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fo] &.48 (EEHEMFHRER) ¢ 1 don’t know whether I remember all the points in the

discussions. I think we discussed very briefly about the problem of classification

and 1 asked Professor Jao the problem if the classification system used by Ku Ning-

yilan is based on the classification of drama at ihe end of the Yuan dynasty especially

in the book by Chung Ssu-ch’éng #EWX in Lu Kuei Pu $%%. And he seemed to

agree. I think in the history of literature of the Ming dynasty one of the high point

was at the beginning of the dynasty when Ka li raised this whole problem
of “early, high, and late T’ang” %JJ B B Yang poetry. At the same time he
T F he rek ip between literature and Ch’an
the wh e~proces of argument and reaction all the
way in the- »teenth century, at the end of the Ming dynasty. But this is out of the
question and in the scope of today’s discussion. Next is an extremely momentous
question’ raised in Kung Hsien’s colophon—the problem of the relation between com-
position and the concept of an % and ch’i &. I mentioned when I read this passage
and listened to Professor Jao, T suddenly remembered an article by Professor Ch’en
Shih-hsiang FE{EE in the Bulletin of the Institute of History and Philology of the
Academia Sinica. The title of his article is called “On Gesture.” It is a concept I think
he borrowed from Western literature, but he tried to use it to explain a parallel concept
in Chinese literary criticism, especially that of the Six Dynasties. I expressed my personal
doubt about the conclusion of this article and I said that one of the main reasons why
he failed to reach a conclusive thesis about this concept is because of his failure to
utilize similar material, and much more abundant material, available in the history of
art. So we come to the concept of wei fiL. I briefly mentioned also my own doubt about
the Hsieh Hé&’s #i## six laws. This is number three amo osixi laws. T tried to use
two sources: one is Tséng Tsao &%, a Southern Sung scholar, in one of the more
recently publication in the Mainland, ‘the" collecxane&, scellaneous Notes, by Tséng
Tsao—Lei Shito 3. In this book his quotation of the six laws, especially this particular
one ching ying wei chih FBHE is completely different from what we know today.

Buddhism




Today we said ching yi
quotation from a Sung pubhcatlon is verified by another very dependable pubhcatlon
that is Jen Yiian’s fE# commentary on Huang Shan-ku’s E(I4 poetry published
in Japan, what we called the Wu Shan F\li edition (or the Goshan edition) of Huang
T’ing-chien’s FEEE poetry. In this case, Jen Yiian also quoted Hsich H&s six laws,
he also said ching ying chih wei not ching ying wei chih. There is a few other evidence I
can cite but we don’t have the time to do that. But anyway this established that it is the
concept of wei not wei chih which is figured so prominently both in the literary criticism
and art criticism from the Han to Six Dynasties. And this leads to Kung Hsien’s colophon.
That’s the relationship between composition wei chik and the concept of an and ch’i.

I think Prof. Jao agreed that all these three are very closely related Ihen I raised
the problem if we may say that the concept of wei came firs is'like a static law (this
is just a term I used at the moment) from which all mo vem rejected, any movement
has to come from a stati¢. and ba}aﬁced a first;iwe have the position and then
we have the second concept, “that is- -what T'called “positional momentum.” This is
another extremely popular and significant term used in the Chinese history of calligraphy,
in literature, and in art especially in the later period by critics like Tung Ch’i-ch’ang
#HIHEB. Professor Jao pointed out that, the word shikh # originally came from ping-chia
FeF (military strategists) and fa-chia % (legalists) and then later on was used in
calligraphy and only finally was it borrowed as a term in art criticism, especially in the
history of painting. Only from this concept skik we can arrive at the last concept, that
is what Professor Ch’en Shih-hsiang discussed in his article i.e. the idea of gesture. As
I understand it, at the moment when I read Professor Jao’s article, I think the idea
of an is related to the idea of wei (position), and then the idea of c#’i is derived from the
combination of shih and chih. This is just one interpretation and there could be many
others. It’s just a fleeting thought, it’s not developed at all.

d Chin Chin-ming”

CaniLL: It’s an extremely interesting paper. I think the stylistic observation are extremely
sharp and convincing.'What you said about the characteristic, qualities of Wen Tien’s
brush work I think are very much to the point. It thus seemed to be among the salient
characteristic of his painting. I wonder if you find this, you didn’t say so in your paper,
but you could find it related to a more general slight dissolution of standard brush
work disciplines in the early seventeenth century, and 1 find for instance some re-
semblances in brush work with people like Chao Tso and other Suchou painters. So
the same thing is happening in Suchou painting. Does it strike you that way or not?

LAING: No, it is definitely as being, if anything, closer to people like Ch’ien Ku.

CaHILL: You think then he was keeping up something that goes back all the way to the
sixteenth century without too much affect from anything it would have been in it?
LAING: Yes, because in addition to doing Tang Yin style... (tape not audible) and I
think indeed he is quite narrow in his painting. £
Li: Since the major scrolls were done before 1644 there was qf co ifse 1
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life as his personal aspiration. But with the great changes of 1644 and 1645 which
affected his own personal life deeply, what was more or less a personal theme was
transformed into a cultural one. True, there was no explicit indication of rebellion or
anti-Manchu in the paintings and poems after 1644 (for circumstances then did not seem
to permit him to do so), but there seems to be a new sense of identity in his later works.
Thus the expression of sorrow and the sense of loss was more than a mere personal
one, but one of much broader implication. This can best be seen in his 1644 painting
of himself against a red (referring to Chu of Ming dynasty) landscape.

LAING: Well, he had painted very few landscapes and the one really know of is part of

an album which is dated after 1644. As far as I ne of his plum blossoms

done after 1644 whlch in 1tself is

LAING: Chin Chiin-m

FoNG: Yes, the one dated 1670.

LAING: That’s in the Vannotti collection.

Ho: When did Chin Chiin-ming begin to use that seal “‘yiich-ch’lian hsi-shé chih chien”
RRELZH, also after the collapse of the Ming?

LaiNG: This is the only instance of that seal that I know of. That’s why I tried to introduce
an element of hesitation because it is not convincing that is entirely his, although its
placement would have lead us to believe that it is his.

Ho: And the date of the painting is . ..?

LAING: The date of the painting is 1658.

CamiLL: I want to raise a point that relates to this morning’s discussion, but also to your
Wen Tien paper. Professor Jao Tsung-i’s formulation .of: ‘the distinction between
hua-shih EE and shih-hua £3, along with:the quotatlons from Kung Hsien and
Huang Shang—chlen and What you-quoted from Wen Tien’s friend about how, although

s for.a living, ‘he kept up the form of refusing to paint on

1ng a hxgh—mmded indignation toward people who thought they could

ntings simply by paying money for them—all this raises an important problem.

Even grantmg the inadequacy of our evidence, when we use the Chinese formulation

of this matter we are accepting an artificial dichotomy of which we should be wary.

When Kung Hsien speaks of “professionals vs. artisans” (hua-shik vs. shih-hua) it’s

a distinction based on a situation that was once partly true to reality, but becomes less

and less so as time passes. It makes an opposition between learned, educated amateurs

on one hand and uneducated artisan-painters on the other. In fact, all amateurs need
not be educated, nor all professionals uneducated. With four elements there should be
four possible combinations, but the Chinese usually admit only two of them. There are

lots of cases in Yiian and Ming times of educated men who are forced to paint for a

living—Wu Chen in the Yiian is a case I had to deal with, and there are quite a few in

Ming, who receive a standard education in preparation for an official carcer, but fail

in it and turn to painting instead. Some of the Yangchou masters offer eighteenth

century examples. On the other side, there sgog;difoi symme ry) be painters who are
uncducated amateurs—someone.with a éﬁﬁ’erenr ion, perhaps a merchant, who
paints. T can. ~ : iter: What about I Hai, or T Fu-chiu,
the early eig] h century ‘merchant who was hailed as an important painter by the
Japanese?) = 5
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Professor Jao suggested that by the time of Tao-chi this issue was no longer
much discussed. T would suppose that Tao-chi himself felt in a peculiar position, in his
late years, as a highly cultured man who became more a professional artist than he
probably started out to be.

This is a simple and straightforward observation, but one we should keep in mind
as we proceed, to avoid operating with a false dichotomy.

LAING: Well, there is also the question of whether the biographer is simply following standard,
biographical formula since the biography is very carefully balanced as to what sort of
information is presented about Wen Tien, whether the biographer just followed the
formula saying that Wen Tien was poverty-stricken when in reality. he wasn’t—this
really must be taken with a grain of salt, but not perhaps a bsolute evidence of
fact.

CaHiLL: I would like t
Wen Tien may be an
the demand for it ;re ed an opportunity for commercial exploitation. T am not saymg
positively that that was Wen Tien’s situation, but there were certainly other Suchou
painters of whom that was true. At that point one has to be wary of making clear
correlations between social status and style, because there are, for instance, quite good
painters even in the early to middle sixteenth century who obviously are capitalizing
on the demand for Wen Cheng-ming style paintings, and doing very nicely at it.

I am not suggesting that there isn’t a correlation between educational level and
style—general culture, the exposure to more paintings and ideas about paintings, increased
sensitivities and sensibilities, all made one a different kind of person who would paint
in a different way. Of course there is also a correlation between amateurism or profes-
sionalism and style—we might say, for instance, that Tao-chi in his late years was affected
by his shift into a more professional status in painting too much, through necessity,
and slipping into the qualitative decline that we all know aﬁ"ected his: later- works. I don’t
know whether or not Wen Tien fits that pattern. : ; :

LAING: It was not my intention to stress’

rto focus or to draw a correlatlon between a
gentry family and a ‘ular style Wen Tien is so totally encompassed by the ancestral
tradition that I think one would be quite astounded if he did something radically different
from that style or from the sixteenth century styles. And the reverse, it is not my intention
to suggest that Chin Chiin-ming, because he made his livelihood as a calligrapher and
writer, was working in a more professional style.

WATT: Just one more point. Is not the question partly one of patronage? It’s so much easier
to be non-commercial when you have an official position, i.e. if the court is the patron
then it is very much easier for you to be officially an amateur. But if a merchant is the
patron, or a rich man is the patron, then you are no longer an amateur, however
amateurish you are. I think the Yangchou artists represented the ultimate meeting of
the two currents, and Cheng Hsieh’s way of resolving the problem is by putting this
notice in front of his door saying that, “I have no time for conversation on finer matters,
but here is the price list.” A man who might otherwise have some idealistic ambitions,
that is to say Shih-tao, perhaps is the first man to recognize this bleny; Professor
Cahill’s comments reminds one of Huang Pln-hungs Xr%en@rﬁ ibout Shih-tao being

eﬁple who sell thelr

starting the whole Ya eu \31tuat10n. :
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Some are really very wonderful things there! Any comments?
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The purpose of this symposium and the exhibition isto ‘s\t'udy the i-min painters and

their backgrounds. We have here-a very ‘fine selectlon from the Chih-lo-lou collection.
And now I ha prlvﬂege to introduce to you twenty more painters from the Mu-fei
collection in dge. It is hoped that in your spare time, you may be able to compare
some of thesep intingsand try to see what the important positions some of these painters
would stand in the history of the Chinese art.

FoNG: Professor Cheng, is that Ch’a Shih-piao Z=L4% dated? The album is a very nice one.
Is it middle or earlier?

CHENG: Let me see....He was eighty, 1694, very late.

FonG: And that Mei Ch’ing #§1% was also dated, wasn’t it?

CHENG: Yes, also dated 1694.

Fong: That Chiang Shih-chieh ZE#j album is also very unusual. That’s not dated?
CHENG: No, that’s not dated. :

chil ﬁfl@ 'I think that Fong

FonG: All of a sudden we have so much interesting For

-

I-chih album is very good Are there a y‘coﬁ‘un”énflé“
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We are talking about classification yesterday and Professor Cahill also mentioned
the question of deciding between the amateur and the artisan. And of course the subject
of our symposium is on i~min painters. This is a concept borrowed from traditional
historical and Confucian concepts. The question is whether from a purely artistic point
of view we can establish a special class of painting whlch is pecuha to-the loyalist of
any dynasty. For example, the ques‘uon of Mei Ch’in i8'very interesting because
from a purely stylistic point of view he xs asg bleak and as dry as any other
loyalist painter you:ean ima ha
life and from his
even a more border-1
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I think our problem right now is really getting more material and how to concep-
tualize them and I think yesterday we are talking about art theories.and art history.
But I have a feeling that if we go on using the traditional: tefm: m
also talking about crlt’ ism of riticism; ¢ ‘critical app
And this is perhaps: &
As more material tur
together again.

gali'of critical systems.
m of the purpose of a meeting like this.
to learn to conceptualize and put things

somehow we ha

CamILL: The question that Mr. Watt raises is an extremely important and interesting one.
This classification i-min seems to have implications that we don’t stop and consider in
each individual case, as you say. On just what does it depend? The suggestion was once
made by Werner Speiser that the question of whether the fall of the Ming and the Man-
chu conquest affected an artist’s painting depended on his age at the time it happened—
whether, that is, he was at an impressionable age. This was an interesting idea. Obviously,
we decide on whether or not someone is to be considered an i-min artist according to his
activities in the early Ch’ing; if he takes the stance of a loyalist or expresses loyalist
sentiments about the Ming, or even if he expresses his feeling by “negative action,” i.e.
by becoming a drop-out or recluse, we admit him to the i~min company. Obviously also,
we don’t normally consider Wang Shih-min an i-min, even though he is there in the
exhibition. Properly, we should consider each case; among the twent lyat Professor

as the two that will b ented tomorrow on Hsiang Sheng—mo and Kung Hsien,
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are exactly what will allow us in the end—somewhat subjectively still, to be sure—to
decide whether they are properly i-min painters or not. But short of that, short of having
investigated just how their political feelings are manifested in their works, we are not
going to be able to make useful classifications according to any simple definitions or
sets of criteria that we could decide on now. So we can’t hope for a grand all-over
solution to the problem; but to raise the questions and answer them for a few cases is
nonetheless a real step forward.

FonG: It seems to me there are two important problems here, at least in my mind. One of
them is what everybody has made very clear si ~yesterday ‘and that’s something which
has been in our minds for» quite a long time. e come to the late Ming and early

problems: They are expresswe problems, and obviously (I think our Acting Vice-Chanceller
yesterday hinted at this) provides an opportunity to go over the rigid disciplinary border
line. There is a possibility of going across into intellectual history. But the second
problem also interests me very much. I think this is, again as Professor Cahill just
mentioned, that when we study for instance Kung Hsien or Hsiang Sheng-mo today and
the thought also crossed my mind yesterday when Professor Laing was showing Wen
Tien for instance, and that is somehow across all the border lines, boundaries of different
schools, there is something definitely emerging that clearly separates the early Ch’ing
from the late Ming. And if you are thinking of some kind of conceptional relation or
periodic relation then perhaps some of the older traditional concepts have to be given up
or reconsidered, that is to say when, let’s say, an amateur painter, a literati painter, by
force or circumstance whether willingly or unwillingly will forced to sell paintings or
really if not just merely selling paintings, but: really spendmg most of his time on
painting and as we all know as you become i‘eally a practitioner painter you spend all
your energy on painting you cannot help but improve on your art. And you know
i ething about these amateur painters, certainly after 1650, let’s say 1640,
wanted to become official, examinations and now they couldn’t do these
thmgs and is on forced exile or retirement and there we are—and certainly things were
in the air and there were certain parallel movements.
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in his early days ) 5 e
piece upstairs is da year of Shunscmh ﬂ[ﬁ?“ (1648) and of course they look at this.
The other interesting g estion is: what are the origins of this painting?

2 45% : I just want to know if there are any paintings by Ch’ii Ta-chiin JBX¥, I found one
in San Francisco, a painting after Ni Tsan’s {2 style, not long ago in a private collec-
tion.
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Fong: It’s an 1nterestmg question. In the Ch’ing period there is a feeling that Canton pamtmg
is a bit #'u-ch’i 25, I think politely can be translated as “something of provincial taste,”
but in this group I think Mr. Ch’ang is quite correct that no one detects any provinciality.
Now, is there any reason to account for that? - EIREME [ FERME | HRAWHER ?
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FonG: Professor Jao’s point here is in the late Ming period, theCam‘te;i and the Peking people
were very close, there is a great deal of backward f k this is quite well pointed
out.
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Fong: I just asked Professor Jao how much do we know abo

painters and calligraphe €h

of Mmg Kwangtung
ese obvious names.
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Fong: Mr. Chiang is saymg" that he too being a new comer to Canton art found that the
level of calligraphy is extremely high, and in paintings there is really evidence of similarity
with Tao-chi’s early works. So in other words what seems to be appearing here is that,
with these newly discovered objects, it is quite on the contrary not a question of t’u~ch’i
or not #’u-ch’i or even local propaganda. We are discovering or stumbling on something
extremely important. And again coming back to Professor Jao’s point here, Mr. Chiang
pointed out that with a new collection, with new material, the most important thing now
is to work out some kind of systematic development or outline of the Canton painters
or artists of this period. And again the question of provincial quality, to go back to
Mr. Ch’ang and in defence of Mr. Ch’ang’s comment, I think there may be even some
comments aboard, the feeling that late Ch’ing Chinese painting as a whole is a bit #’u-ch’i.
I remember a very distinguished scholar in America used to joke about the Manchu
taste. Now whatever that means, I think we should leave it at this point and: adjourn
for lunch here. Thank you very much.
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I think Professor Jao was saying, one should not use Juan Yiian’s Bijt division
of Northern and Southern Schools, which is an elghteenth ury:critical view, to
analyze seventeenth century art of calhgraphy L

I am sorry I made such an imp,
as the point of de aigcc‘;‘mv\
calligraphic art of t nteenth century and elghteenth century. As far as the sixteenth
century is concerned _the principle influence was Tieh-hsiieh—the manuscript style
of Wang Hsi-chih: It was classified by Juan Yian as Southern School. In the eighteenth
and nineteenth century, the studies of Chin-shih-hsiieh 5% prevailed, the influences
of Pei-hsiieh T2 was evident, which Juan Yiilan classified as Northern School. While
the calligraphers of the seventeenth century were aware of the “stele style,” the concept
not well formulated. Should Professor Jao feel that the square and round brushes make
a more justified basis for division, one may use it for analysis too.

fradh « RIGRIEE LEICRIINE » Fr @3R3 A s B RER -t
HANEERERAES  E—HERIEVER - F—EMEER 5%
LRI RORERTIRN » fRIICRES T ILAL S FEREARRE
fBR [ R FEEERE R | - ERMRMA IR R H I ER o SR TREHE
__.;% ’ Jﬁﬂﬁzﬁm r %!’\J mf“”ﬁ': 4’@4F5L5E/\%3§nﬁﬂ’3k1‘é%xsé§ﬁffﬁ%ﬂBG—*EEE%

G o [l JEMT R IR

g e B IRAR R AR B EEE

EEX’H‘* ? EEKK@%% ﬂﬁ“tﬁ’ﬁﬁ%ﬂ@:ﬂﬁzaﬁ%ﬁﬁﬁxﬁ&ﬁ%ﬁ* ?

Ga 7 L HERR . BAMARRNERTHRRE ) £ AR WBRBE - HEE - RE
% M MA AR T DR IR RN o AR E R A IR R - B
MEHERARTNZMAS o Guoore T/ ERRE IR 28 - AR ERR
Mo RTHE RATRESITHTE » [EEIEHEEOZEBORERANT o

KRR ENEARREEORR » 2 E3E RN RRE R « VHXFER
FoRRE » KRBT > BUEEER 5 AN » FAFR - ROCBUE » ERERE
B o MAREERKERRAR o WP HANAEILRZR » RERBPRRERR - A
WH R R EEEEE o

28 RESRTHRMIMRBE IR —EMBMRM ARG FTARBEES MR
~—-E%i@ﬂ’37ﬁ£ o

2 ﬁi'?ﬁ%%ﬁf’aéﬁﬁl%jhmm% %Fmﬁf’:ﬁ@?&zi %‘%’f?ﬁhm# EZEld




660 ; g B L%
LERyEBENAESE ( BERREREOBH ) — AR RARHFRRTH
PR » BT AR » B— I ATENE RBERBEWREBERTEW o #MW » ZEFN
FHERIPEBRL ?

B4 L (EHAER)

W WK o (% MBOREERE ! )

FH . G3R > REZERER LA o By e EMS HRRE  EINWERE
SERE ) WPXEERRS » REFHWKENWRRA—B—FREY B
EU%‘?%&KHﬁﬁ%&ﬁﬁ@H’J%% o ABMERERANEH  LEES
= Eﬁ ; %;55@6?% %E{E%@H’J~@M

$ a7 . DIEELRBREE L » R XHE o @%ﬁiﬁﬁ%%:ﬁﬁﬁnm@ BRAEVIOCEE
HETEE | » RERTLHOCEHEERNER o RS HEBADI LR REO%K
Mo BLERIEI—RE - S AR > AR WERERME D REER RS
PRl ——— PR IR o

ZH ARG AR R AR AR R R INRIE IR - MR A REEARH
IFBRRERBARET o« BEBWRE 2R BEFDLF » RITHETBAR o &
FHR LR T BB EREER » il a0 » stREEMRTE  BEE
HAREEHREEENHET » REHEHLFREEERNER » RBELR—MITE
H e

IFF  RESHHEAERF RIWARREROEE FR-BHFELEYR - ER
E’L@ﬁﬁ%ﬁﬁ'ﬂ%“’ﬁﬁﬂ?ﬂﬁ@@ﬁ(ﬁéﬁ ¥R R R c ERBRZ
’ & : ;\ﬁhiﬁﬁ*f’hnﬁﬁ%”ﬁmﬁ% %K!ﬁﬁ %j% 2

BEBEE? BANKENBR o BENR—EE » X—(AEFREET » tkER
JRE > MEEFREHBE o 8E—MT A JWRE IREERT [ A 1A
B R BEE PR o ZETRENREMNBRTRES » thEIERERE
AT B RS ANAR » EMBEEMART » MEBRREMEA » T EEEE
BEBARL o Ak WREFEARFRERE » BREENELESGE  BHERS
AN mMBE > REREREER TR  TEME_E » il KRBT RSN
O BAREE—REBR R > b AR A TR B RERE > ER— B o B
S RFIRBHME REBARRE (H) ERM WEMI Y (R JHWME
CRECHD | —ERMEINIPE] —ER T e 1 T 5B o RRa. T #150 J
B » oRABEERBUA [ S5k | AP BEER o R » 8RR/ KILAF—EIR
H» BRBERE—EER | ERMEAWETE Ko #RE—TREEEE BN
CARIAZESE ) BB HRAY 5 %‘ﬂ—*?&%ﬁ A ¢ AR A I )
e | ‘ HO%E - TERTR BT L Se kMK
~ %ﬁlﬁ?ﬁﬂ@ﬁ*ﬂi A2 R IR—
KEEJE%{E}EE ? OMMERME ?«E’Eﬁﬁﬁﬂﬁf‘nﬁ%%@iﬁ%%ﬁ%%ﬁ




661

w L RS R T LIRR M BIAE » B LR B R L o R R
B~ 0%~ BHELS A I AR o MR LINIOBAE B - AR - BI
BT — PR U » WROY AR B0/ RSO R AT IR o W RALER R T — R
B E R E B o R BRRE ? TEERRPTRLM » 12 RA AR~
B% | REREEEBRE - BREREEERE  BICTEEAE o FK - BR
14 F ARG » SR — T R :
R — e BB R AR - BRI E —ELRIE » RHRIVOE:
BMIER—BEFBRERTY o BARMED FERR - HR—EEMHEA
BB FFEEVE ? RS 5 AMOBERE » (R B S AL SR > B

&ﬁﬁﬁ——é%ﬁ%ﬁmxT% B BB > fstr—1H

FTER PR — s B B
2 o 4 N — 4 LT

B EAMRE » REAAGTES » ARESENESENE - BESE]
% RERMETRT IR | FEEEREER  H—K LERREFRER LT
BEREAELE » (KMEIFRRERN » BRI ? KA E RO BRBRTE
HI7E S A TEENE - R T IRABRICE » BRARIEA KO BB A 7 T O EHE - (8
BRI E R 5 LR - RE B R LB BB o A
SR R A » BIR— BT 7T AR ER b 2 i 3K » FRA M = 158
BT BRSBTS A AR AR M R 2 R AT B
S BAATEERZE LE o B4 » RICRERE—EFRE | LNRHE
WEEAN 0 BTERED BRI - bR R RS
Hifi o 7T DIRRREALY o

REH . RFESBAMEEBRERSHEENEH - RERGRENH—1, BT
%7 B BRI Stk (TR Y » BERNME B AR ERRI - h— s
AT » —EEZ A o BB R B PR s —EE S NTE
B o EEABTE [ ERBASRE | ) B R EERAR - SRS DT
G ER R » AR AIAIE o B A AT RAR B - Hets R P B - K
Rl AR E » BTRIORE N B - BREAT » #002 H CERALE t—
ﬁ@oz—%ﬁgﬁﬁmﬁﬁﬁ%a  FOERH-RIER o W BB - BT Lk

AHARRNEE - ERRARD » Fill

B A B - RER B » M BRI B - RE

R BRI — B » AR TS/ AR B BRI M |

() EFF : ( ARIWABER)

FonG: I believe Professor Kohara left a note with Professor Cahill, I thir
the right time to bring out, yes, please.

this. would be

CaHILL: It is a small point
in Professor Jao’s paper. ]
that Professor Kohara le

le of co reading of Pa-ta’s calligraphy
ve them as best as T can by translating the Japanese note
n the paper having to do with the Shik-shuo Hsin-yii



662 & 3% e %

’tﬁaﬁ%?m, p. 6, line 11 from the top: in a poem by Pa-ta-shan-jén there is a line which is
read there as “mo shuo yo kai chin ma ch’un” AZjEPE&ET, in this line Professor
Kohara maintains that the mo /K character meaning “tree” is actually a misreading
for the character teng % meaning “‘and so forth” or whatever. He says that in the
Sumitomo album, the An-wan ZHE album, this character feng is written in the way that
he has here transcribed it, which can also easily be misread as mo. And he says this
probably led to what he considers to be a misreading in this case. He says that no
publication so far has read it properly. He says also that in forgeries of Pa-ta-shan-jén
wntmgs they often misread thls teng character id this can be a clue to dis-

Fong: I think

get a big 1 n by the Wéy.

CAHILL: Maybe we’d better let that go, then, and leave it for Professor Kohara and Professor
Jao later on to work it out among themselves. He also notes that in the An-wan album
there are five quotations from the Shik-shuo Hsin-pii. There is also another case, which
however I won’t go on to interpret, of a line read one way by Professor Jao and another
way by himself. I think we had better leave this for these two specialists to deal with
and solve.
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Li: There is no question that the idea of calling the hermits go back to the remote past,

as Professor Jao has pointed out and as I have indicated also in my paper. In working
on this paper, I have tried to bring out not only the poetic tradition connected with this
theme but also the pictorial tradition. So I said that there were two traditions that
Hsiang Sheng-mo was trying to follow in his early scrolls, and of course I emphasized
the fact that to look at his pictures alone was not enough, for one had also to read all
his poems. In Hsiang Sheng-mo’s inscriptions he referred back to a whole tradition of
the chao-yin ¥2F& theme. The earliest inscription connecte with this theme is in that
painting in the British Museum dated 1623. Actua already sald something in
that scroll ji

set down
Angeles
inscriptio

Museum’ That is on page 7 in the lower sectlon about 2/3 down the
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This is one of the main passages that I want to bring out to reflect on his intentions.
Of course the tradition that he refers to actually came from Lu Chi’s poem and Tso
Ssu’s poem which talked about chao-pin. In that case he was trying to follow that long
poetic tradition in order to bring out the whole pictorial expression.

SuLLIVAN: There is one point that might be made about his realism. It has been:suggested
that in some of his later scrolls it was an expressxon of he fact that he was forced by
pohtlcal circumstances to accept reahty. 3 “Is possibly some-

nt ’cyle in the light of the predica-
H51ang Sheng—mo s realism may possibly be due chiefly
L nking. One sees in some of these scrolls similarities to the
style of Fan Ch’i for instance. The particular kind of realism in Fan Ch’i’s work seems
to be a Nanking characteristic. I hesitate to raise the question of Western influence, but
possibly in the remote background of the Nanking school as a whole, there are very
slight possibilities that some of these artists such as Fan Ch’i had seen European
engravings. But that is not the main point I want to make. The important point is to
suggest that a degree of realism was a characteristic of this school as a whole rather
than particularly of a psychological attitude of Hsiang Sheng-mo.

Li: I think that’s quite an interesting question. Of course there is always the problem of
Western influence on the late Ming and I think you have done more than anyone else
to develop this point. And for you Hsiang Sheng-mo’s contact with the Nanking group,
I think this is well known especially in the Chou Liang-kung album some of which
included some of his paintings. This is one point that I feel could be explored some
more. And I’ll try to take your pomts into further cons1derat10n

B RESEHERRNIERTRR - L%ﬁ%&@ﬂ?%&%&m%ﬁﬁﬁ%ﬂim ik
%i‘a’ﬁ“}&lﬁ’}ﬁ%  RERMABRWELRE  BEFREROEE ? RERM
BEBRIREE ? BERRASNWERARE ? REEXBAERTEERRENS
> R SORTBE S R AU 2 ? R » BRSO » B EA
i%ﬁZFﬁ%&Pﬁ%ﬁ%ﬁ R RPIUR B Rl A > ZRZWNH AR
TBEEE  REARTEEASHERE » REERARE T —B - ERREAR
— AHEE [ R | RENER o (RERPLTHH—RBHRCERRNER )

Li: Well, some of the symbolism is quite obvious. The self-portrait in red colour, I think, is
really very strong. In the Red Trees in Autumn Mountains (BKILAL#S), the next one in
which he was looking at the trees and the red leaves and so on, the inscription also
reflects the symbolism quite well. I don’t think there is any problem of symbolism
in those paintings, as indications of his very strict and strong symbolic approach. As for
the later ones, we can relate some of these to other compositions in some of his albums.
One set of slides I did not show, those are those of the album in ‘the Palace
Museum in Taipei depicting very ordmary ObjeCtS,»ﬂOEW@ﬁ an breés and SO on. But
in the inscriptions, he ref 3 a t
his mind, but literati pai
one hand he can simply

ued this kind of eymbollsm but on the other hand he
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can develop further, gradually, but eventually loses his force, so that later on, a sort
of very simple compositions may still have some links with that kind of thinking. This
is somewhat speculative since as I indicated in the text his volume of poetry seems to
be no longer available. But if we collect all the inscriptions from his works and through
some kind of thorough study, we can still come up with some interesting aspects. In
poetry it’s always quite symbolic, but in the paintings some of them are not very obvious,
The 1644 event seems to have made them more emphatic in the symbolic overtone. Then
they gradually seem to have disappeared. ;

Hgé ixlﬂﬁﬁ'ﬂinnﬁﬁ ’
L;%

IR - B0 %E%‘B?FE""’% ﬁﬁﬁ&%ﬂ% &Eﬁﬁiﬁ%ﬁ%tﬁ—luﬁﬂ ,
ISRARSCEEBIF S » P AT S0 » BEIEHESH
BRI —8 CRBRILE ) » HbE 0 R R R M
B FEWMER MR i‘iﬁhﬁmﬁﬁﬁ%‘imiﬁﬁﬁﬁ%ﬂﬂﬁ’ﬂﬁﬂ » R4 5 R H
K RERBH R ?

Li: Professor Huang suggested that in many of Hsiang Sheng-mo’s paintings, the pine tree

Jao: Footnote no. 9, quotation of Pan Chien, I thi

CaniLL: Before goi

is one of the most important motifs and is in many of them. And he felt that there is
special significance about the pine motif and he referred also to the early painting by
Hsiang Sheng-mo . . . the long handscroll called the Soughing Pines. This is his question.

RER  RERNBRBRER c FEENERRAES MM RERESHEE
% MmAMEFEECEERET » EFEEBEERN o MEEP B ABEHE -
AT TR—ERREERY o ATEEH » A LREE o FlEEsE » HEH
R T B/ o Jﬁﬁﬁjﬁﬁﬂiﬁﬁiﬁﬁﬂff‘&f WRFEFERE o

I feel th pine tree Wa Very permstent symbol of literati painting. Especially
in the Yiian ty there are many pine trees which are actually symbols of the old
endurlng spmt of the literati. And so in Hsiang Sheng-mo’s paintings there are many
pines and some of them actually depicted Hsiang Sheng-mo himself under the pine tree,
which I feel also have some kind of autobiographical value and in this I am in agreement
with Professor Huang’s comment. Thank you.

(2) Jerome Silbergeld: “The Political Landscapes of Kung Hsien,
in Painting and Poetry”

iginal source is from Mencius

(EEEAEERR). i
ngon to.« ¢ suppose one of the basic ones would be the
degree of litera 1th whlch we can interpret this symbolism. Some of Mr. Silbergeld’s
interpretations seem convincing, but beside others I have written a question mark in the
margin, and-I'suspect that others have done the same. In the “Yen-tzu Jetty” poem, what
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appears to be fairly convent nal imagery, established in poetry over the centuries, is
given a rather forced readlng, as when ““the river and sky have suddenly merged together”

is seen to “reveal a confusion in the fundamental order of nature . . . clearly symbolizing
a nation in chaos.” The evening sun becomes the Ming emperor, the distant peaks the
Chinese scholar class, and so forth—is this really what Kung Hsien is writing about, or
is he expressing a more general sense of poetic loneliness, even desolation—which might,
to be sure, be caused in part by political factors, but is scarcely expressed in metaphor
of such specific reference? The elimination of the sky in the great Drenowatz landscape,
similarly, is a powerful expressive device, and to relate the effect of oppressiveness to
the emotional state of the artist, occasioned in part by political circumstances, is fine;
but to say that “the ehmmatlon of the sky would indi at ¢aven has withheld
‘ sduces the painting

You voice a warnln“‘ t the end that “the pursuit of such 1nterpretat10ns should not
lead us beyond the artist’s real intention,” but I suspect that at some points it has. Your
treatment of the motif of willows, on the other hand, is quite persuasive, especially in
conjunction with the quotations you offer from his inscriptions and other writings.

SuLLivAN: I have a question and that is, this very intense symbolism which you get in the
works of his middle years. Is there a slackening of tension in his old age and a lessening
of the symbolic force? And if so how would you interpret this?

BES I HRAXHRNMER ERBRENERZT » REHARROTS ? il
B MBI R RO HHE » SERBEMRERTHERD B A
£ » WARFRMZE ?

SILBERGELD: I think that this is quite an important issue, one which I h t attempted

pan ‘of no textual

evidence that bears on this
Oaly his dated paintings:

g

his later years, and the. perSanahty expressed in the Drenowatz Thousand Peaks and
Myriad Ravines would seem to be quite a different, more volatile one than that seen in
the 1689 Honolulu hanging scroll, executed in his final year. The latter, while it might
be described as brooding or melancholic, displays none of the fervor or passion of the
former and might even indicate some inner, psychological resolution. Whether this has
any political bearing or not is questionable, and I would hesitate to equate mere artistic
energy with political zeal. This change might really be more of an artistic indicator than
a political one, judging from his colophons. These indicate that in the mid-1670s he
felt he had finally attained his goals as a painter and, as a result, the artist’s struggle
gave way to an easy mastery of his art. It is in the early-to-mid-1670s that we first can

sense this ease entering into his style.
On the other hand, we know that he remained a stubborn personality to his final
moments, which brought him toa somewhat premature death, an event which pérhaps

developing a sense of artis
possible mellowing of his ¢
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events of the late 1670s, when the elimination of Wu San-kuei and the last remnants of
overt resistance to the Ch’ing provided a concrete basis for the i-min to finally abandon
their posture of resistance.

(Short conversation in Japanese, between Cahill and Kawakami.)

SILBERGELD: Since our concern here is with the i-min, or loyalist, qualities of the early Ch’ing

WATT: May I k

painters, I would like to add a tentative suggestion regarding two passages by Kung
Hsien which were referred to earlier in the conference by Professor Jao. This relates to
how Kung Hsien’s situation as an i-min, a pohtlcal outca forced to become a professional
artist, might have affected his theoretical writing as his painting,

In the first of these passages, Kung sten Isn’t it clear that painting 1s not

(T’ang K o-tsu’s) prime mmlster and that Wang Wei was deputy minister in the Shang-
shu Secretariat? Were they not then scholar-officials? But if you decide to equate lofty
and far-reaching brush-and-ink with the painting of the scholar-officials, then what of
Ni Tsan, Huang Kung-wang, Tung Yiian, and Chii-jan, for what had they to do with
the category of high court officials?”” B P EIELARRE » ML ARIEEF AW » RAMILE
THEEE M » THFARBER » MEIELARE o« ERUABHEEBRRLRAE  MAKEERNR
(B FEFEMFIES o Kung Hsien was clearly dissatisfied with the use of the term “scholar-
official’s painting,” used since the time of Su Shih to describe the literati, as opposed
to professional or academic, artists. He recommended instead the use of the terms
“orthodox” to describe lesser quelity artists and “heterodox” to describe the truly
unusual, highest quality artists, two classes that should tolerate rather than contend
with each other. I sense that Kung Hsien’s dissatisfaction ith the term “‘scholar-
official’s painting” stems from its inappropriateness. to-an age When, he felt, it was the
moral duty of the scholar to w1thdraw as Ni Tsan, Huang Kung- wang, and others in
~ {Wlthdrawn from the ranks of the officials.
‘ e, Kung Hsien wrote: “A composition should be stable. But
it must be sting as ‘well as stable, for if it is not interesting then there is no value
in its stability. Stability without interest is the mark of the artisan, interesting but unstable
the mark of the amateur.” MEHZ » ARV » RAEENEK o KTWH » BFE B
A2 » 214 o The work of the artisan, he claimed, could never measure up to that of the
amateur, but the highest caliber of artist transcended the distinction, blending the better
qualities of each, being “both antique and luxuriant, both luxuriant and rich, both
rich and imaginative, both imaginative and stable. This, then, is the highest class of
painting. . . .” RERTE » KFKHE » REKT » KFKE » LWEZ LR . .. In an age where
the literati theorist had no praise for the professional artisan, Kung Hsien—himself an
admitted professional—was an exception, suggesting a middle way, a culling of the
finer qualities of each.

In both of these examples, I would suggest that Kung Hsien as a theorist was making
way for the unusual social conditions of his time, a time in which the i-min had left the
ranks of the scholar-officials and, quite often had.thus't orced to join the ranks of
the profess1onal artist.

! ore ¢ this mornmg s discussions. I think we really
have to be‘very careful in readmg symbolism in poetry or painting. In very specific
cases like Hsiang ‘Sheng-mo’s painting of a black figure against a red background,
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thereis no doubt that a ymbolic meaning is intended. And in Professor Jao’s interpreta-
tion of some of Chu Ta’s obscure poetry, where references have been located to specific
passages in classical literature, I think we must admit there must be some intended
symbolism in the poetry. On the other hand, in Kung Hsien’s poetry I personally feel
very much that he just uses the general vocabulary which has been established by the
T’ang poets. We must not forget that he was a great scholar in T’ang poetry, and I
think there is very little in his poetry which is outside the general vocabulary of T’ang
poetry. Most of the elements in Kung Hsien’s poetry as enumerated by Dr. Silbergeld,
such as “frontier passes,” were really T’ang devices and this travelling, or the loneliness
of the traveller, is a theme in many T’ang poems.

(3) Takehiro Shindo: “‘Some Recent Studies on Pa-ta-shan-jén and
Shih-t’ao in Japan”

WANG: I think I’ll limit my comment to a certain point only. It’s about the Ch’ing-yiin p'u
HEM. As for as I know, this material has never been seen by anybody (I don’t think in
Japan or anywhere else) and only in mainland China does a complete edition of Ch’ing-yiin
p’u exist. Is there anyone who has seen it here? Have you? No? O.K. I was fortunate, it
was about more than twenty years ago, Mr. Herbert Franke was kind enough to send me
several sheets, pages of Ch’ing-yiin p’'u chih HZEM#EE. At the time he wrote me, he told me
not to publish it because he got them from Miss Contag and he had an agreement with
Miss Contag that cannot be published. I still own them and I have the same kind of
suspicious about it as Mr. Shindo I doubt about it and the whole t! ~gbg1§€§l"ao-chi

The several pages of Chi wn:
obviously it is copied fi la er edi Hion, may be sometime in the nmeteenth or
twentieth century. It includes three parts which are interesting. One part is the preface.
The preface was written by Chou T’i-kuan A## who was a contemporary with Pa-ta-
shan-jén. He got his chin-shih = in the second year of Shun Chih (1645). Another docu-
ment is Ch’ing-yiin p’u pei-chi HEEMI, i.e. the monument of Ch’ing-yiin p’u which was
written by Tai Yu-chi B& i a little later, in the twentieth year of K’ang-hsi (1691)
when he got his chin-shih. Another interesting document is the Ch’ing-yiin p'u chih pa
HEMBE which was written by Pa-ta-shan-jén himself according to the document.
When I suspected this, I went through Chou T’i-kuan’s materials and Tai Yu-chi and also
the style of writing in the Colophon of Pa-ta-shan-jén /ARIUARK. I couldn’t fault it. I
couldn’t point to anything which is wrong, but on the other hand I have some points which
may support Li Tan’s point. In the first place, the place where connected Pa-ta-shan-
jén and Chu Tao-lang &K&B is in Chou T’i-kuan’s preface. There Chou T’ -kuan said:
Chu Tao-lang built the Ch’ing-yiin p’u and then became Pa-ta- ‘
It said that Chu Tao-lang is Pa-ta-shan jCI’l, and also in the. ¢
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Taoist thoughts in his poems quite a few times. That doesn’t mean anything either,
because by that time the Chinese are influenced by not only one school of thought but
many different kinds of schools of thoughts. The point which matters most is the style of
writing of the Ch’ing-yiin p'u chih pa. 1 noticed that in the Palace Museum’s Ch’uan Ch’i
f&5% album, there is a long colophon and I can point out two things about the style
of writing. (1) He used three characters in a line and made the three characters as a
couplet. (2) Not only he used very rare stories like those allusion 54# and those romote
quotation M8, Those very rare stories, very few people know about, except Professor
Jao may be and he also used the very colloqula Xpre ions in his artxcles like BEHRIR

style: three ters couplets, and some of the rare story expressions and this colloquial
expressmns also. Of course the people who constructed it to make a forgery could pro-
bably copy that style. I just want to present my own studies in the connection and say that
I couldn’t decide either way whether the Chu Tao-lang of Ch’ing-yiin p’u is Ch’'uan Ch’i
or not. And one footnote, that is his real monk name, the original monk name is not
Ch’uan Ch’i. His original name is Fa-k’u ¥, and there are several of his schoolmates
who have the simliar names, Fa this, Fa that. In the Freer Gallery they have some
colophons written by Fa-i ¥, I suspect that this Fa-i is with him when they were
monks. Thank you.

WEHE AR TR - RABRAE ; RERTRMERE : (1) REBR
S ERFRE - RIS NGRS — » T EH RN G EAFRES BB
SR+ R RZEE— T TR B R RATRE R » BUE X AT BRI LA B BB 7 e — B
mem%womeﬁﬁem <z>&w%&wm~“‘~mew5'ﬂ$wﬁ

A = U A2 IR

B - TIRBART - ﬁuﬁﬁsmmriﬁﬁw W%%EXE£E%&W’
# % Sumitomo WII =M A PR R LBREMIB? (3 ) BATREERKEEE
A& —A R - 2R BREFRRZ o (4 ) KRERBRE
CRBEEE ) » MARGRFTRRGEERGE [ EBA ] o RATRENHES BRI ARL
ABE C REEEE ) BA - HxRA0EELEE2ES =) o SEhRMEDR
B o (5 ) FMRSERMS—E ( KEEE ) » BARFOBEZE—-K BT
RBREREARDARROHEE » B LBREYN o BRATRENEXEARR » B
REERE—FN » REFT » BEMZEERNGRE  GREFPHNE » AER
7 5 MH.  EWEREE - Sk ERAEE HRRBATRENBIERNERE  FTU
E—EE M B R EERIRTE » AR - BRI AR AR KR 2 TRAT 1Y
FHEo

Mgs. Fu: May I just summarize the points my husband made. (1) First, we thank Mr. Shindo

for callmg our attention to the new materxals. Butii ent of any document may

Agerous to base one ’s argument

\ agahara “Letter to Pa-ta’ and the Sackler “Letter,” we tried to prove
‘Letter” was original and the Nagahara “Letter”” a forgery by means

that the Saékler
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of stylistic comparison. In our book Studies in Connoisseurship we used the three
“universally accepted” works by Tao-chi in the Sumitomo collection, as well as other
genuine letters by Tao-chi, and pointed out similarities of letter format and habits of
brushwork. We also used samples of Chang Ta-ch’ien’s handwriting and compared
it with the Nagahara forgery. It should be clear to those who understand calligraphy
that the style in the Sackler letter is identical with the Sumitomo Tao-chi works. From
this if we don’t accept the Sackler letter, we have to reject the Sumitomo paintings, too.
(3) Chang Ta-ch’ien himself has admitted to have forged the Nagahara ““Letter” and the
date of Tao-chi’s age found in it. (4) The Ta-ti ts’ao-t'ang t'u in the Nagahara collection
has also been admitted by Chang Ta-ch’ien to have been an inventio his: own. He
had the original pamtmg in his collection and was able to. transc i colophon by

t'y that Mr. Shindo s] on the 'screen 1s 6 v1ously from the same hand as the
Nagahara painting. The appearance of this new version does not support the theory
that the original painting by Pa-ta had the same composition.

SuNDO: I did not hear clearly as I am sitting on the back of Mrs. Fu, but anyway I answer
as far as I know. Their second point . . . . I know their, Mr. and Mrs. Fu’s, methodology
was first developed by Mr. Yonezawa using the material only in these three pieces in the
Sumitomo collection. Professor Yonezawa was surprised when afterwards he found
that this method was largely expanded. He found that it was applicable to other cases,
wider cases. Anyway, what I want to say is a point already made clear by Professor
Kohara. In case of Shih-tao the forger’s ability is better than the art historian. That’s
the biggest problem. So which one is from the forger’s brush? Because we are just taking
the same course as the forgers take. So forgers may know what the character is in the
second half of the Lu-shan inscription, that is a running script 78 hen which
character and which character are alike. So what Profes§oz; Yonez wa developed and
Mr. and Mrs. Fu have expanded was alread 550 Cha asch’ien himself. This
is what I want to say. ; -

Fu SHEN: What Mr. Shindo j _;us d sounds correct, only if we really cannot tell the difference
between the Sumitomo Tao-chi’s and the Tao-chi forgeries by Chang Ta-ch’ien. For-
tunately, if we really understand Chang Ta-ch’ien’s style, we have no difficulty telling
the difference between the genuine Tao-chi’s and Chang Ta-ch’ien’s forgeries, just as
it is possible to distinguish the same hand in the many other forged Tao-chi’s and the
other version of the “Letter to Pa-ta” in the Nagahara collection. So, I sincerely hope
that Mr. Shindo will not stop here, but will try to understand Chang Ta-ch’ien’s work
more deeply. Otherwise, the more opinions that are expressed, the more confused the
case will become.

FonG: I am very grateful for Mr. Shindo’s new information of this new article by...
[inaudible] of 1923. I have to ask Mr. Shindo if I may have a copy of that. This is reference
to his first description of having two illegible characters later on expanded to several,
or may be more than ten, very interesting on that—ambiguity at least at
all times—but I should like to view the article soon. I think beyond that t ave been
so much argument over and over, and now 1t is late for hin t like to make
one observation and it has 0 of whether we should start
with documents or with paintix st-pic ght, the overview, the picture
now in the Palace Museum, - to me anyway is definitely not Tao-chi.
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KawAkAMI: Mr. Shindo, if you have any idea about the date of death of Pa-ta, and the
date of birth and death of Shih-t’ao. Would you tell me as an example of recent study
in Japan?

SHINDO: Shih-t’ao’s year of birth at least is a most problematic issue. As long as the authencity
of the letter and the manuscript in the Shanghai Museum are not confirmed, it will
remain an open question, just a simple open question, we don’t know anything about
the date. But we have an idea of his contact with Pa-ta, that’s all. And concerning Pa-ta’s
year of bll‘th we know that in the year of Mmg s fall,-he rwa ch'u kuan W7, that means

1625 or 16 ~
the state, mean the invasion n of Ch’ing troops to the city of Ch’ang An %, That took
place in the year following Ming’s fall. So he takes 1626 as the birth date of Pa-ta-shan-
jén. And the dates of the deaths of Shih-t’ao and Pa-ta-shan-jen are not known to me.
I am sorry.
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CHENG: Mr. Fu has presented a very interesting problem quite within his studies in con-
noisseurship. But he has dealt with the problem in the most scholarly fashion tracing
the dry linear style back to the Yiian dynasty. The style continued in the works of the
Ming scholars from Wang Fu E4Z to at least 27 artists that he has quoted. It is a very
interesting problem and with these as material he has tried to re-establish this Small
Talk in Empty Mountains (Z31LI/N\5&) problem. May we have the Small Talk in Empty
Mountains slide again? There is a technical problem there . . . FFR—% » B—HRRKH »
BEBRSEEGE ? Why is there a vertical line down the centre of the album leaf?

W EEHP RN —GER ?'i’mlil%x_—*ﬂiﬂﬁﬁﬁﬂim%%ﬁ:—%%i@% Wi o E
ERRGRPEARE TR

TH RERENETAER &ﬁ]mﬂﬂﬁﬁﬁ%i‘*%ﬁ We've found the number

eleven of the same albu

Frt&3d | It is very convincing But I would like to know what kind of criteria that you use
to compare the ink. BEFEIEGR » EEREE » BEBEETE ? RIBEREER » HIK
RRFREICRIEAEHFRI » BEFRMMIRR

W EERE. RE—ERE BEST KB LEZRERNE - mRBERE 8
BORHR o W RHERR
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Wana: I think this paper is quite clear to me. I can understand qulte a bit of it: The method
of course is very clearly one to show what M Fu has; eén an n has shown
it to us. I cannot help but 3 on-Chinese paintings. I am
tempted to make a darmg‘c es of Chinese paintings and linguistics.
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Since Professor Chou Fa-kao is here, I think I would like to ask his permission to let
me say something about the study of linguistics. I think in the early days, the linguistic
studies are concentrated probably mostly on the vocabulary. They made a word list.
That is early of course, and later on they break down into phonetics and phonemes. I
think Mr. Fu’s presentation is very convincing and although he admitted that it is not
a scientific method yet, he did make some scientific points. He has not reached to the
break down into phoneme forms yet. He is still on the level of vocabulary, on even
larger segments than vocabulary. It is on the composition of the whole paintings rather
than a sentence or vocabulary or breaking ds to phonetics or the phonemes. When-

calhgraphy or what kind of stroke forms in the paintings. Break all that you can, break
all of this down, then you are coming down to phonetics. If you read to the level of
phonetics you cannot help but feel that there are so many problems that you had to
group them together into phonemes. Then you will see the similar stroke forms and
similar formations and the similar compositions. Then you can build it up later on. It
will take a little time for us to reach that point, but Mr. Fu certainly has made a very
advanced step in that direction.

EcHE: Relating to Professor Wang and Professor Cheng’s opinion, I have a similar reaction.

I would like to add some experiences of a painter which may be relevant here.

The use of brush and ink, pi-mo #5, are two separate skills. To a painter, brush
is the line-brush action, ink is the tonality that involves with, 11qu1d contains in a tuff
that produces wet and dry lines, dark and light blackness

K'o-pi 1%, kuo-lao W), ts'un-ts’a B8 are ‘different categories of brush technique.
Kan-pi %#.ds a dry; brush, but ks “o-pi is more than dry. It gives the viewer the feeling of
thirst, lo - to add liguid. A lonely and descriptive term, which is suitable for the
beautiful painting by Shih-t’ao.

When discussing the outline, lun-k'ao ES, where sometimes fs'e-pi HI%E and
yiian-pi % are used. I should like to point out that sometimes the brush line appears
dry but the tuff actually holds quite an amount of liquid in it.

Since you began the use of dry technique with the Yiian masters, beside Ni Tsan
{R#; and Huang Kung-wang EAE, I would like to quote Chao Meng-fu HTH
who wrote these words on his own painting: Skik ju fei-pai mo ju chou FRIFEE AL,
Fei-pai RE, flying-white, is a brush technique said to have been created by Ts’ai Yung
#E. On Shu-hua yiian &EBE of Northern Sung, Teng Chuang Bi#% recorded flying-
white is one of the required “six technical skills” to the court artists. Flying-white is
done by one stroke with the brush-tuff opened which produces a line with white reserves
in it. It may appear like a dry brush, but actually has quite amount of liquid in the tuff.
T. s’un-ts’a ”y‘?&ﬁ is a rubbing action, not done by one single:stroke but built up by

brush effect; the same way as handllng a brush work as one writes the cursive style JE&,
An artist with mastership of his brush can produce flying-white effect slowly as well
as fast. '
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y ‘brush technique is used as shown on screen in the work of
Hung-jen 3=, We'may call it “#i%.”. The brush while moving is twisting and dragging,
a dry effect can also appear.

In Shih-t’a0’s paintings, he used ## which is really a slow process, built up by
small strokes that give the dry-straw look. In the example of Yun Hsiang £, his
brush is wet. It produced an appearance of dryness through fast action.

Huang Kung-wang ¥2% has a different dryness from that of Ni Tsan {RH.
It is interesting to compare the varied kan-pi %3 and k’o-pi &% of different artists.

Fu Suen: [Editor’s note: For Mr. Fu’s reply, see the note at the end of the Enghsh summary
to his article.] »

Another way of dry

KonARrA: I cannot say definitely because I have not seen )

I mean it may be alm same espec‘klally\Wlth the letters in the 6th scene of T’ang
Ch’ih Bt I do not \understand why Japanese scholars so doubted.

WEAE Ry KB E ~ BE - REMEBNNE  REER—HEEXR LHBGK » &
ABERORALERRL , EHELMREERKRY - RENHREETELE
QOB ERFEBFE » THREAHE—E » MANXKEUTHEES—
oo GA—RHERERRERERETH  RIBEENRKGRREREEE * BR
Ml e aTHBRENRERGIERHERE SRR » TERRNGHE FHHE
AHABRNET - ET @2 | S8 TIWRRMER —HBHERNEE » EEMHEROE
RS » LRIt » REXHEW » RMITUE M X BB ENRELLAR
BH—L BEEERE—DPE—SH - ME » —EARAOHERERREXAER
HERRY » CEERR - [ ARKE » MRk | AB0RAERT » BARREE
%EF’%B’J WEREHERRE—EANAR » REROEGESEARETOME o
RR&RME IR &J %ﬁ/ﬁ%"t—*ﬁ%% %*ﬁﬁﬂﬁ%@é}& EREERO
KR HAT B HY - ; B0 -

E’Jm%&*ﬂ?ﬁﬁ’ﬁnﬁf{ﬁ ’ %u‘%m‘fﬁﬁﬁ’l %%ﬁﬁi#ﬁl&é‘a ’ m%a%ﬂ’]&ﬂi:%i@%ﬂ
iF » BRRMAHRKTIMIT o

CHENG: The speaker has traced two problems, one is the distinction between ink and brush.
He maintains that kan-pi started first for the development of the entire process. And
the second point he tries to bring out is that because of the unusual political development,
literati painting created the most important tradition in the art of this period. With
this as its background the dry brush technique had been greatly developed.

Q) WE : (AR (EHES) RE—BRESE
FAGR BB Z )

CHENG: SBEEH LR AN RV - mﬁﬁ“ﬁnmﬂﬁﬁﬁm’ %%ﬁﬁ BB A
BEEEMAEG » TR REE e 8 ] theories are well

known and there is no hat he wasia genius. But hIS work, theories as well as
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practice can readily be understood only from the long tradition that existed before him.
Dr. Kao has tried to trace it back to the T°ang period. She has illustrated to us that the ;
central idea is i-hua —& which can still be traced to the pre-Ch’in period. His achieve- -
ment lies in the great synthesis of traditional values and the insistence on the ultimate
goal of self-realization in nature and art. We have only a few minutes left, any discus-
sions on this paper?

KonArA: Thank you very much, Dr. Kao. I am very much interested in your study from
r. Shindo to translate

SHINDO Well, Dr Kohara said there ista pro

your new point of view, but I still have some questions and I ask ]
my remarks.

Tk by ; rce
Shlh-t ao yned in thé third ¢ apter of the Hua-yii-lu that he strongly opposed to
imitating old masters without discrimination. And also he mentioned in the first chapter
he tried to explam the origin of painting by the traditional philosophy such as I-ching
18, the Book of Changes or Lao Chuang 1, the “Taoist way of thinking.”” This is
quite unique and different, exceptional from the traditional way of thinking in Chinese
art treatises such as Li-tai ming-hua chi BfR4Z#3E, in which the author tried to explain
the origin of painting by the Chinese mythology. At the same time there are many
difficult terms in the Hua-yii-lu which cannot be explained by the terminology of ordinary
traditional Chinese art treatises. That can only be explained by the quotations from the
Chinese classics. For instance, the eighteenth chapter of Hua-yii-lu, its construction is
just try to copy after the Hsiao ching %1%, the Book of Filial Piety. Page 6 of Dr. Kao's
paper, there is the word shen-yii 8 derived from Chuang-tzu ¥:F (in the chapter
“Yang-sheng-chu” &) and also chi-hua 24t from Chuang-tzu (in the chapter
“Ch’i-wu- Iun” @%‘ %) T’o-t’ai-huan-ku Hﬁﬂ’*iﬁ% f Huang T’ing-chien
On p. 8, ts’an tien-ti chih
; Middle Way. On p. 11, $5EH,
. 13, meng yang B3 is derived from
Lching %%, the Book of Changes In the penod when Shih-t’ao was active, the late
Ming and early Ch’ing, we can see the integration of the three philosophies—confucian-
ism, Taoism, and Buddhism—that is the concurrence of the three philosophies. His
teacher, ARFRER and IK#EARH also took the same course. The Tao which Shih-t’ao
mentioned as the main thought of pictorial art at the Confucian way of their. ..
I don’t translate everything. They are all classics, I’ll just skip it. His question is how
Dr. Kao can explain this very convincing and persuasive treatise and connect it with
the actual practice of the painting? And that’s his question. That’s all.

KaAo0: Thank you Mr. Shindo and Professor Kohara. Well, I believe that this can be separated

into two problems, isn’t it? The first is a comment and the second is a question. As for
the first part, the philosophical basis of Tao-chi’s thought has actually been extensively
studied by Chinese scholars, tracing the origin or the source for Tao-chi’s art theories
in Buddhism, Confucianism, and Taoism. And this I tend to.agree with Mr. and Mrs. Fu
Shen in their opinion that we should also ider this treatise from the point of view
of art theory, that is to reflect the g};év%fo pme f art theory at this age and it is a con-
tinuation of t dition. s ereasol " my attempting to explain this treatise
from this ang ereas I thank Professor Kohara for his very erudite commentary
on the sources of | ¢ terminology, I believe I mentioned in my paper that I do not wish




677

" 1o be bogged down by e rminology but to go to the spirit or the essence of the
theories contained in this treatise. Thank you. As for the second question, in this meeting
or in this session, I can hardly be qualified as an specialist on Tao-chi’s paintings. I
believe there are much better qualified scholars on hand. May I ask their opinion on
this: the relationship between the paintings of Tao-chi and his art theory?

CHENG: It is rather late now. May we just limit to one comment please.

KonARA: My manuscript is so coarse that Mr. Shindo has lost some of my comments. I
hope Dr. Kao would refer to Tokyo University Professor, Fukunage’s Translation. 1
think it is the best translation and notes of Tao-chi’s Hua-yii-lu. I also hope that if you
would like to see my short article, I'll be very happy. And I also hope t} ‘you would
use some older edition, instead of modern edmon For: exam quoted often
from Chung-kuo hua-lun lei-pi
that book is very useful but
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