CHINESE ART

The southern-style painting of the early Ming dynasty is dominated by two
great masters, Shen Chou (1427-1509), the founder of the Wu school, and
his immediate successor and pupil, Wen Cheng-ming. Drawing on the tradi-
tions of the Four Great Masters of the Yiian dynasty, these artists set the
standard for scholarly painting until the end of the sixteenth century.

Wen'’s fully developed style, however, is all his own and is characterized by
a complex treatment of landscapes that is a departure from all that had gone
before. His interest in grotesque trees and tortured, convoluted composition
reached its climax in this handscroll featuring the Seven Junipers of Ch'ang-
shu, dated in an accompanying colophon to the summer of 1532. Years ear-
lier, Shen Chou had painted the famous trees, hallowed by a history that
went back to the year 500. Shen'’s work, or a close copy, survives to this day
in China and offers a similarly gnarled and convoluted composition.
HAL

WEN CHENG-MING

Chinese, Ming dynasty, 1470-1559

The Seven jumipers (detall), dated summer 1532
Ink on paper, mounted as a handscroll

12 X 11 ft 10210, (292 cm. X 3.62 m.)
Inscriptions and seals of the artist

Gift of Mrs. Carter Galt, 1952 (1666.1)
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CHOU CH’EN

Chinese, Ming dynasty, act. ca. 1500-35

The Unfortunates (detail), dated 1516

Ink and slight color on paper, mounted as a handscroll;
painting only: 1281, X 8 ft. /21n. (3l4cm. X245 m.)
Gift of Mrs. Carter Galt, 1956 (2239.1)

In 1516 Chou Ch'en, a professional artist from Soochow
who worked in the style of Li T’ang (act. ca. 1050-1130)
and Liu Sung-nien (act. 1174-1224), painted a set of
twenty-four album leaves depicting Chinese street charac-
ters. The work was painted with such expressive power
that had the artist done nothing else his name would still
be remembered today.

The album has been mounted as a long handscroll with
a colophon. Part of the scroll, including the artist's colo-
phon (which securely dates and attributes the work), is in
the collection of the Cleveland Museum of Art. The
Academy owns the remainder, which depicts ten street
urchins who run the gamut of physical types from plain to
repulsive. One eats a turnip, another carries a basket of

snakes; still another toils under a heavy load of firewood

on his back. There is no indication of surroundings and
little, if any, interaction between figures. Each is an inde-
pendent study delineated with angular, choppy strokes
and a dry brush that leaves ragged edges. The physical and
social types have an individuality bordering on carica-
ture —some are eccentric, some pitiful, some proud. There
is little precedent in the history of Chinese painting for
such interest in a poor beggar or mendicant of grotesque
appearance, except perhaps in the secondary part of Bud-
dhist icons representing scenes of hell. Ch'en’s interest
seemns almost sociological, if dispassionate, and represents
an interesting footnote of great originality in the history of
Chinese painting. HAL
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Wu Pin, a master of fine-line (pai-miao) figure painting, created a number of

detailed landscapes that express the twisted aspects of nature. In the fifth
month of 1601, Wu painted a small handscroll of mountains and clouds for a
friend whose name is unknown, but whose style name was Chiu Hua. The
still-intact work is signed ‘‘Chih-yin-an Chu Wu Pin"' (Wu Pin, Lord of the
Hiding Branch Studio) and bears three seals associated with the artist as well
as two collector’s seals. The accompanying colophon is a long poem by Wu
telling of the beauty of the landscape.

The composition of this subtly beautiful and lyrical painting features tall,
sharp, conical mountains, deep valleys, and massive white clouds; nowhere in
the scene does one encounter the miniature treatment of human figures or
the nearly grotesque natural forms found in Wu's later works. His technique
is unique: the paper acts as the opaque of the clouds; the mountains and
valleys were created with light washes and then textured with brown and
blue brushstrokes. These effects are all departures from traditional methods
and document Wu’s experimental period in the early 1600s. The result is a
panoramic landscape of great simplicity. Although this painting style was not
picked up by other artists, and knew no further development within Wu'’s
own stylistic evolution, his personal use of colors was one of the major contri-
butions of the individualists of the succeeding Ch'ing dynasty. HAL

WU PIN

Chinese, Ming dynasty, act. 1568-1621

Landscape (detail), 1601

Ink and slight color on paper, mounted as a handscroll;
painting only: 133 1n. X 6 ft. % 1n. (34 cm. X 1.85 m.)
Signature and seals: Chih-yin-an Chu Wu Pin;

three seals of the artist

Purchase, 1967 (35i9.1)



Gift of Mrs. Frank Gerbode in memory of Mr. and Mrs.
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LU CHIH

Chinese, Ming dynasty, 1496-1576 ‘ggﬁ_

Blossoming Plum Branch
Ink and light color on paper, mounted as a
hanging scroll; 23'/2 X [3%s in. (60 X 35 cm.)

Signature and seals: Lu Chih; two seals of the artist

Wallace Alexander, 1956 (2261.1)
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Among the Academy's treasures is this painting signed by
Lu Chih, the Soochow artist and follower of Wen Cheng-
ming. Lu's landscapes often employ a sharp crystalline
brushwork in compositions that stress overall patterning,
but his flower paintings (for which he was most famous)
are more in the style of Hsii Hsi or Huang Ch'tian. The
silhouetted plum branches of this painting reveal the deli-
cate brushwork and refined use of color typical of Lu’s art
at its very best.

Various seals added to the scroll by later owners over the
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years provide interesting documentation of provenance.
The painting was once the property of Emperor Ch’ien-
lung, whose seal it bears. An inscription on the painting
by Ch'ien-lung indicates that the work was in his collec-
tion as early as 1758. It probably left the palace as a gift to
a distinguished dignitary. Other seals show that the scroll
once belonged to several generations of the Lu family,
including the maternal grandfather of Chiang Er-shih, the
last owner of the scroll before the Academy obtained the
work. HAL




Twelve flowering plants, each rendered with a spontaneous, uninhibited
brush, are separated by poems done in hsing-shu (running script). Both
painting and calligraphy are by the artist Hsii Wei, who was also noted as a
poet and dramatist. From Shan-yin, Chekiang province, Hsii Wei was the
son of his father's concubine. In 1547, after failing provincial examinations
for a government position, he settled in Shao-hsing in a studio called I-chih-
t'ang (Twig Hall), where he wrote plays, poems, and sociopolitical essays. In
1566 he was sentenced to seven years imprisonment for beating his wife to
death.

Hsii judged his calligraphy to be better than his painting—a free style that
was to influence and inspire a number of Ch’ing flower painters. This scroll
seems to support his view, for the calligraphy is exceptionally fine. HAL
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HSU WEI

Chinese, Ming dynasty, 1521-93

Twelve Plants and Twelve Calligraphies (detail), after 1573
Ink on paper, mounted as a handscroll

12210, % 17 ft. 1% in. (31.8 cm. X 522 m.)

Unsigned; sealed Hsti Wei and several alternate names

Purchase, Martha Cooke Steadman Fund, 1960 (2710.1)
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HSUEH WU

Chinese, Ming dynasty, 1564—ca. 1637
Wild Orchids (detail), dated 1601

Ink on paper, mounted as a handscroll
12'2in. X (9 ft. 6 in. (31.8 cm. X 594 m.)
Signature and seal: Hstueh Wu
Purchase, 1952 (1667.1)

Hstieh Wu was a famous courtesan of the Ming dynasty who was equally

renowned for her archery and horsemanship as she was for her love of poetry
and her originality. “Beside the bed,” declared Hu Ying-lin in a poem writ-
ten for her, “she is awaiting the lute of jade.” This same admirer and man of
letters said that “‘she looked amiable and beautiful. Her conversation is
refined and her manner of moving lovely.” He particularly mentioned her
paintings of bamboo and orchids. ““Her brush dashes rapidly; all her paint-
ings are full of spirit.”” This judgment is fully documented in Wild Orchids,
in which subtlety, elegance, spontaneity, and controlled vitality are all
blended in a delightful virtuoso demonstration. HAL
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Ch’en Hung-shou, from Chekiang province, started to
paint during his boyhood and developed a distinctive style
that was probably borrowed from early pictorial stone
engravings. He is best known for his figure paintings
drawn from historic and religious subjects. The famous
philosopher-hermit T'ao Ch'ien (372-430) must have
been especially important to Ch’en, for he based several
of his paintings on T'ao’s life. Perhaps the most famous of
these works is this long handscroll in ink and light color on
silk, dated in the colophon to 1650. The scroll survives
intact and consists of eleven scenes; each scene is framed
by two rhythmic phrases by the artist.

The colophons accompanying this scroll give us a great
deal of information. Ch’en painted the scroll for his friend
Chou Li-yuan. An inscription by this friend noted that
““the master became inspired on a bridge at West Lake
(Hangchow) and silk was rushed to him. A singer stood at
the rail of the bridge and sang to him. After eleven days of
work —at the bridge, a (nearby) house, a houseboat, and
in a (nearby) temple—he had completed forty-two paint-
ings, large and small, including this one!’

Ch'en deliberately affected the archaic quality of earlier
painters such as that of the fourth-century master Ku
K’ai-chih, using a drapery style of thin flowing lines in the
delineation of his figures. The rocks are based on T'ang-
dynasty rock elements, and Ch’en shaded these and the
draperies of his figures accordingly. Where secondary fig-
ures are present, they are depicted smaller in scale than
the central protagonist, another pictorial device that dates
as far back as the fifth century.
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CH’EN HUNG-SHOU

Chinese, Ching dynasty, (598-1652

Episodes from the Life of T'ao Ch'ien (detail), 1650
Ink and slight color on silk; 12 in. X [0 ft. 1Y4in.
(30.5 cm. x 3.08 m.)

Signed and sealed Ch'en Hung-shou in colophon
Purchase, 1954 (1912.1)

In this section of the scroll, Ch’en’s technical virtuosity
is fully apparent. To the right, the poet disdainfully holds
up his hand (to a woman at his right, not in view). The
scene is identified as ‘‘Planting Rice’’ and carries the
explanation, ‘“Men are fighting for food from rice barrels
to gain raw strength. [ am a man of stimulants and need
not feed on rice!’ The second figure is T'ao holding a staff
and gazing into the distance while the wind whips at his
clothing. The title of this section is ‘‘Returning Home"
and is accompanied by the verse, “The pine and chry-
santhemum are longing for me, so I'll return.’ The last
illustration, entitled ‘“No Virtue,’ shows the famous poet-
sage being carried in a sedan chair. The humorous inscrip-
tion reads, ‘‘Buddhism is far, but the rice wine is close. I
cannot reach far, therefore, I embrace what is close!’ Light
transparent colors augment this linear masterpiece, but a
colophon tells us that they were applied by Ch'en’s fourth
son, Ming-ju.

The Academy also owns an album of eight landscapes
and figure paintings of fine quality by Ch’en Hung-shou.
HAL
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HUNG-JEN
Chinese, Ching dynasty, [610-63

The Coming of Autumn, ca. 1658-6l

Ink on paper, mounted as a hanging scroll

48 /6 x 24%1 0. (122.2X 62.9 cm.)

Signature: Chien-chiang Hung-jen; seal: Hung-jen
Gift of Wilhelmina Tenney Memorial Collection, 1955
(2045.1)

Among the Anhui individualists of the Ch’ing dynasty
was Hung-jen, an artist who took the skeletal painting
style of the great Yiian master Ni Ts’an (1301-74) and cre-
ated a new and original variation. One of the finest Hung-
jen paintings to survive is The Coming of Autumn. Painted
on paper with light, dry brushstrokes, blocky, angular
forms overlap with flat planes. The painting is sparse,
crystalline, and extremely sensitive. The rhythmical repe-
tition of shapes, which result in a feeling of vastness, recall
the style of Hung-jen’s contemporary and teacher, Hsiao
Yun-ts'ung (1596-1673). The single lonely hut in the mid-
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dle ground is given verbal expression in a poem accom-
panying the work: “At the changing of the seasons, my
emotions become sad and lonely. In my wooden hut |
dwell in peace. The winds of the mountain sometimes
come. And in the coolness and harmony I hear the sound
of the branches and trunks.”

The scroll is signed ‘‘Chien-chiang [courtesy name]
Hung-jen’” and sealed ‘“‘Hung-jen."” There can be no doubt
of the work’s singular importance in the study of this mas-
ter's brief career. HAL




Wang Hui, one of the Four Wangs of the Ch'ing dynasty,

was famous for paintings in the style of earlier masters. As
a youth his virtuoso abilities permitted him to make
exacting copies—so much so that even in his mature works
it is possible to detect the style of various earlier artists
combined into one painting. Such works are not uncom-
mon, and truly synthesized treatments in which his indi-
vidual manner can be observed are relatively rare. The
small hanging scroll illustrated here is one of his individual
efforts. The work, signed ““Shih Ku [style name] Wang
Hui,” followed by two artist’s seals and several collector’s
seals, is dated by inscription to 1680, when the artist was

forty-eight years old. The painting is original in its use of
space and washes, despite the inscription by Wang
announcing his debt for the painting’s light coloring to the
Sung-dynasty painter Kan Feng-tzu.

The finely articulated grasses in the foreground and the
fineness of the thick bamboo grove in the middle ground
should be noted; here the artist has effectively used the
white of the paper as a path that meanders from the fore-
ground into the distance. Above all else, this small paint-
ing is a logically conceived landscape reflecting total

mastery of Chinese technique. HAL



