BRI TES JERP T4

YING WU AND SUI LEI

HSIEH HO’S DEFINITION OF PICTORIAL REPRESENTATION
AND ITS ROOTS IN THE HISTORY OF THOUGHT

({9

. b €€y y»
fEY” Bd “REX
/] N N

il S I 4 P B 2 R LS S B

B ST e i A



SRS RS TURT EH

YING WU AND SUI LEI
HSIEH HO’S DEFINITION OF PICTORIAL REPRESENTATION
AND ITS ROOTS IN THE HISTORY OF THOUGHT

“« 'U;%” .lg “Bﬁ)ﬁﬁ”
i i 36 [ @ﬁﬁz%%ﬂﬁ%ﬁ SES

B B &

TR SRATER e AR AL



Rt oREMW
FITET KR
RIS & &
"I £

EEERMEE (CTP) Eig

“HEY)C BLCREN c SIARNEE IR E RAB
THREH / BHE. — UM - P ERSERTRR L ARAL,
2017.9

CEHTSEFFiE / WaRH T4

ISBN 978-7-5503-1037-7

[. O II. O I. OHH—BBHERH T
V. @J212

w3 fi A [ 2 6 CTP BB A% - (2019) 55012996 5%

“E%” ﬁ‘ ((Bﬁ@”
o i S I 4 B R R L S B

B OB #

B A A

HhEIT P BISEATERRRT AR AL

#H il http://www. caapress. com

#o Bk PEepIMEE L2185 EREERES 310002
g M AREFESS

WO WM E SRR BRI PR A F
B Rl WA EEENRI R A RAF
B R 201TAE9H 1R

Ep W 20179 H H1KENRI

Bl A&  710mmX1000mm 1/16

EI 13

¥ B 167T

Ep #® 0001-2000

#F 9 ISBN 978-7-5503-1037-7

£ fE  48.005c



R

A B HA (Eih) FTERENEh2 “HEY” BB ZHT
an B SRIETEE, WRANEZ B SRR f. ERA%
Z= W, T E AT R B ER T R EA R e R AL
e, £ EEGTSORS, BT B CRE” SRAGR —E AR T
am BRI E T, UEREFEREREE EHILH, BEEER
SRR B AR K AR P U IR X TR R AR, I <
Yy TG DREEGR R . HRE DA R U R E AR R R
YIBZ S8, UL “PER EgEchy BERRT, BOREIIEMEREM
ZEAMMFZ HER ; B Y7 R R R K SRR
R R B, DR E T E R R BT, BRI
TR BEESR” ZZBARRMERPNZ “R7. KB, b
7 BN B RAETEE G — O KR B A RE R N B i Y
Oy A IR B R, R TR e RE AR B, L RRIE
BREMPEAN R BE. KT LELREHELASRL “EY B
BIRY T RS R R a0, % R FERR T SHR B LM R0
ZEMZSEMER . Bk, RZERmEEEE MR L RIE RE F AR
OEETRIEREMNGERRE. B52, REEHSBART R P EE




WA F B s TR Y, SRS RN R MAH RS, BRSE
EREEFNEME LR, FRNESERZ ER, < EY R
7 ARG MERGH BAE L RSO BRI R A, IR
TR T o TR R A7 45 o S SO T\ A SC BB B 2 LB



ABSTRACT

Accepting and confirming the new punctuation proposed respectively
by William Acker and Ch’ien Chungshu for the six elements or cannons of
painting in Hsieh Ho’s the Classifications of Painters (Hua P’in), the disser-
tation shows its preoccupation with the literal sources and relevant thoughts
of Ying Wu and Sui Lei, the third and the forth of the six, by which the
definition of pictorial representation in Chinese painting theory was made.
It argues that the characters Lei and Ying always signify two aspects of one
issue in classical scriptures, i.e. the ancient Chinese cosmology or ontology,
involving the pictorial representation in symbolism and the theory of Kan
Ying (resonance). To indicate colouring techniques by the term Sui Lei didn’t
mean to emphasize the reproduction of colours since the relationship between
colour and Lei (category) had caused an anti-colouristic tendency in ancient
Chinese thoughts. And to indicate contouring ones by the term Ying Wu
didn’t mean to treasure the delineation of objects but its accommodating with
images the higher contemplation since the term had denoted epistemologi-
cally the endless responding resonantly to Wu (objects). The dissertation also

suggests that the definition of pictorial representation in the Classifications of



Painters must partly if not wholly embody the Buddhist thought on pictorial
or represented objects, for previously both of the terms had been adopted and
then adapted into Buddhism literature, denoting the way in which Buddhas
and Bodhisattvas reveal themselves in diverse forms according to different
categories of beings. Accompanied with the Ying Wu concept shared and es-
tablished by Sinological and Sanskrit sources, the metaphor of mirror as an
archetypal analogy presupposes the vanity of reflections or phantasms as well
as the insight of beholders on images. Thus defining pictorial representation
with the terms Ying Wu and Sui Lei had been implicated in a complicated
course of inner image making and matching, which proceeds through the ad-
justments of inner schemas and the corrections by inner images. Namely, the
early Chinese mimetic theories transferred from classicism and Buddhism fo-
cus on spiritual powers rather than material appearances. Thus the terms Ying
Wu and Sui Lei, Hsieh Ho’s definition of pictorial representation, not just
carried and concentrated the whole ancient Chinese thought on categorization
but also reflected and revealed the trace of its access into medieval Chinese

theories of literature and art.
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his methods and procedures to suit the circumstances. But Hsieh Ho says that this
Element ‘has to do with the laying on of colours,” so that, if we follow him, we
must conclude that the meaning is that the painter should show good judgment and
adaptability—in short, good taste—in his use of colour and avoid exaggeration or
unnatural combinations.”
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