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PAINTING AND CALLIGRAPHY
INTRODUCTORY NOTE

CHAPTER I—GENERAL PRINCIPLES

Chinese calligraphy and Chinese painting both have a history of great antiquity. They are
moreover distinguished by the existence between them of a peculiar close affinity. The art of
painting is known in many countries, but the art of calligraphy is known only in China, and
what is known of the art of calligraphy in Japan is also that of China. Characterized as they
are by this very special relationship in their parallel existence, Chinese calligraphy and paint-
ing would seem to deserve a position of first importance in the realm of art.

Primarily both Chinese calligraphy and painting serve as media of the revelation of the
spirit of man and have always exercised great influence upon each other. Nobility of charac-
ter and profundity of learning find expression in Chinese paintings and writings, which, with
an adequate technique of their own, are essentially different from the simple reproductions
of concrete substances.

Of the old writings and paintings that are extant (that is, those done on silk and paper),
there are examples of Chung Yu, Wang Hsi-chi, Ku Kai-chi of the Six Dynasties. But owing
to their great antiquity, it is difficult to ascertain their genuineness. Those of the T‘ang and
Sung Dynasties are more numerous and are worth careful study. It is now proposed to
describe briefly and in their main aspects the origins and types of the various writings and
paintings in their historical order for the benefit of those who are interested in the art of
Chinese calligraphy and painting.

CHAPTER II—THE EvoLuTioN oF CHINESE CALLIGRAPHY
AND Its EMINENT EXPONENTS

Calligraphy as one kind of Chinese art may be said to have passed through approximately
five stages. From the dynasties of Shang and Chou to the Chin Dynasty, Chinese calligraphy
evolved from picture-writing to chou-wen (§ %), and siao-chuan (/ %£). This may be re-
garded as the first period of which many specimens may be found on various bronze-ware and
stone inscriptions.

Pa-fen (J\ 4}), a composite and transitional type of writing, first appeared at the end of
the Chin Dynasty, while during the Han Dynasty such styles as li-shu (2 ), chang-tsao (i
#¥), and tsao-shu (#% ) were evolved. During Wei, there was Chung Yu and during Tsing
there was Wang Hsi-chi, both of whom were famous for their writing in what is known to-
day as the formal and running styles and of whose handwriting true representative speci-
mens are still in existence to-day. It might be said that in their writings the art of Chinese
calligraphy as known in its present styles reached its height. In fact, no subsequent artist up
to the end of the Six Dynasties ever went beyond these two eminent calligraphists. The
only slight deviation occurred during Pei Chao (North Dynasty) when such man as Chen Hsi
developed a style possessing singular vigour and a sheer ruggedness all its own. This is
the second period in the history of Chinese calligraphy.
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The Sui Dynasty witnessed a commingling of the styles of writing as they were known in
the north and the south, and this led up to the flourishing period as represented by the T‘ang
Dynasty. The Emperors Tai Tsung, Ou-Yang Hsun, Yu Shih-nan, Chu Sui-liang, Hsueh
Chih, Lu Chien-chi, Sun Chien-li, Chang Hsu, Yen Cheng-ching, Hwai Su, Liu Kung-chuan,
Li Yung, and Hsu Hao are all calligraphists with individual styles. Among the poets, Li
Po, Lin Tsao and Tu Mu are also known for their distinguished penmanship. During Wu
‘Tai (Five Dynasties) a worthy successor was found in Yang Ning-shih, who seemed to rep-
resent the best of his predecessors. This is the third period.

During the Sung Dynasty the art of Chinese calligraphy saw further and greater develop-
ment. Succeeding Wu-yang Shih, Tsai Hsiang, Su Shih, Wang Ting-chien and Mi Fei de-
veloped four distinctive styles of the Sung Dynasty. Later the Emperor Hui Tsung invented
what is known as shou-chin-shu (J& 4> ), while the Emperor Kao Tsung spent twenty years
in the Teh Shou Palace learning the art of the two Wangs (Wang Hsi-chi and Wang Hui-chi).
In the meantime, such scholars as Tsai Ching, Chou Pang-yen, Fan Cheng-ta, Chang Hsiao-
shiang, Chiang Kwei, Lu Yu, Wu Chu, Wu Yueh, Chu Shih, Yao Ke and others all won fame
as calligraphists. The conquest of China by the Manchus (Liao-Chin) and Mongols was, as is
known, largely political and Chinese civilization was in each case adopted by the invaders.
Thus it was that Yin Hsun and Wang Ting-tsun of Chin and Chao Meng-fu of Yuan rose one
after another as distinguished artists. Chao Meng-fu who was as eminent a painter as he
was a calligraphist may be regarded as the supreme representative of this fourth period during
which lived also such famous men as Shien Yu-shu, Kang Li-kwei, Yu Chih, Chang Yu, Chieh
Hsi-ssu, Yu Ho and others who were each distinguished in his own particular style.

The Ming Dynasty carried on the heritage of the Yuan Dynasty and had such famous artists
as Sun Ke, Sun Lien, Li Tung-yang, Chu Jung-ming, Wen Chung-ming, and Wang Chung
who were all known for their special talent. The most distinguished calligraphist of the
period, however, was Tung Chih-chang, who was equally proficient as a painter. Indeed, he
attained such artistic heights that most of the later calligraphers of the early Ch‘ing Dynasty
were overshadowed by him. There were, nevertheless, such comparatively outstanding men
as Wang To, Wang Shih-hung, Chiang Chen-ying, Ching Nung, Wang Shu, Liu Jung, Weng
Fang-kang and Yi Ping-shou who were all representatives of the Ch'ing Dynasty. After the
reign of Chia Ching, there was a general distaste for the rigidity and dullness of the tai-ko
style (4% [4] %), into which Chinese calligraphy had largely fallen at the time. A new interest
in the study of old stone inscriptions was aroused and the art of calligraphy took a sudden
turn, acquiring in the process a new vitality. Representatives of this phase were such men
as Teng Shih-ju, Pao Shih-chen and Chang Yu-chao. This is the fifth period.

CHAPTER III—TuE EvorutioN oF CHINESE PAINTING

AND THE FAMoUS PAINTERS

The art of painting is very complicated. It may be described in three divisions—landscape,
figures and sketch.

(1) The origin of painting of landscapes is attributed to the Six Dynasties, but it flourished
in the T‘ang Dynasty. For convenience’s sake, it may be divided into two schools, northern
and southern. The southern school secures harmony of tone by means of soft touches and
gains illusive charm in its drawing of realities. This school lays stress upon the handling of
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the brush. The northern school makes powerful rhythm predominant in its compositions,
showing real strength by means of empty spaces. This school emphasizes the application
of colours. The founder of the southern school was Wang Wei. Yang Shen and Lu Hung
of the T‘ang Dynasty, Ching Hao, Kwan Tung, Tung Yuan, and Chu Jan of the Five Dynas-
ties, Li Cheng, Fan K‘uan, Hwei Chung, Yen Wen-kuei, Hsu Tao-ning, Kuo Hsi, Chao Ta-
nien, Mi Fei, Chiang Shen and Mi Yu-jen of the Sung Dynasty, Chao Meng-fu, Chien Hsuan,
Kao K'e-kung, Huang Kung-wang, Tsao Chih-po, Wu Chen, Wang Mang, Ni Ts‘an, Sheng
Mou, Chu T‘e-chen, T‘ang Ti, Chen Yu-yen, and Hsu Pun of the Yuan Dynasty, Wang Fu,
Liu Yu, Shen Chou, Wen Cheng-ming and Tung Chi-chang of the Ming Dynasty, and Wang
Shih-ming, Wang Chien, Wang Hui, Wang Yuan-chi, Wu Li, Yun Shou-ping, Shih Hsi, Shih
Tao, Pa-ta Shan-jen, Emperor Kao Tsung, T‘ang Yi-fen and Tai Hsi of the Ch‘ing Dynasty;
all these painters carried on the tradition of this school for more than a thousand years
without interruption.

The painting of landscapes by the northern school often included drawings of human and
animal figures and of buildings and towers. Their execution was of two kinds, elaborate and
rough, and the representative artists were Li Sze-hsun, and Li Chao-tao, alias the “Big” and
“Little” Generals Li, of the T‘ang Dynasty. Well-known for elaborate execution were Wang
Hsien, Chao Tsung-han, Chao Po-chu, Chao Po-hsiao, Liu Sung-nien and Yen Tz‘e-ping
of the Sung Dynasty, Wang Chen-peng of the Yuan Dynasty, and Chou Ying and Wu Pin
of the Ming Dynasty;—all these artists formed one school. Tor the rough and rugged style,
may be mentioned Li T‘ang, Chu Jui, Ma Yuan and Hsia Kuei of the Sung Dynasty, Liu
Kwan-tao of the Yuan Dynasty, Tai Chin, Chou Chen, T‘ang Yin and Lan Ying of the Ming
Dynasty;—these artists also formed one school. The different schools of painting in the be-
ginning of the Ch‘ing Dynasty followed the tradition of the artists of the latter part of the
Ming Dynasty. For example, Wang To, Tai Ming-yueh, Fu Shan and Fa Jo-chen all showed
approaches to the northern school. Sometimes the southern and northern schools showed

intermixture in their technique and exhibited no clear line of demarcation. It is for con-
noisseurs to distinguish them.

(2) The painting of human and animal figures had its origin in the Han Dynasty, and it
was followed up through the Six Dynasties, but touched a little by extrancous influences.
The extant works of this category date back to the T‘ang Dynasty and they are comparatively
authentic. Yen Li-pen, Wu Tao-tse, the junior and the senior Yu Chih, and Chou Fang of
the T‘ang Dynasty, Chou Wen-chu and Chiu Wen-po of the Five Dynasties, Shih Ke, Chao
Wu-chiu, Li Pai-shih, Su Han-chen, Ma Ho-chih, Chang Tse-tuan, Chia Hsi-ku, Liang Kai,
Li Sung and Kung Kai of the Sung Dynasty, Chao Meng-fu, Chao Jung, Chao Yen, Cheng Chu-
sun, Yen Hui and Jin Jin-fa of the Yuan Dynasty, Wu Wei, Kuo Hsu, Tu Chin, T‘ang Yin,
Chou Ying, Ting Yun-peng and Ts‘ui Tse-chung of the Ming Dynasty, these painters either
depicted real scenery and living figures or ethereal charm and airy grace by means of either
elaborate drawing or rough sketch, and each of them was eminent in his particular category
of painting.

(3) TFamous for painting real scenery and life-like figures were the following artists: Han
Kan, Tai Sung, Han Huang and Pien Luan of the T‘ang Dynasty, T‘iao Kwan-yin, Hsu Hsi,
Hwang Chuan, Teng Chang-yu of the Five Dynasties, Chu Tsai, on of Hwang Chuan, and
Chung Ssu, grandson of Hsu Hsi; each had his own technique. Chao Chang, Ts‘ui Po, Ai
Hsuan, Wu Yuan-yu, Lin Chun, Wu Ping, Li Ti, Ma Lin, and Lu Tsung-kuei, Hsiao Jung of
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the Liao Dynasty, Chien Hsuan and Wang Yuan of the Yuan Dynasty, Emperor Hsuan Tsung,
Lin Liang, Lu Chih, Chen Tao-fu, Wang Ku-Hsiang, Hsu Wei, Chou Tse-mien and Chen Chieh
of the Ming Dynasty, Yun Shou-ping, Wang Wu, Chin Nung, Chiang Ting-hsi and Tsou I-
kuei of the Ch‘ing Dynasty;—each of these painters had his own special qualities. The paint-
ings of this school are characterized by exquisite beauty, as well as powerful rhythm and show
excellent skill in the mixing and laying on of colours. In this school there was also a group of
painters, who specialized in producing pictures just by a few touches, chiefly in outline. Though
they made sparing use of colours, they could produce pictures full of life and vitality, without
at the same time being coarse and vulgar. Thus their works are far superior to the pictures
of the “patronized’ type, which were mainly imitative.

CHAPTER IV—THE SPECIAL FEATURES AND TECHNIQUE

oF CHINESE PAINTING

The three general divisions of Chinese painting as described in the previous chapter were
discussed merely from the standpoint of the highest individual attainments of the represen-
tative artists. However, as it often happened, one person might be equally skilled in several
or all of the three divisions. But in the study of Chinese painting one must first of all realize
and appreciate the important fact that it is almost entirely a medium for the expression of
the character, the temperament and the taste of the painter. This is so because (1) Chinese
art is an integral part of life, because (2) the technique of Chinese painting and that of callig-
raphy are bound up with each other, and because (3) the implements and the manner in
which they are employed are both highly elaborate and refined.

The principal instrument used in Chinese painting is, of course, the brush. But the brushes
are highly differentiated according to the degree of fineness and suppleness. Every stroke
of the brush is irrevocable and is not retouched. Therefore the effects thus obtained in land-
scape painting are quite different from those achieved by the piling of colours and the process
of endless retouching, while the force and appeal thus produced will be found in the intangible
whole of the picture.

The laws of perspective, of light and shade and of proportion, though not rigidly observed,
are respected in the main through rhythm as well as the atmosphere which generally envelops
and illuminates the entire picture.

Particular attention is also paid to the employment of ink and colours. Desides th.e pre-
liminary care usually exercised in the preparation and mixing of the pigments, the order in
which they are applied, the force or pressure with which they are brushed on, the proportion
between the water and colour used as well as that between their various combinations, and
finally the quality of the brush, the silk or paper and of the colours themselves are all su-
premely important in the moment of contact in order that the desired brilliance and appeal
of a picture might be achieved. Therefore, in the manufacture of paper, silk, pigments and
the brush, special skill is always required. Even at the moment of painting, the various
materials to be used must be suitably prepared. For instance, the dampening of the paper
ground, or the treatment of silk with alum, or even the sclection of the right kind of water
for the mixing of colours. In the matter of the brush alone, as many as forty kinds are used,
not to mention the various other things required in the pursuit of this art.

12 )
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Besides paper and silk, painting is also done on buildings and various kinds of utensils.
Similarly, the finger or even the tongue is sometimes used instead of the brush. In addition
to these varieties, pictures are also made by the process of charring, and others out of wrought
iron, paper and velvet, which may be classified as industrial art.

There is finally another point that should be made clear in connection with Chinese painting.
Though it has a style and spirit all its own, Chinese painting has in its contact with foreign
influences, shown considerable reaction. The effects of Buddhism, of communication with
the outside world through envoys and of the importation of foreign industrial artcraft and
materials can be seen in the upheavals in the style of Chinese painting. However, most of
* the foreign elements have been digested and assimilated, and made an integral part of the
original art of the nation. It would not, therefore, be too much to claim for Chinese painting
the position of leadership in Oriental art.

CaAPTER V—THE PrixcipArL. EXHIBITS

Selected as they are from the collections of the National Palace Museum and National
Museum, the exhibits displayed in London are by no means comprehensive but they may be
considered as fairly representative of the various important schools of Chinese calligraphy
and painting. It is believed that an inspection of these exhibits will be sufficient to give an
idea of the general nature as well as the special characteristics of the art of Chinese calligraphy

‘and painting. Such other examples as are not found in the Exhibition are either solitary

originals which should rather be saved from the risks of transportation over long distances or
works of a somewhat secondary quality which need not be indiscriminately shown. There
are still others which, due to the extreme delicacy of their condition resulting from their
very antiquity, can no longer withstand rough hanging, or which, due to their extraordinary
dimensions, cannot be properly displayed. It is, therefore, after considerable deliberation
that the following list was compiled:

T‘ang and the Five Dynasties . . . . . . . . . . . 6 exhibits,
Sung . . . . . . . . . . . . < < . . . . . Db6exhibits.
Yuan . . . .« « + + s s« o x s s « » o « » <41 exhibits,
Ming . . . . . . . . . . . . . . . . . . . A3exhibits.
Ching . . . . . . . . . . . . . . . . . . . 29exhibits.

There are altogether 175 exhibits representing the art of Chinese calligraphy and painting.
It is hoped that in spite of the omissions their presentation in the chronological order will
prove satisfying.

Finally, a word may be added in regard to the type of mounting which is also peculiar to
Chinese calligraphy and painting. In fact, it is a distinct art, the parallel of which cannot be
found in any other country. This art consists in completely bringing out and enhancing the
beauty of the subject in the process of mounting, and also, in the case of damage to the orig-
inal ground, in skillful mending. There are a number of such skilled men as T‘ang Chich and
Wu Wen-yu who actually enjoyed as great fame as the artists. Tkere are, moreover, several
styles of mounting. Some are in scrolls and others are in book form, while all of them are
aimed at convenience in handling as well as in keeping.

For the convenience of reference, the various Chinese dynastic periods are appended below
together with the Western chronology:
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Han. . . . . . . . . . . . . . . . . . . 206B.0-220A.D.

San Kuo (Three Kingdoms) . . . . . . . . . . . 220-265 A.D.
Tsing&Sui . . . . . . . . . . . . . . . . 265-618 AD,

Tang . . . . . . . . . . . . . . . . . . 618907 AD.

Wu Tai (Five Dynasties) . . . . . . . . . . . . 907-960 A.D.

Sung. . . . . . . . . . . . . . . . . . . 960-1279 A.D.
Yuvan . . . . . . . . . . . . . . . . . . 1279-1368 A.D.
Ming. . . . . . . . . . . . . . . . . . . 1368-1644 A.D.

Ch‘ing e e e e e e e . ... . . . 1644-1912 oD,
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1. Li Chao-tao ““Loyang Lou T‘u’’
Loyang Mansion (attributed).

Li Chao-tao (circa 716).—Son of Sze-hsun
g (J ). At T'aiyuan Fu (¢ J& fF) he was an
official with the rank of Ts‘ang Ts‘ao Chih
Chi Hsien Yuan (& ¥ & # 5 Br). After-
wards, he became “T‘ai Tse Chung Shu She
Jen (% + o gt & A). After generations
call Sze-hsun General Li, senior, and Chao-tac

General Li, junior.
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