IE4t =BFiE

ORTHODOXY OR WILD WAY:
WANG DUO AND HIS CONTEMPORARIES

ETFESMHBRAK

sk VAE ¥ Yiguo Zhang

AR R a2 Bosk

Culture and Art Publishing House



IF 4t =B 1&a

ORTHODOXY OR WILD WAY:
WANG DUO AND HIS CONTEMPORARIES

EF IS MY R

K PAE # Yiguo Zhang

4 R Ao Ko

Culture and Art Publishing House



BEEREB (C 1 P) ¥iE

EH5EE . RSN /skUIEZE . — b
i R ZEARHARY: , 2010.7
ISBN 978—7—5039—3750—7

I

. OFE- 0. O M. OFEF (1592 ~ 1652) —

FBik—EARER V. ©J292.112.6

R RA B 451 CIP i@+ (2010) 88 117376 5

IEG5%#E . £85MpsHR
ORTHODOXY OR WILD WAY:
WANG DUO AND HIS CONTEMPORARIES

e # 2 SkUAE

e i« A HERM

BTG - PR

FR)ntR - tREW FE HER KA

W HuER ; Bif% Jillian Schultz Thomas A. Myers

Femiikit . FidE

HRRAAT « A ¢k K & & it

h hE : AEH AR ZRIY/A % 525 100700

%] fik : www.whyscbs.com

i1l : whysbooks@263.net

o iF : (010) 64813345 64813346 (M4H=E)
(010) 64813384 64813385 (%k1THR)

% o FEBIE

Efl il + AL st B SCRHb R ED R PR 2 &

M % :20104E 7 A% 1R

¥ A 720x960 ZX 1/16

£ gk . 19.5

7 ¥ - 380 TF

15 ‘5 . ISBN 978—7—-5039—3750—7

E #r : 160.00 ¢

WARA , AZAL T, fRRAER, MR,



H 3 CONTENTS

F=/10
INTRODUCTION/14

FHMERZ:. ERZMHHTN/18
A RECONSTRUCTION OF ORTHODOXY: WANG XIZHI'S
METHOD/40

FFEMRE. KB, FROFLX/62
ASSIMILATION OF WILDNESS: THE STYLE OF ZHANG XU AND
HUAISU/86

FEMNEBRLSBRBPHIXZEH/110
WANG DUQ’S THEORIES ABOUT LITERARY AND ARTISTIC
THOUGHT /124

F CATALOGUE/145

F & TBtEREEREXTEB LR/ 148

Wang Duo (1592-1652) Climbing to Yuemiao Temple /148

T & TBEERAEREZLEM/150

Wang Duo (1592-1652) Climbing the Peak of Taishi Mountain with Wang Long /150

T & OBEREPEXRTEE/52

Wang Duo (1592-1652) Climbing Zhongyue with Friends /152

T 8§ TBIHE () =t#R/15

Wang Duo (1592-1652) A Poem in the style of Du Fu's "Autumn Meditations" /154
T § TBEEMABRREZE/15

Wang Duo (1592-1652) Ode to the Ancients /156

T & TBCEXTEXIKE/161

Wang Duo (1592—-1652) A Poem on Motianling Mountain /161
T 8 FBLEwERGTE/162
Wang Duo (1592—-1652) A Poem on Linche Relay /162

T 8§ TBtEXTMEREE/167

Wang Duo (1592—-1652) A Poem on Taihang Mountain /167



LIRE AT TREEE /246

Shen Zongjing (1669—1735) Integrity as Cypress and Longevity as Pine Tree /246
RERE TELERF/250

Huang Daozhou (1585—1646) Seven Character Poem in Cursive Script /250
BERE TRRSER/252

Huang Daozhou (1585—1646) Five Character Poem in Running Script /253

fRoTi 1TH-t4e/256

NiYuanlu (1593—1644) Seven Character Poem in Running Script /256
WEHE  TRE/258
Zhang Ruitu (1570—1641) Snow Landscape /259

& I ERHEFE/262

Fu Shan (1606—1684) Five Charcter Poem in Cursive Script /262
28 L7k /264

Wu Dan Landscape /265

EFRE HEBLEH/268

Wang Zhideng (1535-1612) Seven-character Poem in Semi Cursive Script /268
WL HARTCE/270

Xie Guansheng (1760—-1830) Ancient Trees and the Waterfall /270
B W htelRE/272

Huang Yue (1750—1841) Mount Jiuhua /272

E B HRE BFERE

REikig M RARERE/276

Ge Xu and Du Dashou The First Ode on Red Cliff
Shen Maojun and Lu Guangming The Second Ode on Red Cliff /278

RE%E =ZTHE/284
Wu Guohua Orchid /284

SEZHH/286
BIBLIOGRAPHY /286



A s
Tty Tl

—Hdl

AVM QTIM 3O AXOUOHLIO
i

B (HFFE)

1646 F1E,

T, 4k

27.9 X 756.9 JEH
b Vi TE T R

L]
Y

\ G (%

Jr(Pe TI

3t

y ‘\\:M Yo

N7

I Gt

IEBRE L, MEEEEM . EHREE, FEEE
RHANRS, HRILBR. Yol i, XFEHHE.
% CHIEE, MENRRS. EEEET, EMET,
SRS LB, ERE R, AFEEER, Middblsk.
[HF : CEXEEITEEE) ) [ALF - CEEW) ]

RHMERE, ABREE, HAEEK, REBME,
Rk =Iglg, BERHT. AR ILE, ZER=E,
[ REPERs), AiddbeEs, ] EEAHRN, ETFEAEE,
HeE UK, AINIORIE, AR Y, fRTER RS,

[ELF - (RMNBEF A8 28 +HhE] [AH  CAFEFER DB LKE=58)
]

W R, SAAEZT.
EHR—R, BEEIUR,
HAY AlE, XAEEE. BEPEE, HBKIHR.
BIEENER, EILH AR, LEXEE? BNERK
[#EET : €D ] PABUAEIRTL? K — RS

(A - ChREASIAD

MEMNE, ElHREY.



.
7 ’j’ ’; a3 P W) < = * - Lot
SRV IR ERERL L k1!
1Y 5% ﬂé%‘}fj% f‘bf%’/‘f
'3 R -‘:‘-/fz::%"g,@&',;/g%
A9 %‘) » lf%p ¢ F VT I g’ ?f fzj

HERREK, 4 LEMEE,
SRy, LMHRE.
ERELE—F, ERENHA.
HEx A, TR
[HH  CEEE#EY ]

EE&H LS,
IR E
iy HA7RTR,
g a4k,

FTRHERKET .
RIE—ME,
LHEAIBE,
Ve BRI

[ F . GRALE LT ]

R ILAETR,
SRR F T,

IHER(ER .
LA,
PEFHFILXE.
TEREME &

[ #H%k : C(ICEIFRIRY 1

=24

ﬁ»@iﬁ&
R2RY

Roo 2

v

-~
it

S
. /.
£ 5 | 3
R s
- .vl\‘ ‘;I" .s&.,ewf

o _q%, % ﬁ("&ﬁ;’; |
%) /B ALY

% [18) & i}? % 5‘11:),/:
e T R RIS
&) b w“//u AP, £ i

BEXEEIH, WMETBAE.
ITEAG L=, BRARLER,
HHEELE, FEmERN.
RIEFEARR, AE5ETE,
[BE .« (ERSED ]

AE=A+THRB, RBTIE, %
KEURHE, BHF2lW+-F, WE
Bk, BHEEHEESBE, AH
FHWE AN, KA, REE,
EARMR. AR, AAR!

fink AT S

AVM ATIM IO AXOJOHLIO



AVM (TIA HO AXOUOH YO

AT

Wang Duo 7ang Poems

1646, handscroll, ink on paper
11X298 in
Shanghai Museum Collection

Can you tell me the year that Gu Hutou

Fainted Cangzhou on the wide temple-wall?

Red sun, rocks, woods, blue sky.

Pelicans flying where the monk's staff falls,

And the kingfishers fear not the floating boat?

This is the right road to the Lu-Mountain!

1'll follow Huiyuan on his pilgrimage.

[Du Fu, "A Mural Painting." Translated by Underwood]

The war in Fenglin goes on,

The road to Yuhai is dangerous still.

Beacon-fire clouds crown the peak.

The vanguard camps have dried the wells.

The fierce wind is shaking violently in the West,

The cold moon illuminates the North.

1, the old man, long for General Li,

When will he come to lead us!

[Du Fu, "The Nineteenth of Twenty Poems in Qinzhou."]

While fighting fills the universe,

Why must you go on a long journey?

Your relatives and friends weep

To see you leave this lonely city on saddled horse,

When the countryside is no longer green, because the year is late,

When the frost and snow are clean, because the roads are deserted.

Human parting is not new;

We understand now why the ancients were sad.

[Du Fu, "Sending a Friend off on a Long Journey." Translated by William Hung]

These giant steps were made by King leng,

/ have come to Pingtari in search of antiquity.

Immortal Xiao Shi was once carried here in bright-colored clouds.
King Teng's inscription is still on the wall.

The great temple is so tall it can reach every king;

The boundless sky and earth cover the ten states.

It is said that the immortal, carrying a crane and playing a reed pipe,
Often passes the northern mountain peak.

[Du Fu, "Jade Platform Watch."]

Fangzhang Island lies cradled by the sea.

Tiantai Mountain shimmers in the clouds.

In lite, I've seen so many paintings.

/ have become old, and detest my ignorance.

Tiny boat, are you taking Fan Li to his seclusion?

Aloof crane, are you carrying Wang Qiao flying in the sky?

My life should follow nature.

When will | escape this mundane world?

[Du Fu, "Watching Li Guging's Brother's Demonstration of Painting."]



By the bank where the fine grass bends in a gentle wind,

my boat's tall mast stands in the solitary night.

The stars hang down over the great emptiness of the level plain,

and moon bobs on the running waters of the Great River.

Literature will bring me no fame,

A career is denied me by my age and sickness.

What do | most resemble in my aimless wanderings?

A seagull drifting between earth and sky!

[Du Fu, "Thoughts Written While Traveling at Night." Translated by David Hawkes.]

Long ago | heard about the waters of Dongting,

and now today [ have climbed up Yueyang tower.

The lake cleaves the lands of Wu and Chu to east and south.
Day and night the world floats in its changing waters.

Of friends and family I have no word.

Old and ill I have only my soljtary boat.

The warhorse stamps north of the passes.

! lean on the railing and my tears flow.

[Du Fu, "On the Yueyang Tower." Translated by David Hawkes]

Fath for a wanderer past the blue mountains,

A boat moving on before the green waters.

High waters level, the two shores wide,

Wind holds stead)y; a single sail far.

Now sun born from sea in the last of the njght,

Spring comes to the river in the year before.

And where shall letters from home reach me?

Migrating geese, toward the edge of Luoyang.

[Wang Wan, "Reaching to Foot of Beigu Mountain." Translated by Stephen Owen.]

With Chu Mountain beyond reach.

[ return on the desolate road.

The sea is as clear as rainwater.

Deep in the night, the sound of the river echoes the tide.
The southern stars tell me I'm far from home,

My books are hard to send here.

! want to show proper gratitude to Kongtan Orange,

But no messenger can reach Luoyang Bridge.

[Zu Yong, "Southern Journey."|

Burning joss sticks, | forget to return at night.

[ stay with the pine trees and the ancient temple.
Lamps illuminate the abbot's room,

Pearls adorn the monk's robe.

In the white Sun, I set my heart on tranquility,
The green lotus, reveals the subtleties of the law.
Heavenly flowers fall without cease,
Everywhere birds snatch them away in fight.

[Qi Wugin, "Dragon Flourish Temple."]
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INTRODUCTION

| have practiced calligraphy for over forty years. My forty years of study of
calligraphy certainly has its sources, and | believe that there must be some
people who deeply love my [present] work. Those who do not understand it
might regard it as the wild way of the calligraphy of Gao Xian (active 847—
859), Zhang Xu (active 7th century), and Huaisu (ca. 735-790). | don't agree.
No, | don't agree (fig. 1)!

EB¥ZM+E, BAERME, LEFHERELE. FAENIBEAS
N, 5KME. FEEFE, SRR, Rk, R

On the fifteenth day of the third month of 1646, Wang Duo £ % (1592-1652) created a
handscroll in cursive script from ten Tang poems, most by Du Fu (712-770), to which he
added the above colophon."' This inscription, which will serve as a focal point for this

study of Wang Duo, alludes to the two major trends in early Chinese calligraphic art and

provides an invaluable insight into Wang’s synthesis of them.

In his public life, Wang had the ignominious distinction of being the high Ming official
(cifu v %#) who surrendered the city of Nanjing to the Manchus {##%, and at the time he
wrote the Tang scrolls he had recently moved to Beijing to serve China's new rulers. Two
years earlier, the Ming emperor hanged himself on a tree in the imperial garden, leaving
Wang with the agonizing choice of either serving the Manchus or remaining loyal to

a lost cause. Two of Wang Duo's closest friends, the Ming officials Ni Yuanlu {5 75
(1593-1644) and Huang Daozhou #j& & (1585-1646), had followed the emperor's
example: Ni Yuanlu hanged himself and Huang Daozhou was killed by the Manchu
ruler, having chosen death over submission after being captured by the Qing army in
battle. Their sacrifices reflected the most admired traditional virtues—loyalty, filial piety,
integrity, and righteousness. In contrast, Wang Duo surrendered, betrayed the Ming, and
became "an official of two dynasties" (erchen 5 ), traditionally regarded as morally
reprehensible. It was during this period, however, that Wang Duo's art reached its high
point, a fact he regarded with great satisfaction and almost certainly with bitter irony,

given his hapless and humiliating political life.

Throughout most of Chinese history, calligraphy has enjoyed a special immunity to the

persecutions that have suppressed and at times almost smothered other art forms. During

14



the turbulent period of the Manchu conquest, Wang could find refuge in his art and
continue to reach an audience who would understand and appreciate it. The boastful
tenor of the colophon, in direct conflict with the Confucian tradition of modesty, reflects
his excitement over the direction his work had taken. More arrogant still, he bluntly
criticized the sage calligraphers of the Tang dynasty, Zhang Xu and Huaisu, labeling their
calligraphy "the wild way" B35 (figs. 2-3), and was adamant about disassociating himself
from them. In a series of suspended dots, applied forcefully at the end of the work, Wang
brushes out three uncompromising "not trues," his tone so strong, his feeling so intense,
and his manner so stubborn; there is no other colophon like it. He was clearly a man

who put his art above any reputation for humility.

The form of the colophon in which Wang Duo expressed his feeling has special
importance in history of calligraphy. The colophon is a short essay or poem appearing
at the end of a book, article, painting, work of calligraphy, or seal. It can be brushed by
the artist himself, or by collectors, connoisseurs, and other calligraphers. Colophons in
general constitute an approach to criticism and a miniaturized history that are held in
considerable esteem by scholars. In their extreme compression, original colophons can
epitomize the meaning of the imagery, the artist's intention, and when added by others,
a history of interpretations. They also have the miraculous ability to preserve on paper
a collaboration between a living artist and one long dead. Zhao Mengfu #X F4i (1254~
1322) of the Yuan dynasty, for instance, wrote many colophons on Wang Xizhi's 2>
(303-361) series of scrolls, Preface to the Orchid of Pavilion Collection (Lantingji xu >~
Z=4%F%).” Over the course of thirteen colophons, Zhao commented on his deepening

understanding of the meaning of calligraphy and concluded:

In calligraphy, brushwork is the most important element, yet the artist
must also carefully work on the construction of each character. While the

construction of a character changes over time, brushwork never changes.”!
BEUREN L, MEFTFAR L., 2EFRNEE, AETERS,

This piece of writing is a distillation of the artist’s entire life and work. It is not

surprising that some scholars find colophons inscrutable and others dismiss them as too
spontaneous and informal to be taken seriously. In fact, it is only through careful study
of them, and of the historical and artistic context in which they were composed, that the
colophons may yield their secrets. Wang Duo's colophon to the 7ang Poems is a case

in point. About his own political life and his attitude toward his dilemma, the scrolls are
mute, and the Tang poems themselves were too often transcribed by calligraphers to be
revealing in and of themselves. While it may be that Wang Duo is entirely focused on

the art of calligraphy, and without any reference to external circumstances, the tension

15
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between passion and control evident throughout the scroll and the abrupt, almost violent
assertions at the end of the colophon certainly suggest a state of emotional conflict. Why,
after forty years of practicing in a more staid manner, would there suddenly be such a
tremendous change in Wang Duo's calligraphy? And why, calligraphy being the most
expressive of the verbal and visual arts, would he not follow the model of so many of his
celebrated works and write out his own poems as a medium for his work? Wang Duo
was, after all, a very productive poet, with over ten thousand poems. Although he later
claimed that his best calligraphy was based on his own words, he lived at a time when

the overt expression of personal feelings was dangerous.

On the surface at least, he confines his thoughts in the colophon to aesthetic issues. While
colophons typically declare the source or inspiration of a work, in this case Wang does not
specify the sources of his calligraphy; he merely states what they are not. In later colophons
he classifies his practice as one of archaism or classicism, and at times stated that he spent
his whole life in the pursuit of orthodoxy through imitation of two other Wangs (duzong
xixian ¥4 M) Wang Xizhi (fig. 4) and his son Wang Xianzhi Tt~ (344-388). But in
the colophon to the 7ang Poems, Wang does not even mention this connection. The phrase
"my forty years of study calligraphy certainly has its sources" may explain why. He had gone
beyond duzong xixian to embark on a form of practice entirely his own, something the
stylistic features of the scroll bear out. Here we find none of the balance between boldness
and grace that is apparent in the style of the two Wangs, and there is nothing of their gentle
stylistic tendencies. Rather, Wang Duo's calligraphy is filled with a wildly majestic power.
And, unlike Wang Xizhi and his son, Wang Duo executes his lines with the centered-tip of
the brush rather than the edge and sides, a method that is much closer to that of Zhang Xu

and Huaisu, whom he so forcefully repudiates.

Yet, despite the similarity in brushwork, Wang Duo's style stands in marked contrast to
the "wild way." Although it is certainly bold and dramatic, it remains carefully controlled
and entirely rational in its structure in accordance with long standing conventions

of abbreviation in cursive script. In spite of this, Wang Duo's concern about the
misunderstanding of his work was probably well founded. For instance Hua Xizeng
fEA5 14 stated: "Juesi's [Wang Duo] calligraphy is excellent, and in fact comes from
Huaisu."*' And another connoisseur, Gu Chun J#izt (1765-1832) commented: "The
cursive is changed by Huaisu in the Tang dynasty, and Wang Duo totally followed him,
and departed from the two Wangs’ foundation."”' Calligrapher Lin Sanzhi #k#& > (1898—
1989) praised Wang Duo as the greatest calligrapher in history after Huaisu, without,

however, defining any specific stylistic relationship.

The colophon provides a means for resolving the conflicting interpretations of Wang

Duo’s style. If the source is neither the two Wangs nor Zhang Xu and Huaisu, then it is
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natural to conclude that the style was new, without precedent. Most new artistic styles
and movements, in fact, are the result of grafting or synthesizing existing methods in
the same way a new alloy is formed from existing metals. While Wang Duo's new style
emerged gradually, one need only look at his earliest work to see how far he had come
in the 7ang Poems. Tracing the evolution and clearly defining the attributes of the new
style demands, as a foundation, that we look closely at how Wang Duo studied these
two distinct calligraphic systems to be able to understand the aesthetic trends available
in his era. It will then be possible to understand what Wang Duo meant by "my forty

years of study calligraphy certainly has its sources."

Finally, we must understand Wang Duo's approach to calligraphy against the cultural

and ideological backdrop of the seventeenth century. By analyzing the struggle between
Classicism and Anti-classicism or Romanticism, between the orthodox and non-orthodox or
"wild way," we can define the role Wang Duo played in reconciling conflicting schools. By
relating the 7ang Poems scroll to Wang Duo's theories and examining the work within the
context of the cultural movements of the period, we can gain a unique perspective of the

culture of seventeenth-century China, as well as the calligraphy of its greatest master.

1 At the beginning of the scroll, there is the title "Wang Mengjin's [Wang Duo] Cursive Scroll of The Poems by Du
Shaoling [Du Ful, the collection of Guoyunlou." == & HEL /D&%, 1 2 ¥, Guoyunlou is the collection
title of the Gu family FiE< in Suzhou, started in the Qing dynasty. In 1951 and 1959 the Gu family twice made
donations to the Shanghai Museum, including this scroll. In the title of the work, however, the Gu family
misattributes the poems to Du Fu. In fact, there are seven poems by Du Fu and three all by other Tang poets. Many
publications, including one of my own, have made this mistake: Zhongguo shuta jianshang dacidian & 15:

Y H K EE# (The Dictionary of Chinese Calligraphy), vol. 2 (Beijing: Dadi chubanshe, 1989), 1073; Zhongguo
shuta zhuanke jianshang cidian 5 [E 575 %) 5 5 B8 (The Dictionary of Chinese Calligraphy and seal), (Beijing:
Nongcun duwu chubanshe, 1989), 983-84; Yiguo Zhang 5k [F, Shufa xinling de yishu 5 L RIE A
(Calligraphy: the Art of Heart and Soul) (Beijing: Peking University Press, 1991), 98-106; (Taipei: Shuxin chubanshe,
1992), 77-83. Wang Duo, vol. 2 (Beijing: Rongbaozhai chubanshe, 1993), 649; Zhongguo shuhua jiangshang
cidianth [E 5 %5 Fr 8 (The Connoisseurs Dictionary of Chinese Calligraphy and Painting) (Beijing: Zhongguo
gingnian chubanshe, 1988), 1463-65.

2 In the reign of Emperor Wu Zong %% (1308-1311), the third year of the Zhida era (1310), Zhao Mengfu took a
boat from Wuxing 5:3% to the capital Dadu & #f (Beijing today) when summoned by the Yuan emperor. The monk
Gu Du sent him a scroll of Lantingji Xu in the town of Nanxun, which was located in Wuxing county. During the
thirty-day trip, Zhao constantly studied this work, proceeded to write thirteen colophons on the end paper of this
work, and brushed an imitation of the original.

3 Zhao Mengfu, "Lantingxu shisanba" *~52 =+ =ik (The Thirteenth Colophon on Preface to the Orchid of Pavilion
Collection (Changchun: Jilin wenshi chubanshe, 2009), 8. The English translation is based on Wen Fong /51,
Images of the Mind- Selection from FElliott Family and John B. Elliott Collections of Chinese Calligraphy and Painting
LAHI (New Jersey: Art Museum, Princeton University Press, 1987), 98.

4 Hua Xizeng, "Ba Kulanfu huatu" g {40 {E & (A Colophon on Withered Orchid) in Zhongguo gudai shuhua tumu,
Juan 6, cat. 1-241 (Beijing: Wenwu chubanshe, 1987), 72.

5 Gu Chun, "Ba Wang Duo Luzhaige" i 5 & # ik (A Colophon on Luzhai Song), Shupu 151, no. 3 (Hong Kong,
1984), 53.

6 Lin Sanzhi wrote this criticism in a colophon on the Wang Juesi [Duo] caoshu shijuan 1= 45 i &5451% 4 (Cursive
Poetry Scroll by Wang Duo) (Nanjing: Jiangsu meishu chubanshe, 1986).
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