convey the

admirable guelities of particular persons and feelings

experienced by those persons, as scme other arts cannot
te the seme desree, which establishes painting, with

calligraphy and poetry, as foremost amonz the arts.
The Ming Dynssty painter Shem Chou, writing on & copy by Wa Chen

of & Su Tung=p'c bamboo painting:

(29) Men of today and those of the past cannot see each otherg
But, through surviving worka [of former painters], it is
asd if they had never died.

The collector Chang Ch'ou (early seventeenth century) writes

in the prefece to his compilation for conncisseurs: z : 2

(a0) Among relics from former times, it is scrollas of eallip—
raphy and painting which wust be accorded the pre—eminent
positicony lutes, inkstones, jade carvings, ceramics and
the like cannot be coasidered together with them. Why is
this? Because it is in writings and paintings that famouns
pen of the past have lodged the delineations of their mindasj
they ere not, as are lutes, ioketones, bronzes, jades,
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ceramica etc., mere products of the good craftsmanship
of skilled artisans.

The process of "lodging" will be taken up in some detail in
the following seetion. The term "delineations of the mind" is
borrowed [rom the Han Dynasty scholar Yang Hsiung, who wrote:

(31) Speech is the veice of the mind; writing is the delin-—
sntion of the mind, ¥hen this voice and delineation take
form, the princely man and the ignoble man are re¥ealed.

Euo Jo-hall quotes this statement in his discussicn of "heart-

prints," of which he says:
(32) These have their source in the heart (mind); one composes
in his imagination the traces of forms. These traces
being in accord with the heart, they are called its
“orints® , . . Thus it is in ealligraphy and paintings:
[these "printa"] arise in feeling and thought, and

are transferred to silk and paper.

{nly poetry a2nd calligraphy ahar; this :u@nnit&.};; ;;;;;ii;g
the mind of their maknr.gﬂ Su Tung-p'eo speaks of these kindred arts
in the same terms in which he speaks of painting:

{33) Reading the poem cne can, in imagination, see the poet.

(34) When I look at his calligraphy, there is that in it
by which I can grasp him as a man. Thus the gentleman.
and small man are both revealed in their writinga.

(35) When the common pecple of our time write, even though
their characters may be skilful, there is ultimately in
their epirit end feeling an air of smug self-satisfaction,
of meretriciousness, They don't know that a person's [real]
feelinge reveal themselves according to his aima.

The "common man™ writes, that is, with the aim of impressing
others with his skill; his writing reflecis this aim, and his true
pature is revealed. The importance of proper motivation in art will

EUL possible excepticm is music. Confucius was said in an apoe-

ryphal story (to which I have lost the source reference) to have
sseertained, by continued listening to & piece of music, that the
composer was "dark-complexioned, tall, atrong, calm, and with such
& mind thet he woas ecapable of having ruled the four quarteras of the
earth." This, however, has in it more then 2 touch of the supernatu-
ral, and is & quite different matter from "seeing the man in the
painting,” where it is his nature and character, never hia physiecal
features, which are sensed. I am not familinr with Chinese theoreti-
cal writing on pusic, ond so connot say whether in later times it
parallels in thia respect the theory of the other arts.
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be congidered in section IV-D, below,

We should not bridle too guickly at puch téerma as "princely
man" and "ignoble man'; intellectual snobbery is certainly implicit
in the theory, bui not so much of economie or social. The chiln-tzu
ﬁ -s— , the "princely man" whose potential superiority os .poet,
calligrapher and painter is assumed in all the above, was not by
necessity either wealthy, or of noble femily or high rank. We Chen
was none of these, nor was Huang Kuong-wang, nor many others among
the most highly-esteemed literati painters. The requirements for
elizibility to the status of "gentleman® were mobility of character
rather than of birth; education, profound acquaintance inm the
broadest way with the great stream of Chinese culture, integration
of one's aself into that stresm ond the oftem-resulting high level
of sesthetic senéibility. In the Chinese social and pelitieal
system, family wealth and influence were likely to lead to a
thorough education, and this to officisl renk; hence the frequent
references to these essentially irrelevent faetors.

By drawing a false corollary to the idea that "the picture
reflects the man," it was of course possible to evaluate pictures
by what one knew about the painters. Such & simple way to bypaaa
the stony rosd of genuine connoisseurship must have appealed to
less sensitive men, particularly those who collected for reasons
of preatige. A twelfth century writer, Fei Kon, seems already to
have fallen into this error:

{as) The ignorant don't ask who [painted the picture]; on seeing
a painting in which the brushwork is somewhat superior, they
thereupon treasure it es & prized posseasionm. But if it is
not that the man is = micue individual, if [the picture]
is something of which the artisan-painter is capable, how
can it be worthy of being prized? Take for example the
great ministers of the Ch'ung-ning era (1102-1107), who

were femoua [in their time] for tgfir ealligraphys mow, - =

people often spit on their works. in the other hand, =

Eli‘&i Kun here refers to men such as Ts'ai Ching ﬁ :t. ’
who was blamed by later ages for the disasterous eventa of the

last years of the Northern Sung period. Ta'ai was really an accom—
plished calligrapher; a probably genuine example of hia writing
exists in the Usaka Muniecipal Museum, sttnched to & landscape aeroll
by Ha Shun-ch'en. See Straikan (258), II/16.

¥
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an 01d Tree, Bamboo and Stone [ picture] by Su Tung-p'o is
fought for ot & price of ten thousand #old piecea. It ia
aceording to regard for or disapproval of the man that
they are valued or despised. Feople who buy calligraphy
and painting should make their selection according to

my words.

Even earlier, Chao Ylieh-chih, brother of Chao Pu-chih, had
poticed in the appreciation of ealligrapby the same deplorable

tendency:

{a7) The encients attained fame through their ealligraphy,
whereas people today bring fame to their enlligraphy by
being famous themselves.

The charge of judging pleturea "aceording to the men™ is often
brought against the Chinese by Westera writers, especially those who
fail to see merit in certain artists or schools and nisume that the
blindness must be on the side of the Chinese. But there is no
evidence that the practice was ever very prevelent among true
connoisseurs; the relationship they drew between painter and
painting was to acceunt for velue in art, not to determine it. The
arcellences of the painting should stimulate one to & consideratiomn
of the kind of man who could hawve created it, Such recognition of
the gualities of the painter, through those of the pointing, wn;
held to be an integral factor in one's experiencing of a picture;
the experience thus involved more & judrement of the artist through
his work than the reverse, the judgement of the work through cne's
extranecus kmowledge of the mrtist. While we in the weat hold no
view strictly identical to that of the wen—jen hua vrit.arn,22 we

22 e closest Occidental parallel I know is in the writing of
Jonathan Richardsen, gquoted from his "Essay on the Theory of
Painting" (1715) and discussed by ¥F. B. Blanshard in Retreat From
Likeneas in the Theory of Painting (185), p. 41l: "Richardson wanted
to goin recognition for painting as & liberal art of equal dignity
with peetry and for the painter as more than the mere craftsmean he
wis scmetimes taken to be—a gentleman of cultivated and disting-
aished mind » « « " Richardson himself wrote these thoroughly wen-
jen lines: "Above all, [the Painter] must have in hinmself 'Grace’
3 'Greatoess' in order to put those Properties into [his] Workas
For . . « Painters paint themselves." Ands "The way to be an Execel-
lent Fuinter is to be an Excellent Man,"

The idea that the gualities of the work depend upon those of
the man, however, is really inseparable from the concept of art as
personal expressicmj and in this sense, the wen—jen hua theory is
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must acknowledge that a totally independent, mnconditioned responza
to mn artistic work and appraisal of its gquality is as umlikely anm
opeurrence here as there; we must doubt the aincerity of anyone who
insists that it means mothing to him whether Rubens or a studie
apprentice, Vermeer or Van Meegheren, executed it, and that it Lia,

after all, only the pieture which matters.

The Expressiveness of Art.

I1. The literati artist gives expression to his painting by
lodging in it his feelings of the moment at which he painta.
The nature of these feelings, and through them the nature of

the man who experienced them, are revealed by the painting

to any sensitive percipient of it.

Tu Cheng

(a8) Metures are the overflow of writing;
Transient plessure, lodged with brush and paper,
Is handed down throurh months and years, in remmants
And fragments worthy to be prized and fousht for.s

The above guatrain may be taken as the epitome of the literati
painters' concept of artistic expression, end so forms an ideal
jntrodeetion to this section. Espeecially meaningful is the secomd
line, containing the word ﬁ% s "to lodge," which belongs to the

basically in accord with modern attitudes toward art. Dlanshard

(op. cite, p« 72), discussing the rise of thia concept in Europe

in the nineteenth century, says: MArtists are beginning to recog-
nize that their funetion is meither to go back to the copy theory
nor to seek for Ideal Beauty, but to make their work expressive « « »
The artist's own attitudes, hia cwn personality, are all important,
gince it is himself primarily that he expresses." fle quotes from
another theorist, Blirger: "In the works thoet intereat us, the
authors substitute themselves in some way for nature.”

-
& - =

Eﬂm&% is here an abbreviaiion for hsli-yi .'tﬁ ﬁ. . _
"gurplus.” For the same idea of painting as "gverflow," cf. g. 83,
83. For the translation of so-shih P{[@ ag "transient pleasure,"
e¢f. the opening lines of a poem by Wen T'ung, the bamboo
painter who was Tung-p'o's close friend: "I had muach leisure time,

and nothing with which to entertain myselfj therefore, I came to

eall on the reclua&."% 'ﬁ
(Tan—yfian chi [152] HFY E ﬁr = w i‘- @ {5-' 'f’. VI1I/8b).
More literally, the phrase might be remdered os "That which pleascas

one® or "That to which one's interests turn,” especially at a given
moment . :
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bagie wvocabulary of wen-jen hua theory. It occurs as the verb in

a number of compound terma, the most frequent of which, in the
inseriptions of Wao Chen and in wen-jen writings generally, is chi
hging %ﬂi « This I translate as "lodging exhilaration." The
importence of the term requires us ic consider the two worda which
compoge it separately and in some detail.

A. The process of ledging: chi and related worda.

The common meanings of chi ares "to lodge at"; "to send," in
the sense of "to deposit something with someonme for delivery to
another?; "to deliver over to"; "to comsign." It was probably
employed most frequently in the second sense by the literati, who
often preface their poems or ingeribe their paintings with dedica-
tory notes of the pattern: "Written [or painted] to be sent (chi)
to Mr. Sc-and-go." It was alse the verb normally uaed in apeaking
of sending o letter. Its ugage in art theory probably partakea
somewhat of thege ﬂensemzil

Practically synonymous and interchangeable with c¢hi in the
texts which concern us ia the verb yi y likewize readered by
me o8 "to lodge"—a word which, since it can be used in both trans-
itive and intrensitive positions, as can the Chinese words, scems
the best English equivalent. Still another verb of closely related

Ed‘ﬂ.c toria Contag thus tronslates a line from the Shibh-t'ao
treatise (ef. g. 51) aa "Schon zu alter Zeit sandten die Menachen
ibre Stimmung in Pinsel und Tusche . . . " (Die Beiden Steine [1837,
ps T0.) I would not earry the parallel between sending (as of
letters) snd conveying (of feeling) so far as this, especially in
view of other usea of chi cited below, in which such an interpreta-

tion would be awkward.

For a typiecal use of the virtually synonymous ? in the
sense of "deposit, consigm," see Su Tung-p'o (TEWC [161 [, 59/3b):
"Now, when you deposit a thing with someone, and come the next day
to pick it up, sometimes you get- it u-mi sometimes you don't." The

phrase yil wvu yi jen 3 y "depesit o thing with some—
ong " is syntnctically rallel to such a phrase as
chi hsing yil pi-we ?ﬁ # { "lodge one's exhila-
ration in brush and .i.I:I.T.I:“‘ {cf. 5. 39); should

one underatand, then, that the faaling thus lodged is to be "picked
up," i.e. by the viewer? It is wisesi, however, not to force too far
these parallels with extra-artiatic usage of the worda.
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meaning is 't.'_ui{. ﬂ-r‘%{, y usually tranalatable az "to commit® or
"to consign.” Each of the three is offered by Chinese dictionarieas
a3 definiticon of some senze of the other two.

Other compound terms in which the word chi occurs, “similar in
form to chi hai are chi eh' 'lng? ? "lodging feelings," and
¢hi Hand 8 , "lodging emotione or affections.” Both are used
in poetry, and especinlly as poem titles, at least as early as the
T'ang Dynasty. Chon Mi, the late thirteenth century connoisseur,
tells of compomaing poems om the subject of Fishings

(39) 1 enjoy the stillness [of fishingl. Therefore I set forth
some general [ feelings on the subject] in order to lodge
my affection in it [i.e. the poem]|.

5t11]1 ancother- -such compound ia chi i $ % y "lodging ocna's
L1

congeption.” It seems to Be roughly eguivalent in meaning to haieh 1

g E y "drawing I:li't-eru-u] transcribing| one's conception,™ a

I
term which cccurs in discussions of painting in oppositiom to the

more realistie manner, hsieh shenc g i s "drawing [from] life.m"
L
T'ang Hou, mid-fourteenth century critic, writea:

(40) The excellence of painting and calligraphy is basically
nothing other than [the product of] gentleman-scholars' ™
auiting their feelinga of exhilaration by lodging theimr
conceptions [through these arts].

More in accord with the primary concept of painting ia the use

of chi in speaking of lodging scenes or objects in painting. The
eleventh century priest Tauw-k'o writes of 2 landacape by Wen T'ungse

(41) S0 we know that the shorea of the Hsiao and Hsiang Rivers,
and of Lake Tung-i'ing,
Yere alike swallowed into his breast, and lodged [i.e.
externalized again]| by the power of his brush,

Chang Chi, & T'ang poet, writes a poem on "Lodging in a
Painting What I Sew upon Climbing a Tower in Hang—chou"i

(42) I capture in a painting the scenes I saw from & ta'nr S

in the River City; i SR
Thus I econvey them back today to Ch'ang-an."

Also more relevant to the primary attitude is the idea of

lodging the expression or mood of the scene. Su Tung-p'o writes of

a Kuo Hasi landsenpes

(43) Calm and gquiet, the sparse grove lodges the [mood of the]
autumn eiening.
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And on a peinting of birds and flowers:

(44) As someone amys, a single dot of red [on_the tip of a twig]
Interprets and lodges an endleas Bzzlnrirng.""5

In these passages, chi has the Torce of e¢mbody or sternalize,
The trensient moeoda of the autwsn night and .of springtime are
permanently embodied, rendered tranamittable, in pictures. Egually
comnon in this usage, with the scene depicted or its mood being
lodged, is the word ﬂ%‘ « Tung ¥Ya, early twelfth century, writes
the following linea in eolophona to paintinga:s

(45) Li Haien=hsi [Ch'eng], in doing this pieture of the land-
scape of Ying-ch'iu, lodging the image of it, spreading
forth its scenery, has captured the complete full-
bodiednesa of it.

(46) It is also said that [ the Drunken Priest picture]| shows
what Ku Chang-k'ang [K'ai-chih| once saw in o temple and
lodged in a picture in order to provoke laughter [in the
viewer|.

But all thia pertains more to the rival school of thought; scme
pages later Tung says, as a loyal literatus,

(47) To lodge cbjects, transcribe forms—these are not the
profound attainment of the workings of Heavenl

What is to be committed to the painting is properly the feeling
of the artist, particularly the feeling of an intensified moment,

Tong Ch'i-ch'ang, leading theorist in the late Ming Dynaasty,
mnkeg the elaim that paintera belonging to what he considered the
superior category (his "Southern School") often lived to advanced
ages, while the others died young. He advances as explanation of
this:

== (48) Although Ch'iu [Ying| was not of the same caliber ms Chao
[Mhng-fuj, both belonged to the "habitual™ school, and didn't

conaider puninting o5 a [means of | lodging, or esa pleasure.
The practice of lodging pleasure in painting begina with

Huang Kung-wang; it was he who opened this gate.

The banishment of Chas Meng-fu to the enemy camp seems largely
unwarranted; and the reference to Huang Kong-wang may be taken asn

one of Tung's offhand pondercus proncuncements. He might as well

“BIhe reference is to a T'ang poem; see PWC (8L ), XV/27b.
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have said (and probably did on . ancther cccasion) that the practice
begen with Wen T'ung, or Su Tung-p'o, or some other late Northerm
Sung artist. It seems to have arisen, at least 83 a conscious aim
in painting, sround that time, and was an integral part of the
wen-jen hua aystem of thought. Kuo Jﬁ-hlﬂ apenks of the acholar-
painters' "elevated and refined feelinga™ beingz "ledged in their
paintings,” {(cf. g 17), and Teng Ch'umn, in the section of his Hua
chi (11587) devoted to the painter Fan Cheng-fu, writes:

(49) I own many of his best-realized works . . . [in which he
has| ledged his exhilaration, pure and remote—true
pontleman's brushwork!

Chao Meng=jung, in & colophon written in 1268 on a painting

by -his elder brother Chao Meng=-chiens

(50) ° Paintings are called "soundless poema"; they are made by
gages and philosophera in order to ledge their exhilaration.

The seventeanth century painter Shih-t'ono, in hia treatise on
painting, ua lug

(51) The ancients ledged their exhilarstion in brush and ink,
confided their Tac to [pictures of ] mountains and rivers. . .

Numercus other examplea of this usase of chi are encountered

in variouns texis on painting.

B. That which is lodged: hslngiﬂl » exhilaration.

The character is read in two promnunciations, standing for
words of different but related meaning. In the secomd (rising)
tone, it means "to arise, begin; to prosper; to flourish." Read in
the fourth (falling) tone, it denotes the same meaning applied to
human feeling., Dictionary definitions inelude "joyful, elated," and
wappetite, passion.™ These, however, are too limited to cover the .
senase the word conveys as used in the literature nf"nrt;_Fﬂr_?hjﬂ _ it
usage, I prefer "exhilaration," but "ebullience" would also serve. -
It need not, however, be even that specilics the Tz'u iﬂnn dictionary l
defines it broadly as "feeling arcused by things." Hsing is confined
neither to happiness nor sodnesaj it is that intensification of

conscicusness which is evoked in onme's response to certain sights,
sounds, situations. If it is qualified at all (other than as to inten-
sity), it is by ite stimulus., P'ei-wen yiin—fu, the vaat compilation
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of phrases from the whole of Chinese literature, cffersa numerous
examples of different hsing, queting usea of the phrases for the
exhilarations of autusm, of spring, of drinkingz and tipainess, of
tea, of chrysanthemums, of the bamboo grove. The phrase tasa haing.
%&@ y "various exhilarations® or faxhilaration evoked by
yarious things" is fregquently given to poems a8 & title.

A Yllan poet, Fang Hui, writes these revealing liness

(52) In hsing, there are different kindsj but all of them are
ultimate (intensified) forms of reapomse to ihe world.
Through them the gentleman gives profundity 4o his mind.

Fong then guotes verses from posms in illustration of wvarious
mintensified responses.” All the above uses of ggigg_ralata"tn ita
specific uwase in poetry eriticism to desigpate one of the thres
"meanings," or modes of expression, in poetry. They are firat aet
forth in the Great Preface (Ta hall ﬁ ﬁ ) to the Book of ﬂdca,E
and are the bagis of meny subsequent discusaions of poebry. A sixth
century essay, the Shih-p'in or "jmalities of Phutrr,"zﬁ defines
the three ™meanings"—Iliterary devices, or creative attitudea—
as follows:

53) Poetry has three meanings. The firat ia haing, the second
5 gl Asing,

Pi ki (metaphor), the third fu ﬂﬂ{daacnpﬁm]. Then the

words have ended but some of the congeption

remains, it is called hsing., When things are used to illus-

trate one's purport, thia is pi. To write the matter
directly, lodging it in words, trangeribing objects, is fu.

Hsing, amcng these, is translatable as "evocation™; it refers

to the use of images, often unrelated in any direct way to the mein

matter of the poem, to evoke in the reader u feeling thought by the
poet to be seited to that poem. Out besides being o literary device,

hsing is also the effect of the device: an undefined feeling lodged

in the poem, considered to be somewhat independent of the sense of

ﬁhggu, The Chinese Classies (200), IV/1, p. 34.
ETﬂnalitiau, and not, in this case, gradea. Ccf. the eight

wqualities of literature" listed in the Ven-hsin tismo-lung, sama
periocd, which are not assigned a scale of relative values, each
being held suitable to o particular sort of writer. {Acki, Shina

punralku shisf-shi [History of Chinese Literary Theory] (169 ),
Pe 19.) :
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the wordd (e¢f. g. 64, below), The three "meanings" are stated, in

the above guotation, in the order of their directness of relaticn-

ship to the literal import of the poem: fu, ca descripticn, is
most closely bound to it, hsing lesst so. Similarly in painting,
hsing wes usually thought of as a quality guite independent of

the representationnl content.

The use of haing for the response to a work of art we have

already met in the poem by Huang T'ing-chien (g. 12), in which he
tells of the exhilaration which arose aas he gozed at a landscape
by Kuo Hsi. In this meaning, hsiag can, I think, be profitably
compared to the "sesthetic emotion" described by Susanne Langer:

(54)

There is an actual emotion induced by . . . contemplation
[of the work of art], nquite different from "the feeling
in it"; this actual emotion, which has been called "the
assthetic emotion”, is not expressed in the work, but
belongs to the percipient; it is a psychological effect
of hig artistic activity . « » The "meathetic emotion” is
really & pervasive feeling of exhilarationm, directly
jnapired by the perceptiom of geod art . . . Other things
than art can eveke it, if and only if they excite the
same intuitive aectivity that art excites.

The Chinese literati artist would agree with this last staia—

ment; the same feeling of exhilaration which art evokea ia also
jnduced in the sensitive individuasl by a wide variety of stimuli—
most significantly, must be induced in the artist, by whatever
cause, before he is in the proper state of mind to paint. The
literati artist would agree also with her gualification but would
not trouble to state it; because of his pervadingly aeathetic
orientation, certain experiences im his daily life could not fail

to excite in him "the same intuitive asctivity that ert excites.”

It was impossible for him, that is, to respond to the sensual
stimmli of mature, the company and conversation of friends, or

whatever evoked in him this hsing, except in o way basically aes= -

thetie, intimately related to his experience of literature and aptl

But there is & profound divergence between Langer's view and

that of the literati painter. Art, for her, does not necessarily

convey or express the feelings of the artist, or transmit them to

the percipieat of his work; for the literati painter, it does. Im

her view, neither the artist nor the percipient need experience,
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in any real sense, the feelinga symbeclized hy the art works;
instead, they recognize them, In the view of the wen-jen artist,
feeling (usunlly deaignated es haing, sometimes as chling 4%{ )

iz embodied or "lodged" in his work by the artist, and conveyed by
that work to the viewer, whose direct apprehension of it is
primerily responsible for the impact of the work upon him.

This difference of view bears also on the question of the
relationship between artist and work, If the work of art doea not
convey feeling, then of course the man behind the work is really
irrelevant to it, es Langer nﬁintnina.ﬂﬂ If it does, then he is
vital to it—~for the expressive force of the painting ia derived
from the responses and modulations of his mind, and its nature
from his nature. The statements of the literati painting theorists
are, a8 we hove seen, unegquivocally in faver ef the latter view.

EﬂiEnggiﬁqutbg both the feeling of the artist and the response
of the viewerj it is the very source and matter of artistic expres—
sion. So real was it to artist and critic that they speak of it aa
of & force measurable in amount end intensity, 2s electricity is in
pmperes ond volts. Thers can be more or less hsing, and more or’iess
jntense., Su Tung-p'o inseribeas & handscroll composed of two pictures:

(55) Originally I did only the treej but some exhilaration
remained, not yet used up, and so I did the bamboo and
stone on ancther piece of paper.

2BLﬂ.ngar, op. cit. (199, pp. 394=5.

EB\Fq:|r this notion of "exhaustion of hsing," e¢f. the story told
of Wang Hui-chih, son of the calligrapher Yang Hai-chih, and one of
the fourth century group surrounding Tai K'uei, among whom the use
of the word hsing for on emoticnal respense to nature may logically
hove arisen. vang awcke one wintry, moenlit night, gazed at the
moonlizht on the snow, and, moved by sudden feeling, decided to

vigit Tai E'mei, Traveling all nizht by boat, he arrived at Tai's ..

gate in the early morningj but, having come that [ar, immedintely
returned home without entering. fuestioned about his odd action,
he explaineds'I went there, carried by exhilaration (eh'ens haing
)3 when this exhilaration was exhausted, I come home. I
*  haod no special reascn for wanting to see Tai. " Eﬂhih-ﬂhun

h:in:q 50 ], fifth century, ch. 23. fuoted by Murakami ®
Ps 43.

e



Ll Pen—chung, early twelfth contury:

(56) We know that the master's exhilaration, when he did
this, was not shallow,
And that this picture therefore can profoundly
agize our attentiom.

A phrase comsonly used in speaking of the ecreation of art,
as well 82 in many other contexta, is ch'eng hsing, "carried by
exhilaration” (cf. Wang Hui-chih's reply, in n. 20). One paints,
or does whatever he does, while - in this state, availing himself
of it as & spur to activity. The application of the phrase to
painting oceurs at least as early as the great T'ang poet Tu Fu
{eizhth century), who writes of a landscape by Liu Shao-fug

{57) I understand that he dashes off these pictures of cur
country,
Carried by exhilaration, sending ferth in painting the
flavor of the Ts'sng-—chou [landscape].

Eue Ssu tells how his father Kuo Hei used to paints

(58) Whenaver he worked carried by his exhilaration, pur-
suing his conception, he would forget all external
matters.

Chao Hei-ku, a thirteenth century meémber of the Suong imperial
family, writes:

(59) Li Ch'eng snd Fan K'uan were both scholar-gentlemen, who,
when they mel with & sudden feeling of exhilaration,
would leave behind some brushstrokes [as products of
the oceasion].

It is important to note that the word hsing ordinarily denctes
something distinet from specifiec emotions—happiness or sorrow, love
or anger—which may also sometimes be expressed by art. Susanne
Langer writes of the ambigunity of feelings and their applicablensss,
af embodied in the work of art, to either joy or sorrowi

(60) A work of art expressing such an mmbignously essocinted
effect will be called "cheerful" by one interpreter and

"wistful" or even “sad" by ancther. But what it conveys - °

is really just one nameless passage of "felt life" . o o

A superb statement, and close to the literati painter's view,
"A nameless passage of felt life" is precisely what he sets out to
convey; not ideas, philosophical, cesmologieal or othery not neces—
garily Feelings directed toward specific things (not even toward the
subject of his picture) or the "souls" of those things; but simply
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& moment in his existence characterized by intensity of feeling.
Painting ia for him the product of & particular heightened moment
a8 hia total personality is manifested in his comaciousness of
that moment.

What we derive, ideally, from a painting by % Chen is pnot any
notion of whet Wa Chen thought on eny subject or felt toward anything
in particular; it is rather some inkling of what it was to be Wu
Chen, seated in his Plum-Blossom Retreat, perhaps alightly tipsy,
perhapa at the conclusion of an evening spent in conversation with
good friends, on a apring night in 1350. We are made to sense, with
the greatest immediacy, the guality of hia feelinga at that moment.

The terms chi nh'ins# l'-:g (lodging emotions) and chi huai
%":- ' {lodging affections) are significantly seldom used in
discuasions of painting. These terms, end the belief in art as
expresaion of specifiec emotion, ore encomntered more freqguently
in writings on literary theory and ecriticism., (me would expect it
to be smo0; for worda can describe feeling explicitly, if the writer
wighes, while visual forms can only suggest them, with leams of
particularization. ' e

The concept of art as expression of personal feeling thus orip-
inates in literary theory. A Hon Dynasty preface to the Shib ching,
the Book of Udea, discusses the moral and pedogorfic funetions of
poetry, but alsc apesks of it as "lyricizing one's nature and

fuling."aﬂ S« H. Ch'en, discussing early Chinese literary ecriti- '
cism, pointa out the ghift from the phrase shih yen chih 1% 'E -":1 :
"ppetry expresses parposeé,” as a statement of the function of poetry

{Tso chusn, third century E...{:..'Pj to ghih ylian ch'ing —%;?- clﬁ} ;
"noetry comea from emotion" (Iu Chi, Wen fu, 302 A.D.) A fifth

century writer says of literature:

(81) It is that to which one's feelings and purposes are
committed, (me should consider his conception paramount,
and employ literature Lo convey this conception.

20 ﬂ? -ti‘ ll&_ ll-ﬁ . See Aoki, Bungaku shiad (163), p. 41.

%lufhe Deginning of Chinese Criticisa" (1§5). The same article
containg other gquotations from early Chinese literary theory which
are pertinent te the present study.
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The sixth century Shih-p'in (ef. q. 53) emphasizes the capacity
of literature to comvey emotions:

{62) If one has a pleasant reunion with someome, he lodges
thia in & poem [or: sends him A& poem] as [an expression
of ] affectionj if he is separated from his companions,
he commits this to a poem as [an expression of | resent—
ment. The warrior's response to a battle-cry, the scholar's
grief at being degraded in rank—if these various responses
and disturbances of the mind and soul are mot displayed
in a poem, how is one to manifest their meaning? If not
in an ode, how can he releage [lit. "race"] these Feelings?

By the Sung Dynasty, however, the attitude of the eriticas and
theorists has altered. The poet is now cautioned against too direct
statement of emotion; he must express it by indirect means. Wei T'ai,
writing in the latter half of the eleventh century, sayas

(63) Poems set forth circumstances in order to lodge feelings
(ehi eh'ing). In the circumstances, it is explicitness
which is valued; in the feelings, concealment. When the
peet atteins the point at which his emotional responses
are in accord with his mind, then his feelings will be
manifested in the words [of his poem]. It is for this
reason that the poem has such a profound impact on the
reader. If the poet should state his exuberant spirite.
directly, and there were no additional flavor [beyond
the literal meaning], then the poem would [only] evoke
a8 response in the resder.

The werb in the last phrase, EEEEE-' y means "to respond
emotionally," or, causatively, "to evoke & response in [a person].”
Direct statement of emotion, as practiced by some poets, stirred
correaponding distinet emotion in the reader; Wei T'ai doea not
consider this the proper purpese of poetry, His objection scems
equivalent to the contemporanecus painting theorists' objeetion
to the primary view, that contemplation of pictures in which the
feelings of the artiast toward the subject had been embodied
"arouses corresponding feelings in the heart" of the viewer (ef.

g. 12). The aim of the Sung literati was a different one: expres-
sion through the suggestive power of images in poetry, and of form
itself in painting. In poetry as in painting, it was the subtler,
undefined intensity of feeling, "exhilaration," which was prized.
An early twelfth century writer, Yen Yfi, states his reasons for
preferring poetry of the "flourishing T'ang" (generally, the first
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half of the eighth century, the period of 11 Po and Tu Fu) to that
of the middle and late T'ang:

(64) Poetry lyricizes one's noture and feelings. [ The excellence
of ] the noets of the "flourishing T'ang" pericd lies in
their [levor of exhileration . . « Thiz leaveas no trace
by which it can be sought; ita wonderful points ore not
to be gathered and fixed. It ia like a sound in the wvoid,
cclor in cne's face, the moon in the water;, a reflection
in a mirror. Even when the words have ended, the concep-
tion iz not yet exhansted.

The practical problema of the painter differed, of course, but
his ezsential aims and attitudes were the game, There was in the
temper of the age o certain detachment and coolneas, & dissatis—
faction with easily-apprehended emotiocpal content in art. Perhapa
this attitude depends somevhat upon the zensral Neo—Confucian
suspicion of ewmotions, which were held to "becloud the mind."

One of the early figures in the Neo-Confucian development, Li Ao,

writeas

(65) That whereby & man may become o sage is his nature
{haing 'I‘i )+ That whereby a man may betray his nature
ara the emotions (nh'i&g! « »« « When water is muddy,

its flow will not be clear . . . [but] if the sediment
ie not muddy, the flow will be clear . . . [Likewise,]
vhen the emotiona do not operate, the nature will gain
its fulfillment.?

Haing, "exhilaration," seems to have heen considered a
function of "one's nature," hsing; and, being essentially
ambiguoua, it differed from the limited emotions which only
obacured that nmature. Specific emotions should not be allowed to
gway the mind during the act of artistic creation. The wen—jen hua
view ia thus to be distinguished from romantic and expressioniat
theory and practice of art; for in the former (as in the primary
concept in China) it is usually specific emotions directed toward

particular objects, and in the latier, violent emotions, passiona,

inner tensions, which are expressed. None of these has any place

333“ David Nivison, "'Enowledge' and "Aetion' in Chinege
Theught since Wang Yang-ming" I:gg_ﬁ}, especially pp. 117-120, for
an analysis of the concepts of "amture" and "feeling," their place
in Neo=Confucian thourht and in literary theory. Om pp. 128-1231,
Nivison discusses Ch'ing literary criticism in terms very relevant
to the present study, although based on writings of a later period.
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in Chinese liternti paintingj they were condemmed by the philoa-
ophers and generally eschewed by the painters. '

So they were, at least, until the Ylan Dynasty, when there
occur suggestions of a belief that painting is suited fo the exprea-
sion of more definable emotion. The early Yilan painter Cheng Ssu-~
hsiaso claimed to be giving vent, in his paintings of orchids, to
his feelinga of resentment toward the new Mongel regime. Two Yian
nuthors gquoted below (g. T3, T4) clearly hold that feelings of
pleasure, sadness, anger and the like, if experienced by the artist
ag he painta, will be embodied in the finished work. These views
sre, however, decidedly untypical, and seem not to have affected

the main stream of wen=-jen hua thought.

C. Because this process of "lodging exhilaration” suppliea

the main expressive content of the painting, the expressicn
con be largely or wholly independent of the subject-matter

of the pieture. Feeling ia expresaed in the lines and forms

themselves, not through sssocintion with anything they may

represent. e Y
T'u Lung, sixteenth century, in preise of the literati painters:
(66) By not pursuing the flavor of things, they eaptured the

flavor of Nature.

Before investigating the implications of this tenet, we may
consider & related tendency in philosophy. Both Buddhist and Heo=
Confucinn writers [requently caution againat over-attachment to
material forma. The Buddhists did not, hewever, introduce the idea
to China; the Tagpist Chuang-tzu states it in the fourth century B.C.1

(87) The Perfect Man employs his mind as a mirrer. It does not_
move with things, nor does it anticipate them. It reaponds
to things, but does not retain them. Therefore it is able
to derl succesafully with things, but is not affected by -

them. : T

aﬂln an earlier translation of this passage, I used "expression”

to render ch'G , and was properly chided by Mr. Aschwin Lippe for
deing so. He writes: "Ch'Q means 'inclination', and that qual-

ity of an object or scene which makes us incline toward it, i.e.
"charm, ettraction.'” He also suggests "flavor,” and 1 have so trans—
lated it both here &nd in the Tsung Ping text (q. 1). I had used
"expression" because ch'fl in natural objects seems to correspond to -

expreasive content in o work of art, serving to evoke feeling.
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Fung Yu-lan, after guoting the above paragraph in his history
of Chinese philosophy, distinguishes this Taoist view From that of
ihe Neo-Confucisnistas, who "argue that there is nothing wrong with
the emotions per se; what is important is simply that they should
not be & permanent part of the person who scmetbimes expresses them,"
Similarly in the scholar's response to the objects of natures he
allowa his attenticn to dwell on them, but doea not become absorbed
in them, They are For him sources of "transient pleasure,” stimuli
of hsing. Su Tung-p'oc writea;

(68) The princely man may lodge [ﬂg ) his thoughts in
- objecta [i.e. give them his pasaing attention],

but may not fix (liu ) his thoughts on objects. If
he lodges his thoughts® in them, then even subtle things
will suffice to give him pleasure, and even extraordinary
thinzad? will not suffice to be an affliction [obsession)]
to him, If, however, he fixes his thoughts on them, even
subtle things will be an affliction, and not even extra—
ordinary ones a pleasure. Lao-izu sayss "The five colora
confuse the eye, the five lﬂuﬁgu dull the ear, the five
tagtes spoil the palate . M .""; but the sage never really
renounces these [sensual objects], he merely lodges his
thoughts in them. ;
For example, when clouds and miats pass before my eyes, or
the somgs of birds strike my ears, how could I help but
derive joy from my contact with these thinzs? But them I
banish them [ from my mind], and think of them no more. In
thias way, these two things are a constant plesasure to me y
but not an affliction to me.
Now, for the enjoyable qualities of things being commmumi-
cable to people, but without being able to influence [move]
people, there is nothing like ealligraphy and painting, Dut
if one's thoughts become fixed inextricably in these, it
leads to unspeakable disaster.

For the philosopher, the memning of these words was unequi-
vocaly for the painter, who must have been inclined to accept the
notion less wholeheartedly, baving more to do with visual impres-
sionas than to lodge them and forget them, it might have been inter-
preted to meon: love the material things of the world as you wills

34]'::.1 Wi t w 3 used eapecirlly of the Face of a beautiful
woman, from & passage in the Tso chuan (Duke Chao twenty-éighth
year; Legge, The Chinese Classica |200 |, V/2, p. 724, trans. p. 726.)

aﬁTranaIatad by Waley, The Way and Ita Fower {225 ) p. 1B58.
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but aa en artist, regard them with sulficieant detachment to be
eble to meke whatever free use of them artiatic needs may dictate.
There is no denying Wa Chen's love for bamboo, or Mi Fa'a for
strange stones; but as paintera, they were not amutiﬂﬁallr bound
to these, employing them ocnly as the rew material of artistic
creation, altering the natural forms as well as the usuel assoc-
iational aura of the objecta to svit conceptioms of their own,
Perbaps, to avoid misunderstanding, the propeaition which
heada this sectiom should be restated sa follows: The feeling
evoked by the wiewing of a painting meed have no comnection to
the feeling evoked by the depicted cbject if it is encountered

in nature. In & roundabout way, the expression is dependent on
the object represented; but only in that that object providea the
basic forms from vhich the artist evolves artistic form. It is
this latter which excitea feeling, ¢orries the expression. The
connecticn between representational centent and expression is thus
much more remote tham in the primary view.

It is not easy to discover a consistent Chinese attitude on
the Ffuncticn of subject-mpatter in puintihgu, once this primary
view, that the subject and the artist's feelings toward it
determine the expression, no longer cbitaipa. The reletionship
between object and painting becomes at thet peint much more complex.
The basic wen—jen hua concept of expression, thai lines and forms
embody the Feelings of the artist, being the "delineations of his
mind" (cf. g. 32), is clear enough; the difficulty which faced the
theorists waa in reconciling this belief with the fact that the
picture was still ostensibly an image of landscape, bamboo or
whatever it might be. The artist was thought scmehow to utilize
natural forms in ledging his feelings. The Haflan-ho hua—p'u, a 'ufk ~
which adopta varying points of wview according to the artiats nnd :. T

types of pointinga it discusses, says of Wen T'ungs - e R

(89) Wen T'ung availed himself of [natural] objects in order
to lodge his exhilaration.

Such artistic umse of natural materials did not leave the
painter open to the stigma of "over-attachment." Han Chil (1086-

1135), who studied under Su Tung-p'e's younger brother Su Che,
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defends the poet T'ao Ylan-ming from the charge of being too

fond of chryeanthemums;

{70) The ancients lodged their emotions in objects; there was
nothing [in these] that they loved. Unly in this way
could [their emotions| be manifested. It is therein,
moreover, that the integrity of T'ac Ylan-ming lay;
his relationship te the chrysanthesums was only that
he lodged (yii ) hia thoughts in them , . . *

Han Follows this passage with & poem, beginnings

¥hat is there to love in yellow chrysanthemums?
They only served to lodge [uhi? ) the affections of
hia whole life.

This statement may strike one ns unnecessarily mevere; in
defining properly T'ac Ylan-ming's use of chrysenthemms as an
image in his poetry, Han need not have denied his doubtleas
genuine love for them. The notion of ncn-attachment to thinga of
the viaible world must often have been, among persona leas fully
ahbgorbad in the realm of abstracticna than the Buddhist priests
and Nep-Confucian phileosophera from whom they learned it, more a
metter of ideal thon of metuality.

A simple way to "utilize" the objecta of nature was to take
advantgga of their conventional associntionsj but even when the
artist did se, it waa because these asspcintions scmehow suited
hia expressive 1ntant.aﬁ Ylieh Cheng, a fifteenth century writer,
begina his "Discourse on Painting Grape—vinea" with the following
ohaervotionas 1

i
i
_I—I

3E:ﬂn the subject of the use of "real life" materials in art,

Langer (op. eit., p. 246) has a similar opinion: “Such materials,
turned to artistic purposes, need not disturb the work at all,
which consequently is no leas "pure art' than it would otherwigze
bes~The only condition is that materials from any source must be
put to completely artistic use, entirely transformed, so that they
do not lead away from the work, but give it, instead, the air of
being "reality'." See also Ozenfant's description of the methed ef
Cézonne (guoted by Hlemshard, op. cit., p. §3)1 "Thile The Impres—
sloniats were tranglating the sensations that came to them [rom
without, Cézanne wns seeking in nature's vocabulary the means of
expreassing his interior world: something very different tharefore.
Cézeone chooses from nature what best expresses Cézanne,"
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(71) Painting ia the overflow of calligraphy., Scholars, in the
intervals of free time beiween "seeking delight in the
arts,"2T transeribe their emotiocns to suit their moed . . .
Un the whole, [their achievement| lies in the conception,
not in the image . ., . Nevertheless, what is painted muat
have the conception in itj; and for this reasom they make
use cof plants. The "virtuousness" of orchids, the "clear
purity" of chrysanthemums, the "onsulliedness" of plum
blossoms, the "moral principle" of bamboo sad pineg in all
these; the artist avails himaelf of the objeet in order to
lodge his exhilaration; in order to cultivate himself,
[that is,| and not without profit [to himself].

The Mingz Dynasty painter Wen Cheng-ming describes another
case in which the artist chocses his subject for its standard
connotationa, Feeling that these render it adaptable to hias
ereative purposes

{12} ‘The moble acholars and recluses of old loved to play with
the brush, deing londscapes to comse themselves. 0ften they
did snow scenea; this is because they wanted to awvail
themselves of this [theme]| to lodge their comception of
purity maintained in adversity.

The recluses referred to are those motivated by political
loyalty or protest, such &3 the dissidents under the Yfian, who
maintained their integrity under adverse conditions. The term used
for "adversity," sui han By ’39 is literally “cold-of-the-
yeart—a metaphor which axplaf;n why a winler scene iz suited to
the expressiop of this idea.

More common in wen—jen hua theory, however, is the belief that

paintings of & given subject may be charged with a variety of
expresaive gualities, according to the intent and wood of the artist

 Her, q. 3. puoted from Lun yii VII/6; Legge, The Chinese Classics
(200), I, 196, Soper's translation. Painting wes mot included in the
“polite arts" as Confucius understood them; even later, when ita
social standing is established, it is often referred to az & "sunll

ﬂ.ﬁ." i . ~ BL-X ..
aarur the notion of artistic activity as self-cultivation, ;

gee Nivison, op. cit., p. 129, e oL St

3?1 refercnce to Lun Iﬂ IIKET; lagre, The Chinese Classics

(200}, I, 225: "The Yaster said, 'Vhen the year becomes cold, then
we kmow how the pine and the cypress are the last to lose their
leaves.” This line was usually underatocd as & metaphor for
unchanrineg loyalty under political and other pressure,
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as he paints. This belief is, in fact, implicit in most of their
writings; the most explicit statement of it I know iz found in a
Ylan Dynasty text on the painting of bloassoming plum, the Sung chai

mei-p'u:
(73) Painting blossoming plum is the same aa writing poems; the

thoughts of the artist are expressed by entrusting them to
the forms of the plum. As the emotions of the artiast
change, os he experiences pleasure, sadness, anger or
nny other feeling, 8o will the napect of the plum branchea
a atche  painta-differ jncdisplaying various qualities: a lean
beauty, a seductive beauty, the beauty of chilly misery
or of umntrammeled excellence. This is called realizing the
conception (te i #g_ i ); but iz at the same time a sort
of compilaticn of the history of the plum blos-
som, & transmissiomn of ita apirit. Moreover, it can be done
.only by the achelar-gentleman.

The question of how lines and forms can thus embody feeling wos
aeldom touched on by the wen=jen hua theoristzj such a view as that
of Langer, that the artist ereates & "symbol of asentlemce," lay

guite outside the range of concepts available to them. Heverthelass,

& notion semewhat akin to symbolization, in a simple form, appeara
occasionnlly in their writings. Chileh-yin, a monk-painter of thg
late Ylian period, o fellow townsman and perhaps an anquﬂintunna‘ﬁf
Wu Chen, chose his subjects according to his mood, and explains his
choices

(74) I once painted orchidas while in a joyful mood, and painted
bamboo while in an angry mood. Fory, I said, the eorchid, with
ita gracefully waving leaves, its blossoms uplifted with
pistils outstretched, im able to express a spirit of joyy
while the bamboo, with its branches aticking upward and
outwiard in disorder like spears and sworda, has an air of

anger.,
This passage, like the previous cme, is unorthodox in that it

spoaks of the artist painting while under the sway of atrong
specilfic emotiony but this is beside the point at present. The
question is whether Chileh-yin foreshedows the modern Uccidental
belief in the expressiveness of abstract form (as does, I think,
the wen-jen hua movement as a whole) or whether, on the contrery,
he thinks of "happy" orchids and "angry" bamboo aa Eue Hai thought
of "joyful" and "sad" landscapes. The former seems to me nearer the

truthy for while there is a real relation, through emotional affinity,
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between the Teeling of grief and the decline of living things in
& bleak winter landsacape, there iz mo auch relationship between
the feeling of asager eund bambooj nor has anger any part in the
traditional comnotations of bamboo in China. To Chiieh-yin, the
orchid expressed by its form the feeling of happiness, and hnmhnn

that of anger. _
Moreover, the wide range of adjectives used by Chinese critics
to deseribe the mood of bamboo paintings ("lonely," "untrammeled,"
buoyant,” "calm," etc.) show that Chileh-yin's "anger" waz no
permanent attribute of the subject; that these feelinga were not
attributed to the bamboo at all, but to the artist who employed it.
(me can easily test this beliel by his perscmal responses to
Chinese literati paintings. I caa think of three Wa Chen bamboo
paintings which call to my mind the adjectivea "lonely,” "buoyant"
and "calm" respectively. Someone else might discover different
qualities; but I doubt that he would find in ell three picturea a
constant quality of expression, which he could then take for "Wuo
Chen's conception of the mood of bamboo,” or "the soul of bamboo,
as displayed by Wu Chen." The literati painters geoerally recogrnized
what Langer speaks of as "the parampunt importance of abstracting

the form, banning &ll irrelevancies that might obacure its logie,
and especially divesting it of gll its usual meanings so that it
~30

may be open to new ones.”

Another case of mature supplying abstract form to the needs of
the artist is related by Su Tung-p'oc. He tells how Wen Yl-k'o {Ven
Trung) could never master the “graas" seript (ts'ao shu) s it was
practiced by early calligraphera until, one day, he saw a pair of
snakes fighting in the road, end from this gight came to full .
mastery of the script. Su commenta: - 2

(75) But aa for what YO-k'c saw, how nuull:l it bive Bavn okl
snakes? It was the essence of the graceful grass script. -

The artist loocks at material forms, but what he sees is

artistic form. Ven's perception of calligraphic line in writhing

serpents may have been spontaneous, but it was in full accord with

4nlmngar, op. cit., p. 59.
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o atatement on grasa writing found in an essay attributed to the
supreme master of this seript, the fifth century Wang Hsi-chih:

(76) (ne muat go slowly at first, and hurry later. The
appearance and force of the characters will them approx-
imate in form entwined dragona and snakes, with an
unbroken movement. '

The concept of the written charseter as abstraction of natural
form is very old in Chinaj calligraphy was often likenmed to the
hexagrams of the Changes (cf. n. 9). That it could embody (sym—
bolize?) one's persocnal response to the world was recognized only
later, perhaps not until the T'ang Uynaaty. The T'ang poet Han ¥l
writess:

(77) Whatever moves the heart can surely be expressed in the
grass script, (ne looks at things, sees mountains and
rivera, cliffa and wvalleys, birmis and anioals . . . the
flowering and fruition of planta and trees, the sun,
moon, stars, wind and rain, water and fire, the crash
of thunder, singing and dancing, warfare: all the
transmutations of events and objects in the world.

Une can regard these with delight or with awe; [but
whetever his responses,| they can all be lodged in
callizraphy.

The above writers all refer specifically to the grass script
among the warious eallipgraphic mannera, because that seript was
conagidered more adeptable than any other to the expression of
feeling, being most supple, departing more from the standard
forms of the character, allowing more of free transformation of
the basic material in accordance with the character and mood of
the writer. In a like way, the creation of a paintinz was held
necessarily te involve & transformation of the "row material,” the
forms seen by the artist in nature, if the resulting work was teo
be o persocnal expressiom. The concept of ereation as transformation
will be considered in the following sectiom.

Chang Huai-kuan, in hia "Discourse on Calligraphy” (ef. q. 24),
writes the following:

(78) Cliffs and valleys lean toward each other in high and
dangerous [ places|, mountains and rivers strive respec—
tively for height and depth. (ne gathers, ea in a bag,
these oyriad phenomena, brings them inte order as a
single image. This he lodges [in ealligraphy] in order
to give rein to his wvaried thought, or commits [to
cnlligrnphyﬂ to release hisa pent-up emotions.
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In this same remarkable essay, Cheng develops at length the
proposition that feeling and thought (not, of course, logical and
discursive thought) too subtle to be expressed in words can be
manifested in the expressive forms created by the hruaﬁ. Since the
same belief ies wital to wen—jen hua theory, it is worth while teo

guote some additional passages from thia eassays:

(79) Discussion by words cannct [really| clarify. Since the
vay (Tao)[of one's discourse] does mot penetrate [the
understanding of the listener]|, the words nmever end.
Added to this, words nre deficient in well-defined
usage, 4l their 1li (prineiple) ias lacking in fine
subtleties . . » Wow, calligraphy and written documents,
if they are of the highest order, all have a profound
conception through which the intent of the writer ia
revealed. Looking ot them makes one understand him fully,
as if meeting him foce to face . . , Thua, reading the
words of the sagea of the past is not the same as hearing
them apeak in personj whereas in appreciating the callig-
raphy of former masters, one can never exhaust their
profound conceptions.

42

He writes of the great calligrapher Wang Hai-chih:

{80) when we look at his complete calligraphy, we know lucidly
the intent and spirit of his whele life, as il we were_
meeting him face to face,

In nnother essay, the same writer reports an ergument with
friends over the relative merits of literature and calligraphy.

He answers one of theoms

41!:!::'11 yRO ﬁ s s0 used in the Appendix to the I ching {
T , Baction B.) See Legge, The Yi King (301), p. 399: "The strong «J.
and the weak lines change places, so that an invariable and compen—
dious rule cannot be derived from them,” Chang Huai—iman's discussiom
depends scmewhat on early statements of the limitation of both spoken
and written language. See Nivison, op. eit., p. 110 and note 113, in
which he guotes from the I chingsy "Writing does nol cocmpletely ex=- - — -
press language and language coes not completely express thought."

Su Tung-p'eo (TPESS (1521, X1/17a) writes of humen epeechs — -~ fi S

"It's not like painting, which doeasn't explain and talky; -
For words and talk, in ng time, are dishonest to the root.”

*EThe terms han-mo (brush=-and=-ink) and wen-chang 3t:
both commonly meon "literature™; but the antithesis with

"ijiscussion by words,? the reference in the following sentence

to "looking &t them" rather than "reading them," and the general

context, all make it clear that it is writing viewed for ita

callipraphic quality, mot for its mesning, which is here under

discussion.
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{81) In literature, one must wse many words to briog eutihia
idea; in calligraphy, his mind is made visible in e
single character . . . [In the percepticm of ealligraphy, |
‘the mind is led by the eyes to the height of feeling—it is
like an intimate relationship [with the writer]. This is
the wonder of it. But when we inveatigate the source of
his method and conception, that which derives from his
mind is foremost, and that from his eyes secondary.

The ability of the artist to convey perscmal feeling through
the ebatract means of line aﬁﬂ form was thus recognized by writers
on calligraphy in the T'ang Dynasty, considerably before the same
wna aclnowledged to he true of painting. This is agein the historical
order one would expecty for while painting may represent actual
appearances and rely on them for its expression, no expressive means
other than abstract are aveilable to the c&lliérﬁphnr—-h& doea n;t
"represent” anything, and the literal meaning of the words he writes
are of no importance to the work of calligraphy aa such.

Chang Huai-kusn, in the above guotations, sees calligraphy as
s kind of supplement to verbal expression; painting was often
referred to in & similar way, as the "overflow of literature." Su

Tunr=p'o writem of Wen T'ung: -

(82) that could not be exhausted by his poetry overflowed and
became calligraphy, ory in sncther form, became painting.
Both were the excess from his poetry.

A poatface to Wen's literary works, writtem in 1195, goes
deeper into the matter:

(&83) Now, the rare ond strange guality of his painting origi-
nates in the overflow from his literary works, aand the
lofty end antlque quality of his literature comes from
the fundamental flavor of the inner feelings of the man.
How, then, could there be two separate methods [in his
painting and literature|?

Such statements should serve to dispel any remaining doubt that

the wen—jen hua concept of painting wes ome of expression of

subjective experience. This, and not description, waa for them the
proper function both of words in poetry and of forma in painting.

D, If the painter is successful in lodging his feelings in

the painting, then whoever aeeas it {if this percipient is

himself sensitive, in the right state of mind, etc,) will
derive from it, by immediate intuition, the nature of those

feelings, and through them the nature of the painter.
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Chao Ylieh=chih, writing of the bamboo which his friends Wen
T'ungz ond 5u Tung-p'c had painted on the walls of his studios

(84) It recalls wonderfully the thoughts of e former day
Locking et it, I can perceive the feelings of that moment.

Yarious passages pertinent to this -tenet have been quoted.in
gection I=Cj to these may be added whet Fei Kun {nf. e EB} saya
of the function of painting:

(85) Thus & man, with his own particular uprightneas of
character and firmnesa of prineciple . . . teakes his
brush and writeas, The perscn whe obtaing this writing
will paturally respond by engendering a feeling of
reapect; how much lesa is it akill in the strokes of
the characters [which produces this respect]! [As for
paintings,]| the overflow from scholarship and literature
is tronscribed inm the form of "soundlesa poems.™ (ne
enjoys thease bacause in their calm feeling, within the
brushwork end ink, one can gsee in imngination the
person of the painter. For this reason they are to be
treazured and panssed on.

That the guestion of communication deeply concermed the artists
themselves is'apparent in their frequent musings, expressed in notes
added to their paintings, nvaE whether or mot their works will be
understood, either by particular nﬂntémpnr&rieu or by unkncwn h
peracns in the future. Wu Chen'a remark, written on an album of
bamboo pictures done in imitation of Wem T'ung, is typicals

(88) I have done this album completely as an extension of his
manner of painting., I don't knew who will appreciate its
[ real] flavor.

The problem of the artist who fears he is not beinr understood
arises with the wen-jen paintera. 5o Tung-p'e, writing on a bamboo

4EThe notion of paintings as "goundlesa poems" (cf. q. 50) and
poems as "paintings with sound” (as in the title of the earliest
o llaciinn of poatical inscriptions for paintings, Sheng-hua chi

y iz szaid to have originated in Su Tung-p'e's - - 7

appraisal of Wang Weis "In his poems there are : e
paintings, and in his paintings, poems." Cf. Leonmardo da Vincis
"Fainting is poetry which is seen and not heard, and poetry is a
painting which is heard but not seen." (Helt, Literary Sources of
Art Histery [197 ], p. 172.) See alsc Blanshard, op. cit., p. 12.

1E“Iri?nanugul:h:-,. adviaing the artiast not to paint directly from
nature, says: "Your sensation, your intelligence and your soml
will live again in the eye of one who loves your painting.”
{ fuoted by Blenshard, op. cit., p. 98.) "
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painting by Wen T'ung, guotes hias friend as saying:

(87) There is no one in the world who understonds me except
[Su] Tzu—chan; he recognized ot o glance the pointa in
which I excel.

The practice of writing a prose record {ﬁ’;ﬂ, ]45 on &
painting to relate the circumstnnces under which it was exscuted
is generally limited to the wen-jen paintera; the artists of the
court academies seldom if ever did aso, nor did the Che Schoel
artists of the Ming, nor, for the moat part, professional painters
of any pericd. The literati srtists felt the urgent need to
communicates their feelings of the moment in the picture itaelfl,
and, as a supplement to this, the external particulars of that
moment in words.

After quoting Su Tung=p'o‘'s account of how he came to meke
two pictures out of a single burst of exhilaration (gq. B5), Su's
young disciple Ho Yiian adda the notes

(88) Never before has there been such a form [of painting].
The master alac wanted to let people of later times
know it [i.e. the circumstance of the creation of these
two pictures, through his inscription].

In the inseripticns of “Wu Chen, these notes are often quit;
intimate and personal, emphagizing the passing mood. Linea such as
#(ld Flum-Blossom lodges his exhilaration while sitting in his
oak grove" or "It is still raining outside; my brush hand is tired,
and I shall rest a bit™ are not uncommon. 3

"Inseriptions of record” on paintings (hua—chi E %E. )
correspond in function to the prose prefaces and postfaces added to
Chinese poema. In these the poet sometimes (like T. 5. Eliot) annc-
tatea the matter of the poem; but he may also deacribe how he came
to compose it., The stimulus of the feeling expressed in the art work
eannot, in the secondary concept of painting, be Imcwn from the work
itself; and while identification of this stimulua is not siricily
necessary to the appreciaticn of a picture, the painter assumes that

4t will both interest the viewer and condition somewhat his experi-

45Fnr an excellent article on the varicus kinds of imseriptiona
and their development ns a literary form, see Aokl Magaru, "Dnign no
bungeku” (The Literature of Pmninting Inscriptions), in Shina bun-
geku geijutsu kb (168, pp. 2069-204.
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ence of the picture, he records it in an appendage separate from,
but relevant to, the work of art proper. What the percipient knows
about the work and its author, the personal qualitiea of this per-
cipient himself, his mood at the moment he looks at the picture—
all these affect hia experience of the picture, and sc were recog-
nized ag pertinent by the Chineae th&uriatn.4a

The question of the qualities required in the viewer is one
which relates to connoisseurship, and need not be considered here
in detail, The main requirements were, of course, sensitivity and
discernment; but, as in the case of the painter, these were thought
to depend upon the totel persomality of the man. Chang Yen-ylinn
writes;

(89) fnd indeed, unless one is a man of surpassing apirit,
. lofty perception, transcendent emotion and gentle mind,
how can one speak of understanding paintingl

Byarious pronouncements on the proper conditions for viewing
pictures, with streas on the mood of the viewer, cccur in the
writings of Mi Fu, T'ang Hou and others. See alsc Liu Tao-ch'un,
guoted by Sirén in The Chinese on the Art of Pﬁiniiqg_{g;gj, P. Td.
This attitude, together with the practice of writing "recorda" and
"prefaces,” is in sccord with the standpeint of the Contextualiat
school of present—day sesthetics, but contrary to that of Langer.
She analyzes perceptively a Chinese poem by a T'ang poet (op. cit.,
p. 216), but then takes a stand gquite in opposition to that of the
Chinese on the relevance of the actual context of its compoaition:
"That illusion [her 'virtual event'] would not be helped at all by .
additional knowledpe—by actual familiarity with the place referred
to, further informatiom ebout the career or perscnality of Li Ts'ao,
or footnotea on the authorship of the poem end on the circumatancea
of its compesition. Such further additions would only clutier the
poetic image of life with irrelevent items . . . " The Chinese
believed (and on this point I decidedly believe with them) that the
experiencing of & work of art involves more factora than are covered
by her view of it as en immediate and unconditioned perception of
aysbolic import, "presented” equally to whomever entounters the .

rork, The aesthetie experience proper is evoked by the work alome; —~

but it occurs in & context which includes what we know of the artist
and his other works, our prior acquaintance with works somehow —
related to this one, and other "irrelevant" elements, which,
however, deeply affect that experience.



The Act of Creation.

I1I. The crention of a painting is sccomplished by a trans-

formation of the forms of nature into those of prt. Various

factoras in this process of tronalormation econtribute to ow
affect the expression of the finished work.

A, I E or Eﬂgreptinn.

The word i is variously translated in quotations mbove (q. 40,

63, 71) as "conception" or "thought.” In its most general usage, it
is best rendered by the English jidea, which denotes, as doea i,
both the meanings of "any objeot of the mind existing in thought"
and "a formulated thought or opinion." It can thus exist ia or out
of the mind; the painter can harbor his congeption while painting,
and the picture can contain an idea, either specific, o meaning, or
non-specific, am in pi-i E g s "the idea (significance) of the
bruashwork.™

It is i as conception which interests us here. Wu Chen, in
one of the many inscriptions writiten in an extant album of twenty
bamboo paintings, tells of being shown & painting by the som of
Su Tung-p'o, which moved him to recite the opening linea of a posm
by the twellth century Ch'en Ehianrnhu1:4#

(20} The conception suffices; don't seek for likeness im color.
In & previous existence [the painter was] the judge of
horses Chiu-fang Kao.

This Chin-fang Kac is the hero of a Tacist anecdote which
emphasizes concentration on essentinlas: he reported correectly to
his lord the surpassing gquality of a horse he had seen, while
managing at the same time to describe as a dun mare what proved,
when the horse waa procured, to be a black stallion. Wu contiouea:

Having written thus far, I suddenly realize that my
thoughts seem to have hit upon something. In the [proper]
method of painting bamboo, one must firat be guided by
the conception, and later may capture this through brush

technigue. If one forms his conception before [using| the
brush, what he does will have the excellent qualities

‘“Eh*en Chien-=chai Fﬁ-—. ﬁ-ﬁ ﬁ' was Ch'en YO-3i _é}_‘l % p
1080-1138 (see Wen-hslleh chia TTT [89], 2350,) Famous as & poet
and calligrapher.
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of a natural flaver and spontaneity. As for those who
are bogged down in bruah technique [for its own sake],
and the pursuit of likeness——they are not worthy of
being spoken of in the same day [with the others].

The dictum "the conception precedes the brush" occurs both in
Chang Yen-yilan's history (in his discussion of Wa Tso-tzu) and in
the short treatise attributed to the eighth century poet-painter
Wang Wei. It is repeated by many later writera, both of the wen-jen
and of the opposite persuasion. Thia "conception" is what Su Tung-p'o
says may take Form in the mind, but (if one hean't technique) not
in the hand (q. 21}. '

I can be {although it is not usually) used for a memory-image
in the mind of the artist. The sixteenth century scholar T'u Lung
writeas '

{91) One can use painting to lodge his concepticns. At a
bright window, before a clean desk, he depicts scenery.
Perhaps he has somewhere seen a beautifel landscape, ond
placed it in his heart; now he calls forth its image . . .

It ean be en image formed completely by the imagination. The
elaventh century landseapist Sung Ti suggests a device for facili-
tating this growth which is similar to what Lecmardo da Vimei .
lﬂ?iﬂ&ﬂ:da one hengs & piece of #2ilk gauze over an old crumbling
wall and gazes at this for a long time, until the fissures and
depressions in the wall, seen indistinetly through the silk, secem
in the imagination to form the image of a landscape. With continued
gazing one begins to see grass, trees, even chickens and people
moving about. Then,

(92) when this imapge is complete in the eye, the brush will be
guided by the conception [thus formed]. In a silent
"gpiritual communion” the scenmery will come forth spon-
taneously, as if by the working of Heaven. It will not
be like s work of man at all.

The conception may be a quality (lonelinesa, depth, coldness)
rather than an image. The eleventh century scholar snd statesman

Gu-yang Hsiu, spesking of the proper way to judge paintings, sayas

93) Lonelineas and desolation, traoquillity and leisurslineas—
'
these are the conceptions hard to paint. Even il the

43Hnlt, op. cit. (101), p. 176.
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peinter captures them, the person seeing his painting
won't necessarily discern them. Flying and running, slow
and fast=—these are matiers of shallow conception, easy
to peej but quiet and peace, awesocme stillness, feelings
of & remote flavor—it is more difficult to give form to
- these. As for high and lew, front and back, near and far,
horizontal and vertical layers [i.e. planes of height and
depth], these belong to the artifices of the professiomal
painter, and are nothing which concerns connoisseurship.

S0 much for the problem of space representation in Chineae
landscape, a subject fnucin&ting.tn the Westera scholar. In a
statement by Huoang T'ing-chien, however, in praise of landscapes
by Ching Hao and EKuan T'ung, these qualities are the very matter
of the concepiion:

(94) Height and clarity, depth and distance—it iz only
afterwvard that one sees the mountains, sees the water.

The primary concept, by which the painter conveys the mood of
the scene he painta, is not completely absent from wen-jen hua
writings; but even where it occurs, the emphaszis has shifted to

the artist, and 4o his conception as induced by his subjeciive
response, Yhat is lodged belongs to his experiemce, rather than to
any constant gqualities of the scenery. A poem by Chao Yleh-chih ™
illustrates this; while elements remsin of the attitude of Tsung
Ping and Xue Hsi, the artist is now a "noble wan" who transmits
the feeling of being in & landscape, rather than of the landscape

itaelfs

(95) A noble man can paint the mood of being in the mountains,
0f blowing cold air as morning light comes from the rim
of the sky.
The feeling of all this he transfers to the surface of
a Fan—
WHere now is the dust and dirt of the world of men?

The word i could also be used for nothing more than o clever
idea. In the Empercor Hui-tsungz's court academy, themes for pﬂiniing S

were get by the emperor, and paintera who lound ingenious ways of G ome e

treating them (e.g. portraying "A wine shop in & bamboo grove" by
showing only the shop's flag protruding above the bamboo) received
the emperor's praise for their excellent "concepltions.”

In literati painting theory, the conception which the artist
must have in his mind before he painta was usually considered to h'.

an image, based somewhat on natural ferm but conditioned, already
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transformed, sccording to his temperament. Both the Tormation of
this image and the objectification of it with brush and paper are
actas controlled by the artist's mind, and so partake of his feelingy
reflect, ideally, his "exhilaration." These two operations, concep—
tnal and physical (often termed in the texts hain shou ' - or
"mind and hand") together accomplish the process of artistic
transiormation.

The concepticn as image is the subject of the often—quoted
dicta of Su Tung-p'ec and Huang T'img-chien, that the painter must
have & "ready=formed bamboo" or & "perfected bamboo" in hias mind
before he painta, Su's statement is found in & colophon to &
bamboo painting by Wen T'ung. In another colophon Su had objected
to the method of painting bamboe additively, section by szection,
gaying "Who ever heard of bamboo growing in such a way?" Here he
developa the idea on a more abatract levels

(98) Modern paintings [of bamboo] are done joint by joint,
accumalated leaf by leal, How can there be anything of
bamboo in such works? Therefore, in painting bamboo
one must beforehand have the perfected bamboo in hias
breast. Une takes up the brush with his vision matured.
gseeing what it is he wants to paint. Then suddenly he
wields the brush, following this viasion directly, pur-
suing what he sees—it is like the leap of a startled
hare, or the swoop of a falcon. The smallest slackening
of attention and you have leoat it.

This is how [Wen] ¥li-k'oc taught me; and, although I can't
do it so myself, I can digcern in my mind why it ias ao.
With those who can discern it but can't do it, inner and
cuter are not one; thelr minds and hands are not in mutual
accord. This is due to an excess of not studying. It is
generally true with those who have the vision within them
but whose grasp of it is not fully mature; they can see it
themselvea all the time, but when it comes to the actual
busineas [of painting], they suddenly become afraid of it.-

Once again, Su probably depended on earlier theorizing-about

calligraphy. The short essay sttributed to Wamg Hsi-chih statess

{a7) Une should congeal his spirit, calm his thought. He muat-—
see beforehand, in imagination, the forms of the charactera
[he is about to write], their propertion and beariog . . »

that is surely not meant by "the perfected bamboo™ ia either
a memory-image of some bamboo plent once seen, or a complete and

detailed image of & bhamboo bronch; the ordinary human mind is in
any event incapable of harboring such an image. It is rather a
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vision of general form, already endowed, as the psinter conceives
it, with whatever qualitiea he will invest in his painting.
Huang T'iag-chien's similar statement is also of interest:

(o8) If the painter has a pre—existent bamboo in his breast,
then from first to last [the act of creation will be like]
the flourishing growth of planta. If he has a perfected
bamboo in his breast, then brush and ink, in dealing with
objects, will completely tronsform them . . . Brush and
ink will be identical in achievement with the Creator.

These last sentences introduce an important new idea:

B, Under ideal conditions (the proper artist working under

the proper circumstances in the proper state of mind) the

croative-transformative process of art takea place with

the some spontaneity as do the erettion-transformations of
nature; and the product of it shares the "rightneas" of the

creations of nature.

Wu Chen, continuing the poem of which the opening gquetrain waa

quoted above {g. 38):

(99) At first they ore produced from brush and inkstone,
But brush and ink are gradually Torgotteny =
The mind and hand at last forget each other—
Transform and fuse, alike to the Creator.

Before going into the matter of artistic creation, we had best
consider For & bit the other element of the analogy, creation in
patire. The awlkward term "ereation-transformation” I use (only for.
the moment) to convey the dual aspect of the Chinese term tsao—hua
'ﬁ ‘{L . Originslly & Tacist concept, taao-hua i’ used nmot omnly
for the process of creatiom, but for the (impersonal) Creator also,
and is thus equivalent to T'ien, or Heaven. Similarly used is
tano=mn ﬁ_ ‘HB s Mereation {or Creator) of beings or things,"

& term found in the Lao-tzu and Chusng-tzu books.

According to the concept of matural creatiom in the Neo-
Confucian cosmology, the basic atuff of the universe is eh'l ’
ngther.” It is this which exists before material forms avolve, gnd
from which these forms are produced, All the objeeta and phenomens
of the world come into being spomtanecusly (tzu—jan ’gﬁ }, with

no conscious woelition motivating the process. (T'ien or Eeaven is not
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& consciovs power, and the transletion of it B8 "God" is mia-
laading.4ﬂ] Since the basic matter remains constant, the evolution
of material forms is thus both a creation and o transformation.
The patterny by which this takes place, the guiding principle for
all phenomena, is the natural order, EI! «» Li, says Fung Yu-
lan, "prevents the creative process from proceeding huphaﬁnrﬂlr.ﬂﬁn
All the above terms are used by the wen-jen hua theorists in

discugsing peinting, ond must be understood, in their writings,
in the proper Neo-Confucian ﬂetting.ﬁl

Creation was not, as in Christian theclogy, eriginal creatiomg

4551. Joseph Needham, Science and Civilization in China (2g5s),
11, 564, note. Un the smme page he quotes from a commentary om
Chusng—tzu: "Hence the origination of things has no lord; all
thinzs originate themselves.™

5ﬂFung, op. cit., p. 523. Chu Hai's exposition of this aystem,
based largsly on the theoriea of Chou Tun-i and Shao Yung, presents
it in lully developed formj; see Fung, pp. 534-561. Needham's diseus—
gion of ch'i and 1i, which he renders as "Matter-enercy" and
"Irinciple of (rganization,” casta further light on these two
concepta. (Op. cit., p. 472-185,)

ﬁl1'1'he word ch'i, especially as used in the perplexing term™
ch'i—yilin, "spirit resonance" (cf. g. 17, 20, 22), is perhaps an
exception to this statement; by the Sunz Dynasty, it had been unaed
80 frequently in discussions of painting, enod so loosely, that any
clear philosophical significance it may originally have carried
had long been dispersed. Hence I have deliberately avoided the
question of ch'i-yfin in this study of wen-jen hua theory, wherein
the term functions chiefly as an expression of walue; a good
painting has it, a bad one hasn't.

Relating Neo=Confucian philosophy to discussions of painting
seems to me not only to have more historical foundatiom, in that
this is the asystem accepted by the leading theorists, but also to
be more illuminating than the frequent obacurantist invocations of
Ch'an (Zen) Buddhism, especially in reference to painting other than _
Ch'an painting proper, i.e., that done by Ch'asn monks., Ch'amn, with
its ineffable truths and mysticel orientation, can toc easily be
used to camouflage woolly thinking and the esseatially Western
outlook of the writer. Many literati painters and theorists were
deeply interested in Ch'an, but chiefly in its relations and —
parallels to the CTonfucian system, or as & supplement to it. The
Neo-Confucian coamology is not bagically mystical in intentj it
aims at & rational understanding of natural phenomena, and ia
thus proto-scientific rather than anti-scientific. Needham, in
Ffact, considers the philosophy of Chu Hsi to foreshadow remarkably
the modern organicist philoaophy, end to have perhapas been the
source of its germinal ideas. (Op. cit., p. 474,)
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it wns & conbinuing process, of which the evoluticn of every new
tres, cleoud or human being was a further manifestation. One of
the 5o Tung-p'o coterie, Ch'in luan, writes:

(100} The myriad cbjects cennot exist forever; when [ their

period of] existence comes to its end, they enter

[the status of] mothingness. But they camnot not exist

forever either; when non—existence ends, they enter

[the status of | existence.

He goes on to explain the term pien-hua % '(t. y "transfor-

mation,” by saying that pien denotes the passing of forms inteo
pothingneas, and hua the contrary process, the creative. Thia is

the hua of tsac—hua, the word used for artistie creation.

The notion of the painter partaking of the power of natural
creation was expressed already by Plei Hsimeo-yiian in the seventh
century (as gquoted by Chang Yen-yiian in the ninth):

{101) Master En [K'ai—chih]'s imagination is comparable to
creation itselfj he achieves his marvels by apiritual
insight.

Cheng Yen-ylian himself apeaks of the work of ¥u Tao=tzu as
being "in harmony with the work of Creation itself,” end also

writeas

(102) If one fails to exhaoust the profound end wonderful in
expressing his conception, how ean he bring his divine
transformations into sccord with [those of | the working
of Heawven?

It is significant that Chu Ching-hsilan, algo in the mninth
century, writes in & gimilar way of two of the three painters whom
he places in the i-p'in or nyntramneled” class, Of Wang Mo he says:

(103) The response of hand to thought was as awift as Creation
itself. He would bring out clouds and mist, and wash in
wind and rain, exactly as if his cunning were & god's.

And of Li I.:i.ng-nhung:

fad The mode that he mastersd was a singular one, mateching
the feats of Creation itself.

The meaning of these statements in terms of painting style is
digcussed by Shimads in his article on the i-n'in.ag It is elear
(although none of their works remein) that the pninters whose works

524 ipada, "Thin zaf@ ni tsuite" (175), pp. 266-271
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were placed in this elasgification worked swiftly and spontan-
eously, usually in a state of fremzy or intoxication, and tried,
by one means or ancther, to introduce some element of the fortui-
tecus (hence unwilled) into the painting process. Here was a mew
concept of "imitation of nature"; not %mitﬂtinn of its forma,
through careful aand Faithful depiction of them, but imitatinﬁ of
its cperntions in creating those fﬂrmﬂ.ﬁa A realistic style was
paradoxically wconsidered to be in a sense "unnatural,” because
it was the product of human activity, motivated by human deaire
and guided by humnn intellection. These Factors will be discussed

further in subsequent sections.
Tung Yu, early twelfth century, writes in a colophons

{104) Those who discuss painting in our time say, "Excellence
in originating conceptionas through thia one can aveid
the loas of truth. When one reaches this point, he can
make exhaustive use of his ability." Someone once aaked
what wos meant by "originating conceptiona™ in this
regard, and was answered, "It might roughly be called
spontaneity.” He then asked about this spontaneity,
and the answer was, "Thoae who are able not to alter
the truth will obtain it."

Against this reundabout reasoning, Tung sets his own view:

Look &t heeven end earth: all living beinga are moved
and transformed by a single matter—energzy (ch'i). Its
action is conveyed in secret; it is applied to thoaze
beings according to what is suitable, and no one knows
what is really acting. Thus it is capable of perfect
apontaneity. Nowadays, painters truat in their "wonderful
ability"; thereupon they wash in forma, spread eolor,
seeking for comparison with the [materinl] object, for
likeness in imitation of it. But because the acecomplish-
ment of all thia is through humas power, putting last
what should be first, how can it accord with true
sponteaneity?

The wen-jen hua standpoint was that ideal accord with the

53 fere arain, similar statements are to be found in diseus— =

sions of poetry; e.g. Shih=lin shih-hua Elg&j, ch, 3, speaking of
a poem: "It is nothing of which human power is capable; its concep=
tion of subtle coloer, 7ariegated brliliﬂnﬂa, appenrs spontaneously

in the marvel of Eraﬂ-tmn.“ ( 5 -
LEYWLE ﬁ.... ﬁ..T‘* Jﬂr..ai%} -’i
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operation of nature can be achieved, if tae painter manages to
avoid certain impediments to artistic transformation which are
sugrested in Tung's rewarks: excessive intrusion of the artist's
egzo, excessive adherence to outward reality, excessive dependence
upon technical skill. These three evils will be considered, in
that order, in the following sectionas.

An cbjection similar:to Tung Ye's was anawered by Wem T'ung
in what iz the most Forceful statement I Tmow of the literati
painters' concept of creetion. The conversation is reperted by
Su Tung=p'eo. It is important enocugh to be cuoted at some length
{although still greatly curtailed)s

(105)  Ven Yii-k'o does bemboo [ picturea] with ink; these he
regards as perfectly good bamboo. A gueat once saw them
and exclaimed in surprise, "See here, now: the destiny
[of bamboo plants] is decreed by Heavem, their forms
composed on earth. They are moistened by rain and dew,
shaken by the vast winds. They put forth sprowts in the
spring, and change with the heat and cold . . . Although
all planta are created of one matter, and all grow from
the same soll, yet they differ in their nature. I believe
that spontanecusness in the growth of living things is
something which only [natural] creation ean briag aboui.
Now you, by grinding soot from o green pine and moving
it sbout with hair pulled from a rabbit, shaking and
gprinkling this onto a piece of silk, finish it in a
moment. [ You paint it] with a melancholy eir, [the stalkas]
crooked or straight, crossing each other, thick-set or
sparse, short or tall. Thus you plunder the secret
thoughts of Creation . . . How can you sincerely claim
to be acting in accord with the Tao?"

YTii-k'oc listened to sll this, then laughed and said,

"Hut the Tao is what I love! I am quite unattached to
bamboo. When I first retired to Chmgshon and built my
hut in a grove of tall hamboo, I gazed at it ond listened
to it dispassicnately; it had no effect on my mind. In the
morning I atrolled through it, in the evening it was wy
companion. I ate and drank among the bemboo, rested in
the shade of the bamboo, I leerned much sbout its trans-—
mutations—how it looks in wind and raimn . . . (Wen
delivera a leng and rhapsodic description of the life of
bamboo.) This is what makes bemboo bamboo. At the beginning
I saw it and delighted in itj now I delight in it and lose
consciousness of myself, Suddenly I Ferget that the brush
is in my hand, the paper in front of me; all at once I am
exhilarated, and recreate the grove of bamboo, How ia this
jin any way different frem the impersomality of ereation in
nature?” (The puest is convinced. )
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Thus the wen-jen hua writers, depending on the Neo—Confuecian
ideas cutlined above, developed this parallel batwaen the trans-—
formations of the artist and those of nature: as Heaven tranaforms
basic matter into corporeal chjeets, so does the urtisi transform
his raw material, visual reality, into the werk of ert. Thias
concept may have played some part, along with factors of tastie
and temperament, in preventing the Chinese painter from ever
taking the final step into non-olijective art, from which, st times,
his worka are separated only by the presence of the thinneat and
most remote mllusionas to natural form. The degree and mature of
his alteration of reality is perceptible only so long 2a such
reference existsy totally deprived of any understood point of
departure, the work would become all tsao and ne hua, creation

which is not simultanecusly tranaformation, an action evidently

out of harmony with the ways of Chinese thought,

C. There is & 1i {natural order) in painting ag well as in

nature, In the ideal nct of ereation, this li poverns the

tranaformations of art as it Zoverns those of nature. Formsa

produced according to it will haove, to the beholder, an

inherent "rightness" and "paturalneasg.”

Huang Kung-wang, fourteenth century:

{108) In painting, it is only the one word 1i which is the
most urgent necessity.

VWhat Fung Yu~-lan says of the cosmological 1i is true also of
the artisties it "prevents the creative process from proceeding

haphazardly."” More particularly, it prevents willul and arbitrary

distortion of form by the artist. Chanmg Muai, in his postface (dated -

1121) to the treatise of Hen Cho, writes: - E =<

(107) Man is the mest spiritual among the myriad he:ngn; hence
his affinity with painting., If he works according te li,
he cen paint the wonders of all things; il he is nnnné-"-'—
lightened about 1i he will lose the truth of thinga.

The most famous statemeént om 1i in painting is that of Su
Tunz-p'o. In it, the meaning of 1i (which I render, for concise-
negs, es "principle") approaches Needham's "Principle of Organi-

zation,” that which guides the creation of form.
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(108) I once theorized about painting as follows: People and
animale, buildings and interiors, implements and tools,
all have constant forms; but when we come to mountains
and rocks, bambeoo and treea, water and waves, clouds
and mist, these have no constant form, but have [only]
constant principle. When the constant form is lost,
anyone can see that it isj; but when the constant
principle is missed, even among connoisseurs there
are those who won't know [the difference] . . . In
painting things in which the form is not constant,
one must not fail to give special heed to the prineciple.
The [merely] skilful people of the world can exhaust
all the details of the formy but when it comes to the
principle, unlesa one is a noble man of untrammeled
telents he will fail to distinguish it.

There is little mystery about thisj it makes sense without
reference to the philosophy which underlies it., In painting
figures, buildings snd the like, the painter is relatively
restricted in the alterations of form he is allowed., Distort too
violently the shape of & house, and the viewer (at leaat the
aleventh century viewer) will laugh at it. But in drawing moun—
teins, trees, clouds, objects of indeterminale shape, the painter
has no guide but his own sense of rightoesa of form. There is not
enough constaney in the shapes of these things for any given shape
to be ruled out as physically impossible, It would be difficult teo
draw a rock which absolutely could not exist in nature. Om the
other hend, it appears that pnature mmerriagly avoeids ever producing
a rock which looks wrong, while the ordinary painter is quite apt
to do Bo.

Thus far it is matter-of-fact; the wen—jen hua theory of how
the painter aveids composing arbitrary and unnstural form is less
so. In the ideal act of creation, as aspecified in all the above,
the artist creates as nature creates, apontanecualy and without
volition; thes diverced from conseious control by the intellect,
he falls under the control of the matural order, li, comes to share
the unerringness of matural forces, and is equally incapable of
producing wrong, "unprincipled" form.

Li in connection with art has sometimes been underatood as
a Platonic ideal form underlying all the individual shapes of
materinl things. This view may seem in accord with the often-stated



- 63 =

fact that Chinese painters did not ordinarily depict exiating,
individual objects. However, not only does this interpreiation
distort the signilicance of li in Chinese t-hnug'ht-,ﬁIir but it alao
attributes to Chinese painting an atiitude which probably belongs
only to itz early phaaaa.ﬁﬁ A bamboo branch painted by one of the
literati paintera, while not & copy of any bamboo plant a:iatiﬁg
in nature, was no less particularized. It was itself an individual.
Since, like its corporeel cousin, it had come into being under the
control of 1i, it was no lesa "natural," no more dependent on the
self-willed human effort which was considered to oppose the order
of nature. The artist did mot so much idealize the products of
natural creation as supplement them. Ten thousand earthly bamboos
were not abstracted into one "perfeet" bambooj rather, the

ten—thousand-and-first came into being beneath his brush.

D. Exceassive intrusion of the artist's ego into the act
of creation will hinder these transformations. The

painter's mind must be empty of consciouns thought,

and eapecially of volition. He should create os

nature deoes, spontaneously, unconscicusly.

Su Tung-p'og

(109) When [Wen] Y@i-k'o sets out to paint bamboo,
One sees bamboo, but doesn't see the man.

54Ef. Needham, op. cit., ps 475, where he discussea and pro-
pounces unacceptable the equation of eh'i and li with the Matter
and Form of FPlatonic-Aristotelian thought.

55yichael Sullivan, in "Pictorial Art . . . in Ancient China
(22L)y p. 2, relates this idealistic concept of art to the attempts
in early China to reduce nll natural phencmena to & aystem of
abatract symbols, aa in the Eight Trigrams. "This concept of hsisng
(image) . . » has given rise to the idea that pictorial represen=
tation is not Ffor the purpose of describing a particular object,
for individusl objects have no significance in themselves, but im —
order to express the ideal or norm which exists eternally beyomd
the limits of temporal existence and is manifest in natural forms.
The more abstract cod unparticularized the pictorial formas, the
pearer they approach to the true form." The works of some Sung
academicians may be said to approach this ideal, the "parfect”
flower, rock, tree, divested of all diafiguring accidents; but
I would hesitote to describe even these as "abatract and unpar-
ticularized."
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Why is it that cne doesn't see the man?

Because he was oblivious of himsell.

His body is tranaformed with the bamboo,
Inexhauatibly pours forth the fresh and new.
There is no Chuang Cheou in our generation—

tWho comprehenda this "congealing of the spirit"?

The cpening lines of this poem sppurenLIJ contradict the
notion propounded earlier, that one "sees the man in his worka."
Relevant to this question is the comparisom drawn by later writera
between Wen T'ung end Wu Chen: in Wen's works, they say, one sees
the bamboo but not the man; in Wu's, the man but not the bamboo.
The comparison implies no adverse judgement of either.

Not enough of Wen T'ung's painting remains, even inm reliable
copies, for us to eay whether or mot it was somehow more impersonal
than Wu Chen's. It may have beenj such & difference might be said,
in the mest general way, Lo exist between Sung and Ydan painting
as & whole. But as & point of theory, the distinction seema largely
a free juggling of words and ideas. Su Tong-p'oe suggests in other
colophons that the value of Wen's bamboo pictures waa that the man
could be sensed in them, snd had a gtone engraving made from one

such pieture so that later connoisseurs could "remember the char—
acter of my regretted Priend.ﬁﬂ Wu Chen himselfl writes in & poem,
"yhen Yl-k'c painted bamboo, he didn't see the bemboo.™ The absence
of & specific subject from the Chinese sentences allows much
ambiguity as te just who (painter or percipient) really saw (or
didn't see) the man or bamboo, and the matter takes on a complexity
quite beyond its importance,

There is, at any rate, no very profound contradiction. The
mualities of the man should be apparent in the fimished paintingj
but the artist should not sim conscicusly toward this end, must
not deliberately intrude himself into the work.

Wu Chen writes a poem vhich echoes the latter part of Su'a:

(110) I start to paint, becoming
Unconacious of myself,
Suddenly forgetting
The brush is in my hand.

%8¢ ransinted by Sirénm, Art of Pasintinz (212), p. 55.
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The cook Foo Ting, aad
The wheelwright Lun Pien—

If they returned, would they recognize
The meaning of thias, or not?

The reference to Chuang-tzu (Chusng Chou) in Su Ting=p'o's
poem, and to personages Irom two of Chusng-tzu's parablea in Wu's,
suggest the type of quasi-mystical absorption in the activity of
the moement which the painter should gultivate., The cook and
wheelwright both attained supreme magtery of their erafta through
this Taoist discipline, "congealing of the spirit." Absence of
deliberation and volition from the act of painting, & temporary
cessation of conscious thought, allows the bamboo to grow apon=
taneously on paper as it does in nature when the right conditions—
sun, water, socil—are present.

Chao Pu-chih describes the creative procesa metaphorically in
another peem based cm Su Tung-p'o'as

{111) then [Wen] ¥i-k'c sets out fo paini bambeo,
Pamboo ia ready=formed withia his breasty
Brought to maturity, as by spring rain,
Sprouting and growing, green within the ground.
Comes exhilaration, thunder bursts from aarth,
A myriad shoota spring up in cliffs and valea.

when Wen T'ung and Wu Chen aspesk of "forgetting brush and
ink® (ef. ge 99, 105), their meaning ghould not be equated with,
for exsmple, that of the pessage in the last seetion eof the
"Ching Hao® I:nnyﬁi in which the old man ends hia diseourse by
advising the youth, "Then you can forget brush and ink, and [still]
eapture the real scemery." These words, in their context, mean
rather that when the artist has atiained parfect skill, technical
means ean be neglected while he concentrates on underatanding his
gubject, the physical phenomena of the real world. A similay
statement occurs in the Kuo Hsi treatise, im which the author ' s
speaks of storing up in the mind impressions of grendiose Acenery,
and goes om to says "Then, when you have these srranged in-your
hesrt, you no lenger see the silk, your hand becomes unconscious
of brush and ink."

57 51 ta od (82), WSHY ed. 4b,:Sekenishi translation (09, P--
g5, Probably late Northern gung in date of composition. :
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The idea behind these passages is that sufficient garmering

of wisual impressions from mnature, combined with perfect skill,
render the actual operation of painting more or lesa antomatie.
The literati painters' notion of "forgetting brush and ink" was
closer to (and probably infloenced by) the practice of meditation
in Ch'an Buddhism. The introduction of the idea to art theory may
predate Ch'an, howeverj o statement of it occura in o short essay
on calligraphy which is attributed to the aixth century Wanpg Seng-

~ ch'ien, but may be somewhat later in dates '

(112) You must make the mind forget itself in the brush
and the hand forget itself in writing. Mind and hand
will then manifest your feeling . . .

There was no contradietion between "being nnnunn:inun“ui
one's self" end "manifesting one's feelings." The kind of bheightened
consciousness best suited to embodiment in painting wos not excluded
from the "unconscious® mind; it was rather egoe, intellectiom, desire
and volition, which had me ploce in it. Chang Yen-yiian suggesta thia

vhen he writess

(113) Now, if one revelves his thoughts and wields the brush
while consciously thinking of one's self as painting, =
[one's conception] will be all the more lacking from the
painting. But if he rewvolves his thoughts and wields the
brush without [consciously] applying his concepition to
the painting, then it will be achieved in the painting;
it will neither be stopped up in the hand, nor frozen in
the mind, It will be so without one's knowing it is so.

There is in this notion of non-volition something of the Taoist
concept of wu-wei % E 3 "non-action"—none, t-hﬁ;t. is, contrary
to the order of pature, or motivated by self-will.  The painter
Shih-t'ac (ef. g. 51), speaking in praise of early paintera,
applies to them the phrase wu-—wei erh yu-wei ﬁ E E g y
#they sccomplished [their ends] without [wilful] action.”

In addition to Taoism, & major source of what mystical elements
can be found in Neo-Confucian thought was the Ch'an sect of Buddhism;
and, as mentioned above, the practice of meditation in thias sect,

with which the wen—jen hua theorista were fomiliar, may have

influenced their notion of the "empty mind" es proper te the act

EEEE. Meedham, op. cit., pp. 68 ff.
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of painting. As in Ch'em, the end they agpired to was a mind
cleared of intellection, which would then be receptive to a freer
play of intuitive experience. The Ch'an monk-painter Chung-jen
(Bua-kuang), who was o friend of Husng T'ing-chien and who may
properly he ineluded in the Sung literati painter group, is
reported to have applied the disciplines of his seect to peinting:

{114) Whenever Hua-kuang painted, he would light incense and
sit in meditation tov fix his mind. Then, when his
conception ceme to him, with one sweep of the brush
the picture would be finished.

The similarity of this description of the painter at work
to Su Tung-p'o's (g. 96) is notable, But, as suggested sbove, the
jdea of the "empty mind" (which is what must remain when the
painter has become unconscious of himself, of the bamboo, of the
brush and ink) need not be traced to Ch'anj by this peried, it had
been thoroughly chsorbed into the Neo—Confucian system. The eleventh
century philosopher Chou Tun-i, for example, writesy
(115) The important thing is singleness. This singlemess means

the absence of desire {w—ﬂ% -\'&2 ). Such absence of

desire results in vacuity (hsll E z when in
guiescence, and H].Eaightfurﬂrﬂnﬁﬂﬂ chih 'E )
when in movement.® =2

The "obsence of desire" means, as Fung Yu-lan says, abasence of
all selfish motivation. The importance of proper motivation will be
considered later in its artistic application.

Aoki Masaru points cut that the criginally Tacist idea of "the
empty mind, without thought" { "' ﬁ E ﬁ } had appeared
in theoretical writings on poetry by the T'ang Dynaaty, and was
fairly current by the Sung. There is am even earlier occeurrence, in
the Wen—fu ("Rhymeprose om Literature") of lu Chi, dated 302 A.D.:

(116) [ The writer]| empties his mind completely, to concenirats
his thoughta. : A i

For painting, it is suggested im the writing of Chang Yen-yillan ~— —~
(q. 113) and developed by Sung writera. wi Fu, in discussing =
calligraphy, advisea the writer to

(117) hold the brush lightly, so that mind and hand, as if empiy,

EEFur other references to "vaculty" in Neo-Confucisn writings,
see Fung, op. cit., pp. 417, 467, 5G28.
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move guickly, spontaneously. The reality of nature will
then come forth, beyond your expectationa.

Rrleynnt to this nttitude is the term hsin shou 4‘;": ? »
literally "to trust teo the hand," often used in connection with
paintinr. A Sung pnﬁtﬂl vrites on paintings of the scenery of the
Haiao and Heiang Rivera by Sung Ti:

{118) [Memories of] his former travels swaken spontanscusly
in his mind;
He trusta to his hand, the brush totally forgotten,

Su Tung-p'o writesz of & musiciang

{119) Vhen Master Shen plucks the lute, trusting to his hond,
[the sound] harmonizes with the sound of rivulets,

4 related phrase, hain pi Jf'é' % s "to trust to the brusgh,®
sometimes occurs in writings on painting, and is alsc used to
deseribe literery productions of the "rondom jottings" sort.
Comparable to both is hain k'ou '{'E Y2 , "to trust to the mouth,"”
defined aa ”tq say whotever comea uppermost." All three phrases imply
an absesace of intellecturl conirel over the ncti#ity.ﬁa

= E. Another major impediment te artiastie tranaformation

=

iz slavish adherence to ouiward appearances. Faillure

to transform thesge means failure to produce the forms
of art.

Chao Pﬂ-ll:hih contributes the clecrest stabtement of this tenets

(120) Painting depicts forme beyond the [materinl] objecty |
Whoever insists on the sbhject will Fail to alter the form.

Bl
ever, lived geveral cealuries before Sung Ti. Presumably a misprint.

%Cfhis Chinese view is n contradiction of the common idea that
"en air of ungtudied apontaneous utterance is apt to be as paing-=
takingly ochieved as eny other guality . . . " (Langer, op. eit.,
p. 245, apeaking of pﬂltr]-} Again the guestion is one to be
anawvered only by the artists themselvesy and the Chinese painters
leave us no room for doubt in their cose, It is difficult to imagine
st what point the taking of paine could have entered the production
of one of Wu Chen's swift brush-plays——except, of course, in the
yeers of moturing power which mode posaible this eventval spontan—
eity; but thisg is quite a different motter from taking paina over
the individuoal work. .

Attributed in SHC (8Q) to Cheng Chi (ef. -g. 42), who, how—

Lintele arirs s
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One of Su Tung=-p'o's most often-quoted guatrains rumag

Une who discusses paintings in terms of likeness
Muat be loociked upen ss neighbor te a child,
lihoever makes & poem insisting om that poem

Ia surely not & man who knows poetry.

31 zeems here to be attacking the notion that the ideal at

which the creative artist should aim is the "perfect" work of artg

the painting which so completely captures the appearance of its

wodel, the poem which, in ideal form, so perfectly embodies a given

iden, scene, emotion, that any alteration would be to their detriment.
No such ideal exiated for the literati artist, and it is a mistake
to judge his creations by their presumed proximity to it.

So, at least, I would understand Su's quatrain; how other Sung

scholers understood it is a different matter, Some (slong with many

later men) nguote it approvingly; but it provoked a thirteenth
century writer, Wang Jo-hsll, to an indignant outbursts

(122)

_Why, likeness is what is wvnlued in painting! Anyone
painting without likeness might as well not paint

at all . . . Te compose a poem, but not neceasarily
that poem—vwhat is he talking about, anyway? P'o's
theory is false . . . Poople who don't base themsslves
on [outer]| reality aren't going to achieve it in their
minds. Anycne who borrows this theory, considering it
to be "lofty,” and paints landscapes [according to it],
won't be able to do & single proper tree or stone, but
will have to rely on clouds, mist and perfumed haze,
ealling this "moed [-painting].”

Some artists cbjected to the idea of the painter creating Pormas
instead of adopting those of nature, Of the painter Yen Su it is

(123)

The paintings of Yenm Chung-mu were throughout his l1ife
confined to things he bhad seenjy he never fabricated out
of empty air; sddingz and diminiszhing according to hia
fancy. When esked about this, he would reply, "Anything
which goes beyond human expectations Ei. e. departa
radically from what is seen in nature | must lose | the
quality of | spontaneity.”

This is, of course, in direct contradietion to the literati

p&iﬁterat view. A fourteenth century follower of the Southern Sung
academy style in landscape, Wang Li, writing the preface to his
album of paintings of Mt. Hua, grants the importance of conceplion

in peinting, but goea on to says
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(124) But the conception lies in the Formsj if you discard
the forms, where can you lock for the conception?
Therefore, capture the forms of cbjects and your [or
their?| conception will be fully contained in thoae
forms. If you lose the forms, where will the conception
be? In painting things, what one wants is their likenessj
how, then, can the things be [rendered] unrecognizable?

The flaw in this argument, which seema on the surface so
cogent, is in Wang's refusal to allow, besidea his alternativea
of representatiocnal Form and no form at all, a third possibility:
expressive form which is not primarily representational. The
validity of such ferm in art had been c¢learly recognized by the
literati painters, e.g. by Ni Tsan a generation before Wang Li.

Wi admitted that his bemboo pictures bere little resemblance to
bamboo in nature, but considered them none the leas expressive of
his feeling. He had thua refuted Wang Li in advence, by "discarding
the forms" without "lesing the conception.” The basic comflict in
thought between the two arises, of course, from their diverse under-
standings of "conception." Wang takes it to be inherent in objects
of mature (so that his i would be better rendered as “idea®); Ni
considers it to take form in the artist's mind.

Both Yen Su and Wang Li stress the importance of painting only
what one knows from personal acquaintance. Wang, when asked who was:
his teacher, replied, "My teacher is my mind; its teacher is my eyesj
their teacher is the Hua Mountain.® Here we have another clear atate—
ment of the primary concept of painting: the expression of the 1uék
originates in the actual landscape, is filtered through the eyes
and mind of the painter, and’is finally embodied by him in the
picture.

Most literati painters alao believed firmly in the impertance
of intimate acquaintance with nature, although not with the aim of
the direct transference to art of the impresasions thus received.
Some painters, such as Huang Kung-wang, are reported to have carried
sketehbooks for drowing what they saw on walks in the mountrins. Om
the other band, Su Tung-p'c seema to belittle thia mapect of ithe
painter's preparation. He writes of his cultured and urben friend,

the landacapist Wang Shens
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{125) His elegant bearing, literary grace, cannot be rubbed away;
His painting in ink contends in beauty with his poetry.
To paint mountains, why need one be a dweller in the
mountainsg?
¢ne naturally composes country songs, while knowing
nothing of the country.

The convietion that painting must not be evaluated on the
bagis of fidelity to nature runs through Chinese critical writing.
Chang Yen-ylian, in the ninth century, speaks of the inadequacy of
judgement according to “mere ?arisinilituﬂn,“64 and the Ylian Dynasty
connoisseur T'ang Hou relegates "likeness" to the end of a ligt of
qualities one should leck for in a pﬂintlﬂg.ﬂﬁ

Such a tendency in criticism undoubtedly stimulated the
painters to depart still further from fidelity to the forms of
nature. Ni Tean seema to have taken positive delight in the judge-
wment of mome people that him bamboo locked like "hemp, or rushea,"
and ia reported to have snsvered scmeone who pointed out that one
such picture (which Ni had painted the night before while drunk)
didn't look like bamboo at all, by laughing snd saying, "Ah, but a

total lack of resemblence is hard to achievel Not everyome can

-

manoge iti"

Conformity to matural appearance was considered to hamper
both the free growth of an artistic conception in the painter's
mind and his spontanecus actualization of it on paper. Tung Tu,
after a stonderd denunciation of the pursuit of likenesa in
patnting,ﬁﬁ describes the ideal creative process:

{126) Thus we know that those who have no real mind for
painting sre those who try te de it by putting primary

emphasis on created things. The composition of forma T

and production of images eriginates in the birth of a

63, miss (1a9) prints a slightly different last line, reading
tzu ku E in place of tzu tso &.“F In this variant, the

line might be rendered; [Writers of] country songs, from ancient
times, weren't those who Emew the country.

Béﬂ:kgr translation (J82), p. 152. 0o the early occurremce of
this idea in Chinese art criticism, see his Intreducticn, p. LI.

%S us_1un (BL.); MSTS ed. 4a.
EBTrnnalated by Sirfn, Art of Painting (212), p. 65.
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conception, which is achieved spontansously. (ne waitas
until it appears in the heart, as a flower or leaf
detaches itsell and springs forth. (mly afterwards is
it exteriorized throuogh use of the hand, and appearance
lodged in it. No one who pursues likeneas can ever
commit his [ewn] conceptions [to painting]. -

The license allowed the artists by the eritica was indnti
very wide. Shen Eua, one of the late elevenih century group, writes
a diatribe against those who judge paintings according to likeneas,
and takes to task Chang Yen-ylian, who had criticized Wang Wei for
painting floweras of different seasons in & single composition. Shen
proudly tells of owning & Wang Wel snow scene in which a banana-—
palm appears. He cozmenta:

(127) fle had coneeived the thing in his mind; his hand
responded, and it was done as conceived,

¥, Excesaive dependence mpon technical skill is a

hindrance to artistie transformation. Ideally, peinting
should be more than skilful: the artist should transcend
skill.

Sn Tung-p'o, whe generally accords the highest praise to the
ereat Wa Tao-tzu, nevertheless places him cne step below Wang Weis

{128) Wu, for all his surpassing excellence, must still be
discussed in terms of painting skill; while [Wang] Mo=
chieh achieved his effects beyond the [visual] image.

What, one may ask, is to replace the acquisition of technical
facility through diseiplined practice? Twe factorss innate ability
(ef. q. 22, 26) and the normal self-cultivation of the Confucinn
literatus. Artistic ability ghould flower slowly and late, by a
natural, unforced process. The painter develops what technigue
he requires, nurtures his individual monner, by leisurely practice
of paintinz as an avocationy he does not proceed ﬂiugyuqmindédlr ~ -
toward a predetermined geal, that of "proficiency—for hu;hﬁg,ug
way of knowing what form, in his individual cnse, this proficiency
will teke, wntil he has atteined it. It may be noted, in connection
with this view, that the major works of the literati paintera were
normally produced in their late years; wmany of them (such as Wo Chen)
are unknown as painters until they reach fairly ndvanced azes.
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Technical accemplishment was not in itgelf condemned, providing
it was achieved effortleasly, and did not lead to certain undesir-
able side—effects, to be discussed below. Several of the most
highly regarded among the late Northern Sung group—Li EKung-lin,
Wang Shen, probably Mi Fo—were gquite as proficient technically as
any professional of their day, yet were not denounced by their
friends as artisans.

(ne may or may not possess outstanding technical ability; one
may not depend wpon it, or allow the employment of it to be appareat
in the finished work. A painting done by & man of brilliance and
character, motivated by a proper fim——eumbodiment of feeling rather
that production of a besutiful or admirable object—and acecomplished
in keeping with the concept of the creative act outlined above, will
reveal a competence which is beyond the reach of technical mastery,
and which no incidental skill will harm. An early Southern Sung
writer, Yeh Meng-te, says of poeiry:

(129) In the language of poetry, exceass of akill is to he
firmly avoided;y but if things are embodied by affinity
with one's feelings, [the poem| has spontanecusly a .
wondrous artfulness, and even though it be skilful,
one doesn't see in it the traces of carving [i.e.
leboricusness].

Skill, in the literati painter's wiew, was too often employed
for an effect of brilliance and surface beauty; whereas the abilities
and sensibilities he himself possessed could, given a modicum of
technical facility, produce the qualities he valued more highlys
apparent weakness concealing actual strength, complexity hidden in
simplicity, & subtle richness underlying a seeming atarkneas.

Failure to achieve these gqualities through over-reliance omn super-
ficiel brilliance was considered to reduce in value the works of
such artists as Chao Ch'ang, characterized by Mi Fu as "beautifully
glih,”ﬁE or Li Ssu-hsfin, the T'ang landscapist whom Tung Ch'i-

ﬂTwang and Li are the only two painters clese to his own time

whom Han Cho includes in his list of ascholar-painters who had
"agdhered to the rules,™

Esnilu comuent, eet ageinst the proise accorded Chao by othera,
illustrates vividly how different concepts of the function of paint-
ing can lead to different evaluations, Hsllan-ho hua-p'u says of hims
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ch'ang later named as the founder of the wmuch-belittled "Northern
School," and of whom the "Ching Hoo® treatise says:

{130) General Li's principle (1i) was profound and his thought
remote; his brushwork was very delicate., Nevertheless,
-he was skilful and Florid, and badly deficient in ink-tone.

Su Tong=-p'o writes of callipgraphy:

(131} Most faults in writing come from too puch ornamentation,
In our time, the young men embellish their characters
with much coquettery. But it is like the lovely costume
of o new bride—it doean't indicate that she ias
necegsarily & virtoous voman.

Wa K'o, en early twelfth century writer and friend of Mi Fu's
son Yu-jen, writea the following of poetry, but it could be applied

as well to painting:

(132) Generally, ornamentation and detailed deseription [make
the poem| attractive im its externals; when one first
readas it, he seems to like it, but on repeated reading
it loaes its flavor. Une must concentrate rather on the
congeption. Hut if one uses floridity and prettinesa to

rop this, then both internal [content] and external
anrm] will be cloying . » . That is why ornamentation
apd detniled description make the cutside rich but the
inaide rotten. This ia alsc spoken of as "flowering
without bearing fruit." Foetry of the late T'ang periocd
had this failing; it wes too skilful, only labored,
Florid externally but weak in agarit RN
If, in the apposition [of words™] in & poem one aims
at skill, [the result]| will inevitably be weak in
spirit; on the other hand, unskilfulness in such
epposition cannot make it weak in spirit.

Now, literature begins by being florid and pretty, and
later becomes flat and thin. It is like the sucecession
of the seagonal :prlug ia flurid, CYI L bringu luxurious

o

"Where the profesaional painter will primarily eatch a likeness,
that is not true of works like Ch'ang'as, which immediately convey
the soul of the flewer." Li Ch'ih, in Hua-p'ing "The lotus blossom
grows up oot of mud and slime, to emerge above water and not be
wet by it. Ch'ang, [by gifingj this blosscm mc pure and profound
8 tone, has enabled us to realize this underlying idea." Both use
value criteria unacceptable to the wen-jen hua group, who were not
so interested in pursuing "souls” or "underlying ideas." (All the
above translaticns from Soper, "A Northern Sung Descriptive Cata-
logue of Paintings" (2]8), p. 33 end note 70.)

EEI e. words occupying matching pesitions in a couplet (tui
*’} ) composed of parallel versea. Ch'ieh=tui ED # is presum—
ably & technical term in poetry; I have beem unable to
find a definition of it in any dictiocnary. .
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Fruition. But autumn and winter are times of gatheriag inj
they are withered on the surface but internally rich.
Flowering and fruition are both contained in them.

It was in this way, and not im technical accomplishment, that
the literati painters considered themselves %o ntranscend skill®j
rencuncing the stages of "flowering and fruition,” they attempted
a direct penetration to the consummation of these in the stage of
full maturity, even at some sacrifice of visual beauty. Outer
plainness and inner richness was their ideal, Terms used by eritics
in praising paintings of the literati school reflect this preference:
E‘.Etf-. , "bland, insipid," and tan ¥T , "placid"; ts'ang-lao

% s "old and hoary"; jou , "soft, pliant.” It was this decep-
tive "wenkness" which professional painting, "merely akilful,” waa
held to lack.

Belittling of the Factor of skill in painting was apt to lead
to excesses, both in theory and in practice. The late Ming painter
Ku ¥ing-yiian, perhaps in compensation for hia own mediccra artistic
talents, sdvocates the deliberate cultivation of clumsineas, warning
that once one has leat this virtue and become skilled, it is too
late—there is no raturuing.Tn As for the practice of deliberate
awkwardneas, it must be condemmed or condoned according to individ-
ual cases. If such artists as Li Jih-hus and Chan Ching-feng {both
noted as connoisseurs, but less s0 as paintera) could have transcen—
ded through practice their modest abilities but chose not to, there
is no excusing them. On the other hand, evem if Ni Tsan's "bamboo
like hemp—stalks,” or Chu Ta's misshapen birds tottering on their
prepostercus rocks, may properly be spoken of as producta of ecaleu-
lated clumsiness, we cannot easily bring ourselvea to censure it.

The truth is, of course, that these artiats had enough of
technical skill, and of the preciae kind they needed, to meet
their expressive reguirements. Both developed very personal gualities

of Fform and line, especially in their late years, which could hardly

"0iua yin (33 ), section on sheng cho s m « Similar
statements in reference to calligraphy and literature (e.g. "In
literature, it is not skill which is hard to achieve, but clumsi-
ness [cho]") are mnde as early as'the Sung Iymasty, by Su Tunpg-p'o
and other writers. See Acki, Bumgaku shist (1ga.), pp. 115-6, 330.
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have been improved by training in traditional techmigues. I
cannot believe, in fact, that many of the paintera who have earned
the admiration of centuries of Chinese connoisaeurs were so lacking
in skill that it interfered seriously with their cra&ti}w Bims .
They recognized the need for t.ﬂch.uiqu.l adequate to their purposes,
and their own deficiencies when they lacked it, Su Tung-p'o's
admission that he could uwnderstand but not equal Wen T'ung as a
painter, and his statement that lack of accord between mind and
hand is the result of "an excess of not studying," are farther
indications (along with that in g. 21) that he was not unaware
of the importance, although to him secondary importance, of
technigue, His disdeinful "Why should a noble man study painting?"
is thus put in its proper setting as a plece of occasiomal rheteric.

Duration and Motivation of the Creative Act.

IV A. Since painting is properly the product of a "heiphiened

moment,” the physical osct of painting should not extend over

too long a pericd. In the caae of large-scale works which

gannot be mcecomnlished in one such ﬁeaaiun, successive periods

of exhilarotion may be applied to a single work,

Su Tung-p'o:

{123) Creation criginates in nothingness;
Then, suddenly, there is no impediment—
The heart of the flower springs from a wash of ink,
The color of spring scatters from the brush-tip.

The twelfth century writer Fei Kun, in & passage on “Painting
Water," treats at length the gueation of the proper duratiom of a
single act of ereation, He firat quotea Su Tung-p'o's colophom om
a Wen T'ung bamboo picture (a. 96), then ;Flntea an anecdote

concerning Sun Chih-wei, &n eleventh century painter famcus for
his depictiona of water, Sum had contracted to paint compositions

of waves and rocks on the walls of o temple buildingjy but years
passad without his beginning the project. One day he arrived at
the temple in a great burry, asked for brush and ink, and "in an
impetuous burat of activity, his sleeves flying as if in the wind,
finished it all in an instant." Fei commenta:
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(134) At the mowent when mind and band are in accord, there ia
not a gap of a hair'a breadth between them, It ian't like
painting buildings snd figures, which can be done with
slow, devious movements of the brush, and completed over
& apan of daya.

Finally, Fei gquotea two lines from a poem by the T'ang poet
Tu Fu, who says of his contemporary Wang Tsai; "In ten days he
paints one stream, in five days one stone." Fei states flatlys
PIf it takes ten dayas to finish, the painting won't be worth
locking at." Another twelfth century writer, Wang An—chung, in s
poem written for a Li Ch'eng landacape, takes exception to thess
same lines by Tan Fa:

(1a3s3) "Five days, ten days, one stream or stone"—
These worda may perhaps apply to artisan werkj
But see heaven and earth, the opening forth of Creation!
Doea it melt and fuse a day, a month, in casting a soul?
It does its work with suddenness, as the cceasion
regqolres . o &«

Thus, in still another parallel between natural and artistic
creation, Wang establishes the ideal: spontaneity, vigor, dispatch.
The expressive force of a painting depends first upon the uu:capﬁinn
of form in the mind of the artist, and aéaandly upen the phyaical
movements made by him in painting, as these make their traceas
through his supple brush and sc are sensed by the viewer in & kind
of empathie kinesthesis. Both factors depend in turn upen the
artist's state of mind during the physical production of the work. -
Painting done in a liatlesa mood had better be left undome, When
ene's "exhilaration is exhausted," one had best stop. Curiously, it
ia nowhere suggested, although it must have been true in the exper-
ionce of Chinese as well as Westerm artiats, that the excitement of
creation itself could sustain the intensity of the artist's feeling
throughout the period of production.

A small painting, reflecting am ephemeral mood, was not asaigned
the siatus of relative wnimportance which was formerly the fate of
random sketches and cccasional works in the West. If one's mind is
"made visible in a single character® (gq. 81), so is it manifested
in a single braneh of bamboo, or a landscape so simple as to be

no more than a "fugitive vision." Wu Chenm writes on a bamboo pictures
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(136) By "following my brush" I have dome these few stalka of
bamboo. '+ Although they arise as overflow from the
exhilaration of & single moment, yet they have a
natural flaver of thelir own,

0f - the pair of Su Tung-p'oc peintings twice mentioned above
{q. 55, 88), Ho Y@an writes: -

{137) Although this 0ld Tree and Bamboo and Stene, done by the
magter's playful brush, are only producta of a single
moment, yet [in doing them] he chose to follow his
pleasure and disregerd all ancieat snd medern standards
of painting.

The admiration amccorded works produced in such a way, from

the Sung Dynasty ooward, reveals to uas the profound change which
had ocenrred in basic motions about artistiec creation since the
T'ang period, when Tu Fu wrote of "five days to paint one rock,"
and Chang Yen-ylian stated, "A piece of writing may take some time
to finish, but to complete & painting is & matter of montha and
jeurs."TE The ideal of speed and spontaneity finda a response in
ou¥ modern Gceidental taste, which is likely, in many cases, to
prefer the sketch to the Finished work.

Put the output of the literati painters was not limited to~
"products of the mowent”; how was s large and detailed painting
to be accomplished? A solution to this problem, the application
of a succession of such moments to & single work, is suggested
by an account of the way the Yiian landscapist Wang Meng painted

a view of Mt. T'ai:

(138) He stretched a piece of silk om the wall, and whenever
he was in a state of exhileration, applied the brush to
jt. After about three years, the picture wns finished,

The extraordinary vitality of surface in the works of Wang
Meng, the sbsence of any aress which betray a perfunctory and '
unfeeling continuation of the peainting péﬁcusa, carried out

Tlupollowing the brush® (sui pi @’ ), i.e. relaxing
jntellecturl control over it, is & phrife close in meaning to

hsin pi (¢f. p. 63). Again there is a parsllel phrase sui kiou
EE ; "following the mouth" or "talking at random." Sui-pi

as a compound term is commonly used for infermal essays
anid random jottings.

TE.lcku:r translation {_]&g}, p. 1986,
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aolely in order to finish the picture, atteat to the efficacy of
hiz method. Auang Kung-wang and other artists provide ua, in
ingeriptions on their paintings, with sccounts of similar programs
by which large-scale works were executed,

The professional, of course, could hardly await the arrival of
the pregnant momenty with moutha to feed by his art, and perhaps a
commigsion to fulfill, he simply sat down and paninted. This obser-

vation may serve to introduce the final section.

B. The creation of & work of art must be motivated by &

proper purpoae. If a painting is produced en commission

or for sale, the mercenary motive will be reflected in it.

Chang Shun-min, early twelfth century:s

(139) When a vulgar man takes up the brush, he is sure to
produce vulgar shapes with the intenticn of selling
them; and another wvulger mam will buy them.

Desire for personal gain, as a spur te any action, was
expressly condemned in Neo-Confucian thought as incompatible with
spontaneity. (ne eleventh century philosopher guotes Mencius® -
parable of the man who sees a child about to Fall into & wells
if the man acts spontanecusly to scve the child, he is meting in
asccordance with 1li, the principle of nature. "But when there are
[ secondary considerations, such as| a desire to seek the praise
of neighbors and friends, or to gain the favor of the child's
parents, . » «» these represeat human desire . . . n13

The parallel between such a cage and artistic creationm is not
perfect; the child would be saved whatever the motive, but (in the
wen-jen hua view) the painting would mot. Implicit in the work of
art are the circumstances (reflected in the mind of the artist)
which gave rise to itj; any fault in these becomes a lault in

the picture.
This conviction, together with the belief that reliance upon

skill is detrimental to artistic quality, led to a belittling of
the work of the professional, While his accomplizhments could be

"9 sieh Liang=tso (1050-1103). Duoted from Fung, op. eit., -
p. 105,
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very great, they were always on a somewhat different plane from
those of the scholar-artist. Su Tung-p'o writes in praise of a
contemporarys:

(140) Mr. Chu Hsiang-hsien is capable in literature, but _
- deesn't seek [official] promotion [through it]; he
can paint well, but doesn't attempt to sell his
works. He saya, "I write to make known my mind, I
paint to suit my eonceptions—that's all."

The belief in painting as an imtimate revelation of the
nature of the artist, as this interacts with his responses to
external circomatance to define & moment in hia 1ife, seemed
to the scholar-painter gquite incompatible with the production
of paintings for sale or on demand. To sell a painting wvas, for
him, to eell a part of one's self, "prostitute cne's art" in a
very real sense. A painting might be done as a present for a
friend, or given to a friend when finished; but the motive of
peracnal gain must not enter the creatiom of it.

It is related of many artists (among them Shih-k'o, Kueo
Chung-abu, Wen T'ung, Wu Chen, Ni Tsan) that they refused to
paint on commission, or sell their worke. In the typical anecdots
told of them, wealthy citizens bring rich presents to their homan,
in the hope of being given a picture; but these hopefuls receive
only insults, and are sometimes thrown out the door besides. Li
Kung-lin's protest when pecple came to him for peintings waas
milder, according to what the Haiian<ho hua—p'u tells uag

{141) Kung-lin sighed and said, "T make paintings as a poet
composes poemsj I lyricize my feelings and nature [ef. g. 64]
and nothing more. Alas, why can't people ever find this out?
They only want me to contribute to their entertainment.

The true purpose of painting was the expression or communication
of feeling. But while the artist scmetimes states this as his aim

(23 doea Li Kung-lin in the above gquotation, or Ni Taan in his famous - -

"The only purpose of my bamboo painting ia to tranncribé the - . . - ..

untramneled feelings of my heart™), just as often he will admit to

ne serious aim at all, but apeaks of his painting as a form of play.

Mi Fu and his son Yo-jen inseribed their works with the terms hliftﬂl
y "playfully done," and mo-hsi iﬂ y "ink-play." Wa

Chen, who designates almost all his pictures in this way, writes:




SR

{142) The making of lak-plays is done by gentleman-scholars as
overflow from their literary activitiesj they are made
only to agree with o momentary feeling of exhilaration.

"Play" may seem to us a shallow cbjective im art; but we
should not accept the word at [ace walue, and conclude that the
literati artist truly teck his painting lightly. On the contrary,
he was likely to take it very seriously indeed; "play" is only a
convenient term to describe an activity which searves no practieal
purpose—as painting serves nome, even to the extent of necessarily
producing an intrinaically valuable or beautiful object. He wanted
it made very clear that he was not setting out to produce awe-
inspiring masterpieces. If his works came to be prized by people
of later times, well and goodj but this was mo immediate concern
of hia.

Theae points may be illustrated, and the entire wen—jea hua

position sumsed up, by consideration of & specific Wa Chen
fink-play. nid The painting is of o sprig of bambooj; it ia accom—
panied by the illmminating poem of which two quatrning have
already beea quoted {q. 33, 99). In this poem, Wu Chen sets forth
most elesrly his belief about the fundamental character of painting,
sceording to which even fragments, if they succeed in conveying the
transient feeling of & sensitive artist, are worthy of being
treasured, And it is & fragment, aceordingly, which he has given
nas; little wore than four twigs and & dozen leavea, done with no
ghow of brilliance, & work so slight that it could hardly be of
much value as & picture of bamboo. Nevertheless, in the purpoase he
conceives painting to serve, it functions perfectly; there is not
much of bamboo in it, but all of Wa Chen.

To painting and poem he adds a note in proses

{143) The pleture on the left, the writing on the right—
[they are actually in the reverse order; perhaps Wu Chen
is suggesting their complete interchangeability?]
should be looked at for their [embodiment of] a joyful
mood, They are cheerful expressions of my nature and
feeling, Recent collectors take such works for objects
of sale in the marketplace, concerning themselves over
genuineness or forgery. This is contrary and harmful to
that nature and feeling. But they are blind and deaf, alas!

14
Pl, XXVIII-A; see Catalog, A-l3.
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or of the "gouls" of thingas, lagged by centuries behind recog-—
nition of the same property as & volid function of ealligraphy
and poatry.

As the Northern Sung period wna an age of synthesis in
philesophy, with the Neo-Confucian system as its product, so it
was in the theory of art. I+ should be apparent from the critical
writings cited im the foregoing that an integration of theory waa
taking place. A common terminology is nsed in discussing the
various arts, and commonly-held principles underlie these discua-
siona., Through this interaction, painting received several new
attributes (the theory of painting, that is, for they had undoubi-
edly been present in the practice of it long before the critics
were willing or able to recognize them.)

It had long been & matter of general belief that poetry can
and ghould express the poet's perscnal nature and feeling, either
direetly or through indirect meanaj and that this is a function of
words separate from statement of fact or opinion, description,
argument—{rom any use of words to describe or comsent upon things
external to the poat. - =

A conviction of the expressiveness of abstract line and form
had been basic to discuasions of ealligraphy from relatively early
stages of that art. The emotive import of calligraphy was seen to
arise from the symbolie power of forms created by the writer, and
also from the degree and nature of their departure from the standard
forms of the script he waa using——that is, in the artist's free and
individual tranaformation of his material.

In wen—jen hua theory, it was recognized that all the above

is true also, mutatis mutandis, of paintingy that painting, what-

ever else it may de at the same time——recording of viaual appear—
ance, decoration of a wall or illustration of an historical anee-
dote—does these incidentally, its main functionm being the embodi-
ment of the persomal feeling of the artist in forma.

Having thus stated what literati painting is, we may conc lude
by stating a few things which it is nots
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%o ends by dating his ingcriptiom, signing it end adding
"Written a8 aa ink-play.™

The picture, peem and inscription, considered together, offer
a complete revelation of what Wa Chen thuﬁght to ba the proper
function of painting. "Here," hea says to the blind and deaf collec—
tor (or rather doesn't, but might have), "here is & genuine Wu Chen
for you, "an ill-favoured thing, sir, but mine own.' How much is it
worth? If there were eight twigs and two dozen leaves, would its
value be doubled? And who are youn, anyway, to set & price on a
moment in my life?"

At this point he would lose his temper and throw the man out
the door.

Concluasion.

In the introduction to this study, it was suggested that the
development of literati painting theory was a process through which
the Chinesze view of painting was brought into accord with views
already held toward calligraphy and poetry. We may now reconsider
this suggestion in the light of the parallels between the arts
developed nbove,.

Susanne Langer builds her discussion on the premise of "the
relative sutonomy of the several arta and their fundamental unity
in "Art' itgelf." A basiec concept of the nature of artiastic expres--
sion which holds for one should be applicable to the others.

Even before the Sung peried, the Chinese spoke in general
terma of the underlying unity of the artsj but they often revealed,
at the same time, quite inconsistent ideas about the very nature
and fumction of those arts. Differing technieal problems evolved
different approachss; what was later u:kuufladgad'tu'ha true alao
of others was at first accepted only of one of thewm. :

Langer, pointing out that "each art has its special incubuns of
natural misconceptions,"” deaignates as the particular affliction of
painting and aculpture "the paeudo-problem of 'imitation'." In
China, recognition of painting as subjective expression, delayed by
a precccupation with painting as representation either of appearances
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1, It is not & revelation of Cosmie Truths, mot & presen—
tation of some mystical view of the universe, Ch'an Buddhiast or
other. It is not, even in any remote sense, religious painting.

It is likely to be an expression of values peculiar to the individ-
val or te & group of individuals, rather than common to the culture
as a whole., It iz at least as much concerned with the transitory aas
with the eternal, It is, in short, precisely what one school of
thought about Oriental art (to which the idea of art as expreasion
of the brilliance and nobility of the individual man is euriously
abhorrent) assures us would not, or at least should not, have been
allowed to exist in the Qrient.

2, It is not aimed at extracting the "soula® of things, at
“eatching the very essence," or at revedling the ideal form beyond
the accidents of time and space., Thus Sireén, in attributing to Su
Tung-p'e the view that "painting should not be a representation of
forms but & revelation of the inner life or soul that animates the
Inrma,"15 attributes to Su exactly the attitude which his new system
of ideas was intended to supplant. Ch'i-¥fin or "apirit comnsonance"
is no longer in objects, nor ia "feeling" in them; it is in the-
artist, and lodged by him in freely transformed depictions of them.

3. It is not the idle pastime of the casual dilettante,
treasured by posterity because of the painter's extra-artistie
reputation. Many highly admired men were recognized to have been
incapable as painters; Wu Chem would scon have been forgotiten had L
he not been an extremely good painter. The system of valuea which
guided Chinese connoisseurship differed from ours in some reapects,
but is not separated from ours by any such unbridgeable gulfl as some
Western writers have tried to establish. The only way we will ever
reach the position of being able to decide what we c&n or cannot
acecept from this Chinese system of values is, first, by understanding
it, and second, by approximating the familiarity with large numbers
of original paintings upon which it was based. There is still some

progress to be made before we can properly claim to have dome either.

"Byistory of Early Chinese Pminting (214), II, 35.
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