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Foreword

In this flourishing spring season, the Shanghai Museum and the University Museum and
Art Gallery of The University of Hong Kong jointly present "Ancients in Profile - Ming and
Qing Figure Paintings from the Shanghai Museum" to the Hong Kong community. Our best

wishes for its every success.

During the Ming and Qing dynasties, landscape and bird-and-flower paintings were more
popular than figure painting. The achievements of artists working in these two genres were also
more outstanding. For these reasons, the study and appreciation of ﬁgure painting remains
comparatively weaker. This exhibition presents fifty carefully selected works from the collection
of the Shanghai Museum including works by literati and court painters, as well as professional
painters. Subjects are likewise varied, including historical accounts, myths and legends, religious
figures, immortals, beauties, children and scholar-gentlemen. There are also depictions of
seasonal practices, customs and habits. In addition, these paintings display a rich variety of
skills and painting styles, encompassing the work of a number of artists who are less known and
relatively obscure. Together they present a general overview of the development of figure

painting over this six hundred year period, and show clearly that it was not an age of decline.

The University Museum and Art Gallery and the Shanghai Museum have had a long
history of co-operation. This is another collaborative project and the launching of this exhibition
is possible only with the close co-operation of experts from both museums. We hope it will
satisfy visitors who come to appreciate these works of art. Furthermore, we hope that it can

arouse the interest of scholars to engage in further study and research in this area.

Chen Xiejun
Director

Shanghai Museum
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Preface

Painting in China can be traced back thousands of years in rock painting. These early painters
depicted themselves, their animals and their way of life. We also see many aspects of the lives of people
of the past in palatial chambers, ancestral halls, tombs, caves, and on early silk pieces, as well as figural
depictions in Taoist and Buddhist stories. In general, from the ancient past to the Tang dynasty, the

subject of Chinese rock paintings, murals and silk paintings were human figures.

All of China's emperors glorified their achievements and virtuous deeds. Often, artists were com-
missioned to record the likenesses of talented men, devoted officials or past emperors. These fictitious
"portraits" were used to instruct and influence officials and the people alike. Hence, figure paintings
have long been used to serve politics. To free themselves from the bonds of imperial control, some
painters turned to the painting of landscape or birds and flowers, producing works that would not offend
the emperors. From the Song dynasty onwards, the depiction of figures was replaced by landscapes as

the major theme of paintings.

In the Ming and Qing dynasties, the development of figure painting suffered under increasing
imperial dominance. During this period, most figure paintings were executed by court or academy
painters whose freedom of expression was, to a certain extent, restricted. Their works were mainly the
depiction of celebrated historical figures like Wang Zhaojun, Guan Yu, the Seven Sages of the Bamboo
Grove and Li Bai, or Taoist and Buddhist figures like Guanyin, He He and Zhong Kui. These paintings

narrated popular historical stories or brought spiritual peace by conveying solace and auspicious wishes.

The Ming official, Dong Qichang, espoused the existence of a Southern and Northern School of
Chinese painting. He raised the status of both landscape and literati painting resulting in figure painting
becoming even more neglected. The art of painting was confined almost exclusively to the social class
of literati and officials. All artists realize that the difficulty in painting figures is not in depicting their
external features, but in capturing the uniqueness of spirit and expression of a character. It is not easy to

produce an excellent figure painting.

In neither showing the magnificence of China's physical landscape nor describing the delicate
beauty of flowers, and grass bending resiliently in the wind, this exhibition focuses on a single pursuit
of artists of the past. The works in this exhibition feature a valuable aspect of our cultural heritage in
allowing us to see ancient Chinese faces through the brushstrokes of painters of the past, and thus

experience how much they can intrigue, inspire and move us today.

Nowadays, there is no need for painters to glorify the achievements and virtues of rulers nor to
consciously seek blessings from the gods. Instead, they should continue to work hard in recording the

many faces of the Chinese and allow our cultural heritage to continue to grow and thrive.

Finally, I wish to convey my sincere gratitude to the Shanghai Museum and to the Bei Shan Tang

Foundation for making this exhibition possible.

Yeung Chun-tong

Director

University Museum and Art Gallery
The University of Hong Kong



10

&% 2 8 Wi A\ 1 &

Bl B
Lty

PR AP HERE T ERFAREE > £0U4E - BEE XAFREE > 1
KEETHATZRER > AYFEZWREREMAL - B ICAHBEA KR o BE
ME A E R gREE > FIEE BB FHIHE > ERBRES LB FR
HIZEAT 20T AERATAKZ 2 EAR > B M E S M E R R AL - B
ARV > SUFT i WiE — B - RIRF - A MRS 385 "R - B Afm” ~ TEERANA
AL FEEE R TG E R EEE S - MCAFEFKIRB TR R RTINS
BB A MER > \NWENEMEE - REUTIEMEMDRIR - WA T 2B
i - BEREREI RS A AYENZILEMBGE AR - BALEREE
M~ REMHAE LR -

AR RERT BE AN A FESRIARERNERL TG /FEERE T
NER > BEEEFMBEHRXSMEER ; EmEM B RERZ - BAREEK
o AR ES - B - L ZE - CNREUKRESEGSFSHEE ; 5715
FEW A TEEY - A - KBERE - LEHEE BESEX . HEZAEH
2 W B & A\ W) = 2 % 22 RE 1Y) T 50 M IAL DG ¥k R Y 25400 8L -

s N E A A LB MBS NS - RERFAUEERER E8K
R R B LR BN = HE B 58 A OR > A2 ] 400 5 SN P 0 7 - AT
BUER KA E B2 > 15— s vhr R a8 2 DU 3 19 O sUEATRY > AR AT

JRE 52 ACEE RE A T B T AR AR I AT > (B A P BOR JE T8 R I S I B IR -
RIS R AR AN B (B& 1) > 2Rl s v AR - BUR SR E
F > e R A A DL B AR A 5 | SR B IR o BRI PR 2 5 R P R
—HREERHE MR ERRENRNHEERMKRERFE S LEERZ
B oo BIHIHHIORAY KR I ZEE ) (JRAh8) - HIMANE 4 b Y i 7= 0 35 T ) 5
BC o B 52 IR AR - BT > TR RIS RY) o MR SR A s A B B A
AMEERRVBNRE > MR TR G H ZERIB R ER A > R BOWRAE A0 &0 0L T A BEAE 571 B ik B
sk o SEA T IR N EATME 2R - I B RRCIUE I A YR RE 2 B 1Y A B
W BE T E - BRFEANEROY B8 s BEEHER 08
IRHY o

HIANER > B 7B AEB @R - g Er CUEER
EZE) (B 28) > BEEUEESARERN —84/Ni 7 > BEiERERENS
B> RERBE TR - FEK (FRICRICED) (Bihs6) - U=B%E

PEl




I (BCIR) (Bik 45 GBMIRL)) BB » e —fE B » EOH
BEMEN LT  BEEEE A EREBBERNED X THBTERRL
BB 2 LTI SRR A o R TIRE AR E AT 2K
1R F7 > R R S0 e AR A o

TR > R R AEFE WL S FEA . A BRAER
T AC A R SR ST R AR TE R B ARSI R R B
s o BRI IR BRI (SR A B (B 3) > @B AR MEIE
FHET > $E A A WIS RERE > STEE ST o T 5 T R AN SCON TR T AR A %I
B A ERREE RIS - B IR ERERN (REZ%HE) BH
4) > BB L a R AT AR M P B R R IE > SRR s = A
MRS 15— SRR L B B R o EERIM S AT HER
T RSSO ANED - S50 AMIBIVERI RIS > F@ RS - BA RS o B hER
oo FE e (BEETWE) B&MS) > AT B8MsE > REEXARR
1704 T I ) U 195 R o

MG E R EB TR R S N BRTE U - B CAEEE LR
PECHTAR-E BB (B 12) » M s 80l MRS - BWMEM - HITEM
VR, B 5 G A o ELIE b B SR - A RERE Y - SRR
W LUEBIRAT BANE - REEAMBORRR - 4RSI VERE > AR
SRR B o ERIBLRN (EESERE) (B 37) - RN A4 S B
GO R B > A RS > MBS o BEREE AR A AR 2
] 3 4 ke A i TR R

O R A R BRI A A RS 2 E
BB O VERR S MORORS AR B - TR A M B - BER MR o IR
BRIE A (RS AE ) (R 5 20) & BB 7E 5 - 35 500 4 0 AR A
A SN BB RE & AT R > WA EUENE - Hb A0 T AR R R
WEEEE > SRR BT EMET S B R BB A o 3 BN
B> B GREERE) BH30) » BEER—AXELWELY
SR BRI E o MIEEONIIN CRE R ED) (R 43) > R 2 # 2 HE%
BIBIRE - R EIRER B AR o IS B B A SRR T BN B Y
PERR B o

W BB - RS AL F R . AR B

11



12

SR B R AR B SR 2L (1~ 120 BT ERIR D IREEVIMER - 5™
A BEFIERE BN ERESZREITHL > REENRIFERED - LUHEE
EHEWE (MM PREN - "ERMEMRENEE > AFE R 7
7 R RIKEF S BUS M > B 5 T 8 R HREZE - HEREREER
T B A A\ AP 2R AR 7% 22 R AN S TEAR B0 19 78 S+ ol 8 om0 AR HE 2R B A1 - BB
%o BRWBENMHEILS » WARAEIBERME - BB > MR AR > Fei A
HIRE R - R B2 AR A BGER R - INIHERER (B E) (Bdh7) >
B B R A i - R R — 255 H AR ST AT 1 -

FEAR G AN B S F R A > SERR T ELZAAB TR NG >
wHETENCSEREED) (BMm10) - BREHEASB T FTHLS  SUASEEE
EEXRETERE—MERNBREER - BUEREOEEN GBEE) (B
24) > WEEF o IWEER > P EMEIEHE ARIFS MR - FARBZ R CGX
THEE) (Bm4l) > BMAR—BESH THEH > ERWHITFS > /EEHA
e 2R B 2 RS AT AN BT AE o

RS WATHI AL - SRS 7T ES R PR HREEE - MAFZREE
PSR EBALEE » H 2 A0EHE > IansEfE - fg AL - BB s
ERR R

$ I FE R DASR R Y (o - ORI S IR ) IE SRR AR > ORIy e 4 A P 44 LU
FUREAL - MAEMNFEERWET > Al eimE a8 o 1R AR (L8 E
B (Rih13) - SEETH— Rt > BERIR - PHERRRKR > & H F
FEM CHEEERY (Ba38) - RIF R/ R e Ya ) B Rl B > SR mIs
HE > —BIRENKT - BUEES  EEEEARRHEEM > m2emE LA
HERER BEAETE -

Fa AR S AR AR B KK A B R R 8B SF R I MBS <718
B_AfmfE > MARF IS > BEFFAE > BNFHEES - a7 HMEE
o MAMBBZ AMG AL - WE R CFIE B (B 14) MERR (GE
A58 (& 35) - o hl&R - ATEBEMA T ek > BHFEFEE
KETHE > NMEAREEHE R - AR —EBE R LH o FEZFEL AT E A
() "5 (&) FHHE - WREEGREZENATAMENEES > KB TIE
= [ AL R s -

HAEEGAILR A R > SRR BRI REP - R EREL > BPE




2y R E RS R > HEGEIRAAERTT - AR EmAE 2 > REFIN
HAEREZT  WEBSHHLHKEREENT > BRINTHEY > ST EE
BT RIAZAE - B REVN S EEXFHEW (RPBAE) + > EVIEE
B AP ERR > R5RE > EURET - EHREEERK o BRI PrigdE N
B (Ba49) - BPHmAL R £ HRBHS > FERII#F > —EER R
AHENEE - BEMENMELER - kT R FIME RS S MR -

L EMEE 2 MARWATB g FH LA EEHA - BARBEEZ (LR
RED) (FEAR) FEREREN —MERMALETHEE - B AL ERT K E
FEaRE - A - FSGESFEFNEZELK - EMACRIMELE - AR
[l RSl A BT ih R o R EIEE 2P - R RRIE R > AZEE - WHARES
M CERED) (B 18) » WEETDZ T HEREECAGAEY BEER - %
ISR P EREEE > M KBS - BRALHIAR - BITEMERYE . FOE
HEAN - EFRWATERRE S L AEFEWBELREN > MEAREHIKERESFEX
B A TR > SEAMEIRFREEZ - A RENEEER TEBERN (S
E) (B33 - URBLtALRZOEHATE  #EREELENE LY
FREL R IR ERRA DN > Bl BeE R MEMKEONG R > &
i =5 7% R B SRR

REERALOE SR E N EUE MBI - EREAE M B RS
P TR DR WEAIER - WRAERN GURMLZE) (& 31) >
W02 R T - FREAUR AR AT AL - ARBE R R A ARE o LT TR
HUIPRER RS - S AN BBENE o W (ExE) B 39) > RIKEE
TR EENREBEOERL T > HELER > BEIHA - FARAGEN
L E M) (& 50) - RILIRE A > gL TER - i - KB - SkarSiE
EEFIERE - ISR - UsriTE - EREGRERE B SR L ERET
X WATREN -

G EREA > BRI » ARORHIE S o EAUL 2 A
Mo MM JHAESAEENRE  RAEZENREE - HFEER > #ibiw
#E > —IRKKEFWEL ; PG HEE - 3ebig > BWaldE &R 7k - 41H
FE - HIBBIENBEL THEE - BRI T AR FCH R MR > [ R
H BE RE AU L AE B S 2OREE 1 S A RS RIAL g A

B HR TR RN R ES . EERAELEE T HESGER -

13



14

RBERZ M CRZERE) (Bh25) > mRBERENRKERE > £E
) CBRBKE) (BM32) > AIFERFERENKEER - —HBRRgAREERT
RZE > FeRl2ANERIEA E SRR THRE » AT 0iE Al & - IFRRFZEAY
CEFE) RM48) - BABLZ TLZRIEHER > RIFKMEREOEE 7 5HE
EHEETE RS > S ARBRALE > SRR E.ORTR -

DAIRF2 8 H A B RS @ A= > FEE A g - SIEM
FHEAEHEENESR > BERETRAEMOCHETK - WEAETHOIEEE
B (& 15) > 2 —Eoc BE H AR E - 2 AR E AL KRR > SR
ENERER TR URAT - BRI E NP > — JRECHUAN
AR > AFet T " FEEBEE" WEFEE - HFEREN GZEREE)
(ki 22) > @BEHEWE - BAEH - BELES  FE6E - EEMHESFH
/i > BB E G A R R R -

SETHRME  MEEBNRFRENIEKFEN > FE —FHE AR
117 IBRFW CERZBE) (Bm21) » UEHPNEES A > BREERS
M B M T B EEM S R - G5 E - M) > B £
fil ~ EMEDH - BMASAHEE - HHENREER - FRRAMYN (BERZE)
(Bah27) » REANEFZAF - BETHNE > FNEHT > BUSZIE - &
RG> I EERE AR - TetAR - MEER - X MNERZ
B ATRE/INER A o R R AR 2 e B R LR B DA s = TR 2L B
R L e

REMEAE NS HEXBAZTE > FREEERERNCEASEE) (&
i 29) B FREA R I RIS o A E AN — K ATE R AT HIE N SO s 5 A
o EEETMEE > HEM R T RFSE AN A R R MEE o

MBS VORBENE R > REER 7 IIER Y a0 88 £ 2 E M
ZETEVE - MR DGR A R LR B RS R AR
HEAE » RMAERE R FIAG A7 WA SRR ER > THREE & - SEMT
RREZWMTE > BANE - BLilEMES AT > WRESES MR
FEZR W 1) A 36 SR E A AR (A A R T - e = HER A > R EDEmERE - 2
B AV EEER R E S - 2 E s — RSB - BB S e 2 BRI 2

VG NV SR B BGE MBS T > AREZFCHIELR > TEER - Qi




MFEFENEETENHEER  S§MEXBEMANERBEESAMAEEN
K o

BRI R A E ML s A TERTERAYE T MBS AR L > HEREE
o MEETE O o RREEN GEFRED) (BA 18) # > A LISERS LIRS HYIEER
HANE 2 S (CBRZIEEE) (BMR25) > ARERE LIEBERNEH - 8
W CRICENED) BM3e) » BT AYEZABFRESNFEREZS > 2F 2
YA - R BB HIBRA -

F A ERE > BERET - HAFESUEMICRZ A B 1S - mR
FREERAE - BIORB (R HER) B - TEBR (ZITE)D) (Bm33) »
MR (AW FE) (BM37) - ZFEMN CURRER) (&M 28) % > B
TEARFFE  BEMEHE R 25 A ADHEIRE - #lE > B2 AE - KRS
S o 2 B - TEFUKI - MERSE LY BROAY > AMKAREAER
B Y SR o

TEMEEME S REESENRE  THERRAERENER < @K
ER R R TEESANIES > BEARBREE - BE - EEIREM > FIXE
SIRIAE > SEPRA S o BRI - TESHEE . AYMHIERER > WK ERES
ik - BOLEE > BFASBNERNEENNE » AEYFIIRWAER - [
BERT A R RS A0 R > 7ETEPL S A S > BA T T AR BRI > BT
RERXZ—EHERZR -

AR s DIRIRAZ O CAEEHRE » TARNEXRBSEBAZA
My SR, o BLYL R RFEEA CEBEEN > HrEs CAPELE) (Ba
1) o BETRAENEE > XHFBH > BXAFEE 8K - IR > RIRFFXK
TR G (B&7) MEEn (BEE) (BM9) - SBERGEE
% B ARG A A R > A CAFEERBE W o EBEEERS H B X
MR/ NEEEE . WhBEEXASREEEATT - ZIFEIMNFIREF - R
WARHBNRESEANYE > DIEFER - FR - mAAFG - SaERES -
B FEEEAE EAE S o EREE IR T HIAR o

HEEEAYEE > EERERAERERZIGAIFAMENR > IEE
K~ EAAABFIERERE - HBREART - HERRERLEE KBRS - H
B #40E AK B K BB (L A SHBAA — AUBTEL > B E A > (LI HAESrE 1k > &
ST EARMEE o IMEUE > FBAER - HRE - ARES (K ERE

15



16

%o BHBCEEFEE) JB5H20) KB AMRERNIER - HELEERE
B T XAERZRIER AR EMEAE R AR > 55 8 5 88 78 B 5 R B ZE T
BlE > B SCA SRS SR AR o o

AR A =S > BB ZEW A ER > AMEB =AY
HEG R > e AW s B E BV - FhERIERE Y > MRS T2
KRBT - HAWER B - HppRuts - #7178 - TER - 2WFENE
RFEMFR - BRI AYE > BOEFEAR » ORI 70 8 AR % s B9 528
FF > EHRAMNERE - WG EMY > mEsnRe - \YENER > e
%> ERZIBEERERRE > WMLHRIBE SR ER > fEdh s A 2% HiME o It
S BT REOCBIL T HIE  BEERRA TERILET 28 - HERMES R - £
RERELL &7 > A MR o R T ER > UEHREES > ENY
¥ - ERAE AR > HEERK -

PR A B RE > B A A RS A = EAS > HERTE LRSIk =T
(fEfE ~ 13 - ) EARERNPE - EHEAZERERNERL - A%
BB ER - BPHERGEBRI SR > WS AERRE - AR
ST RVERE - SRR AR - MR AR AR B AN RS > Ay AU R — ik
{7 B L JH o

BERAAE SRR EER - R EMEREEAY > SRERE - FH
FEELR D AGEBWRRTIE > BEEES) - A8 28 - BRI ESRICR >
WA - AE S X LUEAR e ~ RS UE ~ BT B AL

WM S 2 UIE A E R BRI B > HI R ZEAIE TS -
SR B RS IRAR B I EMN AR IAREEREEXMANFER > B2
RHFIETERE o —HEE N EBBRA - 7B A RIS > R SRS A R ) 25
TR RS EE > R - BASEMORSETE > BRI EEEEME
BEAL ~ PRSI AU 16T A A\ E A AL R R - d A TR I E AR

PR—

N ©

liml

HH

\




The Resplendence of Ming and
Qing Figure Painting

Shan Guolin
Shanghai Museum

Figure painting enjoyed a period of prosperity in the Tang and Song dynasties, but
after the emergence of literati painting, its importance was superceded by landscape
painting in the Yuan dynasty. The Ming and Qing dynasties saw the end of feudal society,
consequently the Confucian practice of using art education as a means of humanitarian
rule no longer received the same attention as it did previously. This is clear from the
loose organization of the Ming and Qing imperial art school. The social functions of
painting in education and improving human relationships, to control the restless or to
enlighten ordinary people gradually diminished. At the same time, literati painters
propagated the ideal of treating art as a form of expression in its own right. This concept
permeated among artists working in all genres and led to drastic changes in subject matter,
methods of presentation and the aesthetic aspects of figure painting. Generally speaking,
the trend was less towards figure painting as a tool for didactic and political purposes,
while emphasizing their power of expression and formal beauty.

This exhibition features 50 works that represent different periods of the six hundred
years covered by the Ming and Qing dynasties. Artists include literati painters, court
painters and professional painters. Effort has also been made to include as many types of
subject matter as possible. There are historical events, myths and legends, religious figures
and immortals, ladies and children, scholars and men in seclusion, folklore and customs.
As for technique, there are richly coloured (gongbi) paintings, pure-line (baimiao)
paintings, (xieyi) ink paintings, paintings done in a combination of gongbi and xieyi
techniques, finger paintings etc.. The selection has been so made in order that the varieties
and resplendence of figure painting in the Ming and Qing periods can be captured and
reflected from different perspectives.

In terms of content and artistic styles, Ming and Qing figure painting moved away
from the practice of the Tang and Song dynasties in meeting political needs and the exquisite
aesthetic taste of the imperial court, nobles and officials. It turned towards satisfying the
desire of the literati, merchants and ordinary people for works that have emotional
expression and please the eye. This development was achieved gradually and becoming
more obvious in works of later periods.

Using historical events as themes was still popular during the Ming and Qing
dynasties though political and moral implications were largely gone. Guo Xu's Figures

(cat. no. 1) of the early Ming dynasty depicts three historical incidents: in the early Western
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Zhou period, Boyi and Shugqi collecting plants on Mount Shouyang; in the Jin dynasty
Emperor Wudi’s Concubine Hu sprinkling wet salt on the ground to attract goats that
draw the emperor’s carriage to stop at her house; and in the Western Han dynasty Emperor
Wudi’s Empress Chen engaging in deep thought at the door. While they still propound
loyalty to the emperor and sacrificing oneself for the country, they also show the painter’s
sympathy for the imperial ladies. You Qiu’s scroll Expedition of Wang Zhaojun beyond
the Great Wall (cat. no. 8) places emphasis on presenting the plot and narrating the scenes.
The painting depicts lofty mountains and rugged slopes, a simple bridge across gushing
water, birds flying in the wilderness, Wang Zhaojun raises her hand to hide her face
behind her sleeve and the laborious movements of the escorting armies all help to bring
out the difficulty of the journey. In the last section, the Hun ruler and his followers wait
in a procession in front of tents, thus completing the story of Wang Zhaojun leaving the
country. The narrative aspects and vivid depiction of the characters mask the tragic nature
of this historical incident. It is obvious that the artist intended to focus on the visual value
of the work.

Figure painters of the Qing dynasty gave historical events more commonplace

| interpretations. LiYao’s Cai Wenji Returning to the Han Court (cat. no. 28), for example,

shows Cai Wenji reluctantly bidding farewell to her two children to follow the Han
ambassador back to Han China. The painter aims to highlight the love between a mother
and her children, an important aspect of human nature. Hua Xu’s Lady Zhen Dressing
Herself in the Morning (cat. no. 36) 1s based on The Ode to Lady Zhen (Zhenfei Fu)
written by Cao Zhi of the Three Kingdoms period. It depicts a lady who has just gotten
out of bed, still feeling idle and not wanting to put on make-up or tidy her hair. Lady
Zhen was unhappy and low-spirited because she was forced to marry Cao Pi1. The painter
uses this plot to express his compassion for lonely women; this one he shows to be pitiable.
Touching and with keen attention to the power of figure portraits are characteristics of
Ming and Qing paintings that depict historical events.

From the Yuan dynasty onwards, literati painters gradually took over the leading
role in painting. They liked to illustrate anecdotes of lofty men and scholar-recluses of
the past as well as the day-to-day lives of learned men. This also spread to professional
painters. Waiting for the Moon in a Boat (cat. no. 3) painted by Zhang Lu, a Zhe School
painter of the mid-Ming period, shows a scholar in a boat that has stopped at the bottom



of a cliff. Night has come and the moon has risen. The scholar, a cup of wine in hand and
relaxed, admires the beauty of the moon. The subject matter is lyrical while the depiction
of the sleeping attendant and carefree scholar shows the meticulousness of a professional
painter. The Three Smiles by the Tiger Stream (cat. no. 4) is the work of another Zhe
School painter, Wang Zhao. The story is about monk Huiyuan of the Eastern Jin dynasty,
who lived on Mount Lu. He once went down the mountain to see off his good friends Tao
Yuanming and Lu Xiujing. When the three unknowingly crossed the stream, a tiger
roared and the three friends looked at each other and had a good laugh. Since the Song
dynasty, this story has fascinated many painters. Wang Zhao chose to depict the moment
when the three friends clapped their hands, raised their fists and laughed heartily. He
exaggerated their expressions and gestures, a common technique that imbues the work
with life and humour. In Reciting Poetry in Snow (cat. no. 5), Zhou Chen, a professional
painter from the Suzhou area, used highly skillful techniques to show how carefree the
man is as he walks through the snow reciting poetry.

Figure painters have a preference for traditional methods of narration. In The Seven
Sages of the Bamboo Grove (cat. no. 12), Li Shida, a literati painter of the late Ming,
depicts the landscape setting in great detail - mountains, forests, pines, firs, heavy growth
of bamboo and banana trees, streams, rivers and pools; a scenery that is serene and pleasing.
In it the seven sages play their musical instruments, inscribe poetry on the walls of cliffs
or wash their feet in the running spring water. Through these lively details, the painter
conveys the unrestrained, untamed and carefree spirits of these men which, in turn, has a
strong visual impact on the audience. In Li Bai Composing Poems (cat. no. 37), Que Lan
of the late Qing paints the beautiful scenery of the imperial garden with great detail.
Brush in hand, the poet L1 Bai is writing poetry while imperial ladies look on. The scene
reminds us of the story of court ladies composing music for Li Bai’s Qingpingle.

Another way of presentation in the Ming and Qing period is to minimize the setting
and plot to focus on individual characters and their states of mind, that is, to capture the
spirit of the figures. Considerable development was achieved in this respect. A typical
example 1s In Search of Plum Blossoms in Snow (cat. no. 20) painted by literat1 painter
Zhang Feng of the late Ming. Here, only abbreviated brushwork is employed to depict a
scholar riding on a donkey; no background setting has been provided. Wearing a hood,

hiding his hands under his sleeves, the figure and the slow pace of the donkey convey the
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poetic mood of seeking plum blossoms on snow-covered ground giving one’s imagination
full rein. In Dongpo (Su Shi) Appreciating an Inkstone (cat. no. 30), Huang Shen, one of
the Eight Eccentrics of Yangzhou, depicts the master as he concentrates his attention on
the appreciation of an inkstone. In The Drunken Taibai (Li Bai) (cat. no. 43), the late
Qing painter Su Liupeng shows the poet supported by attendants as he staggers along,
thus conveying the carefree spirit of the poet who was capable of composing many poems
even when he was drunk.

From the Northern and Southern dynasties through to the Tang and Song dynasties,
it was popular to paint legends, myths and religious stories. Without question, this was a
consequence of the religious fervour (Buddhism and Taoism) of the people and the
encouragement of the ruler. This gradually declined during the Ming and Qing dynasties
when the production of religious paintings greatly decreased. During the Wanli period of
the Ming dynasty, Xie Zhaozhe pointed out in his Wuzazu that, “As for religious images
and scenes of hell, there was hardly one in a hundred”. Religious worship, once supported
by rulers and noblemen, became a kind of folk belief in deities who supposedly granted
good luck, peace, health and longevity. These were taken from Buddhist and Taoist
stories to become mythical or legendary figures who could keep disasters and problems
away. They no longer appear sacred and solemn but become much more approachable
possessing human emotions. They are even at times playful. In Zhang Ling’s The Weaving
Deity (cat. no. 7), for example, the goddess of the heavenly kingdom could as well be a
hard-working, simple village spinning girl.

Under the painters’ brush, the long-revered bodhisattva becomes more benevolent
and friendly. An example is found in Xu Wei’s Avalokitesvara with a Fish Basket (cat.
no. 10). The wife of Ma is one of the guises adopted by Guanyin for which she is also
called Guanyin with a Fish Basket. Here the bodhisattva is given the image of a simple
fishing woman. In Avalokitesvara (cat. no. 24) painted by Shitao of the early Qing dynasty,
the bodhisattva appears refined and modest. With lowered head and downward glance,
she 1s perhaps listening to the grievances and prayers of the people in this world. Liu
Yanchong’s Guanyin Presenting a Little Baby (cat. no. 41) from the late Qing resembles
an 1mage of a mother and child. The kind and approachable image generates added trust
and comfort for her followers.

Images of deities popular during the Ming and Qing dynasties went beyond the



gods found in Buddhist sutras. They were legendary deities from folklore and even
historical heroes, for example, Zhong Kui, Hanshan and Shide, and Guan Yu, who were
elevated to the status of a deity.

Zhong Kui became popular from the Tang and Song dynasties onwards. He had an
ugly appearance but was full of the spirit of righteousness. In the Song dynasty, he was
often used as a door god to suppress evil spirits. Under the brushes of Ming and Qing
painters, he becomes playful and humourous. A good example is Zhong Kui and Winter
Plum (cat. no. 13) by Yuan Shangtong of the Ming dynasty. In this work, Zhong Kui 1s
hunting for ghosts and spirits, indicated by his raised eyebrows, staring eyes and the
bamboo pole he holds in hand. His piercing look reveals a kind of simplicity in purpose
and straightforwardness in behaviour. Fang Xun’s Picture of Zhong Kui (cat. no. 38)
depicts a small ghost kneeling down in front of Zhong Kui and offering him food so as to
curry favour. Zhong Kui claps his hands and grins in pleasure. These images of Zhong
Kui present him not as a solemn suppressor of evil spirits but human, full of human
emotions.

“The Two Immortals He and He” were actually two sages in folk tales popular
during the Qing dynasty. They are two esteemed monks of the Tang dynasty, Hanshan of
Hanyan Temple and Shide of Guoqing Temple in Tiantai (Zhejiang province). They were
good friends and treated each other as brothers. Shide’s attribute is a lotus flower while
Hanshan’s is a round box. Both lotus and box are pronounced as Ae in Chinese,
homonymous to /e as in harmony and union. As a result, people call them “The Two
Immortals He and He” (The Two Immortals of Harmonious Union). Wu Xiang’s The
Two Immortals He and He (cat. no. 14) and Hua Guan’s Hanshan and Shide (cat. no. 35)
separately portray the two monks engaged in deep conversation by the seaside and under
trees. Wearing pleasant smiles, they look youthful and innocent, unlike esteemed Buddhist
monks who practice meditation, resembling, rather, two close brothers. The painter uses
them to convey harmony and unity. The use of images of deities to bring out auspicious
connotations indicates a tendency towards their secularization.

Guan Yu of the Three Kingdoms represents the most deified human being in history.
Through exaggerated historical accounts, he has become a role model as a loyal, courageous
and righteous master of martial arts. Posthumous titles conferred upon him also elevated

his status throughout different dynasties. He was called Duke Zhuangmiao after his death,
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Prince Wu’an in the Song dynasty, and Lord of Xietian Huguo Zhongyi in the Wanli
period of the Ming dynasty; he 1s known by later generations as Guan D1 (Lord Guan).
Shrines are built in many places where people pay respect to him. The prototypical
image of Guan Yu is already established in Guan Yu Capturing a General by the early
Ming court painter Shang Xi - slanting eyes, heavily bearded and with hair tied up and
wrapped in a haircloth. He looks sober and authoritative, discreet and powerful. Shen
Shao of the early Qing, in Figure of Guan Yu (cat. no. 49), paints him sitting on a chair
covered with a tiger-skin. He looks solemn and respectful. Next to him stands Zhou
Cang, with a big sword in hand. The background has been left empty, giving the figure of
Guan Yu a kind of god-like quality, indicating the people’s respect for persons with loyal
and righteous characters.

Female figures occupy a rather significant role in paintings of the Jin and early
Song dynasties. Admonition of the Instructress attributed to Gu Kaizhi of the Eastern Jin
dynasty(Tang copy) 1s an early masterpiece that takes noble ladies as its subject. During
the Tang and the Five Dynasties periods, lady figure painting was extremely popular,

resulting in the birth of great masters like Zhang Xuan, Zhou Fang, Zhou Wenju etc..

‘During the Ming and Qing dynasties, they inherited previous traditions while achieving

new developments. There are excellent pieces that focus on the narrative or present a
splendid scene. Spring Outing (cat. no. 18) by Huang Junn of the Ming dynasty 1s one
such example. It depicts imperial ladies 1n springtime, engaged in different activities like
taking a boat ride on a lake, walking in the grass and admiring the scenery, playing musical
instruments, drinking tea and eating fruits. A pavilion by the water, peach blossoms and
willow trees, slender bamboo and banana groves, all brimmed with the pleasant feelings
of spring. The painter is not concerned with the historical truth of the lives of imperial
ladies, but with expressing his aspirations for a joyous life in the flourishing season of
spring and by arousing the viewer’s aesthetic feelings. Ding Guanpeng’s Qigiao Festival
(cat. no. 33) takes this festival which falls on the seventh day of the seventh lunar month
as 1ts subject matter. Here court ladies and imperial maids have momentarily forgotten
their loneliness and forlornness as they gather to enjoy fruits, and lay the table to wish for
wisdom and dexterity. The picture is filled with a joyful and lively atmosphere.

The number of paintings that portray solitary ladies increased markedly in the Ming

and Qing dynasties. These works aim to reveal the inner feelings of ladies of different



social levels and are oftentimes poetic in mood. In Lady Holding a Fan (cat. no. 31),
Qing painter Min Zhen paints a graceful lady leaning against a tree. She rests her chin on
one hand and holds a round fan in the other. Anxious and pensive, she arouses tender
feelings in the audience. Jiang Xun’s Lady Figure (cat. no. 39) similarly depicts a slender,
weak and gentle lady whose remorsefulness is particularly appealing. In his album of
Lady Figures (cat. no. 50), Hu Xigui of the late Qing dynasty uses poetry as its theme and
depicts ladies enjoying themselves in springtime, relishing the cool air, meditating in
autumn, reading poems and engaging in other activities. The scenes convey poetic feelings
and the poems are expressive. Combining poetry with painting was a novel way of
presenting lady figure painting and was popular during the Qing dynasty.

Compared with those of the Tang and Song dynasties, more apparent changes can
be found in lady figure painting of the Ming and Qing dynasties. Tang dynasty ladies
have a full rounded face and a heavy body; they show an air of wealth and grace. Song
dynasty ladies are beautiful and slender; their movements graceful and modest, behaving
like well-bred ladies. Starting with Tang Yin and Qiu Ying, a new prototype is established
for female beauties in the Ming and Qing periods. They have a melon-seed shaped face,
dainty eyes, fine eyebrows, a small waist and sloping shoulders. Changes in the way
female figures are depicted reflect the aesthetic preferences of the different periods and
also mirror the inferior social position of women in Ming and Qing society.

The genre of child painting rose and fell in popularity alongside lady figure painting.
In the Ming and Qing dynasties, it became more worldly. If the Qing painting 4 Child
Playing with Butterflies (cat. no. 25) by Yu Zhiding still retains much of the Song style,
then Luo Ping’s Children at Play (cat. no. 32) concentrates more on the innocent charm
of children at play: a group of children are shown engrossed in eating dates; a naughty
one is climbing a tree to pick some. They are charming and lively. One Hundred Sons
(cat. no. 48) by Wu Jiayou of the late Qing period carries the auspicious meaning of
begetting many offspring while revealing the playfulness of children at the same time.
Audiences cannot help but laugh as they become affected by the children’s naiveté.

Figure painting related to festivals and customs also experienced major
developments during the Ming and Qing dynasties. Usually carrying auspicious meanings
or well wishes, they cater to the psychological needs of the common people. /n Celebration

of Lunar New Year (cat. no. 15) by Ming painter Zhou Daoxing is a work painted for New
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Year celebrations. It shows members of a family gathering around a censor; an elderly
man writing auspicious poems, children beating drums, sounding gongs and letting off
fire-crackers and visitors coming to wish the family luck. The atmosphere is gay and
harmonious, implying the wish for gaiety and harmony throughout the year. /n Celebration
of Spring Festival with Music (cat. no. 22), Wang Shiyi of the Qing dynasty brings out the
joyful and harmonious atmosphere of the New Year through the depiction of common-
place activities like beating drums, blowing pipes, playing musical instruments, singing,
drinking wine and tea and greeting between guests and hosts.

Icons implying many offspring, advancement in official positions, health and
longevity were also popular during this period. The legendary God of Luck is the subject
of Wealth, Longevity and Abundant Sons (cat. no. 21) by Ming painter Chen Zi, which
shows him surrounded by women and children. In their hands and on their clothes are
hung wine-cups, wine bottles, ruyi, coral, seals, jade pendants, books etc., objects that
symbolize wealth and luck. Throwing Chips (cat. no. 27) by Qing finger painter Gao
Qipei 1s a finger painting executed for a friend’s birthday. The bamboo chip the old man
holds 1s homonymous to the word longevity by which the author conveys his well wishes.
The author further extends the meaning of the word “chou’ to the governing of a country,
how to implement plans to improve the livelihood of the people, maintain order and
righteousness in society and enhance the name of a fan ily. Layers of meaning were
included in an otherwise ordinary work. Gao Qipei, as an official and a painter at the
same time, tried his best to educate and influence the people through his works.

Painters often take everyday activities of ordinary people as the subject of their
works. The Blind Storyteller (cat. no. 29) by Qing professional painter Hua Yan, is a
touching work. A blind storyteller is chanting stories under a tree backed by music played
by other members of his family. He only has a small audience, showing how difficult and
pitiable it 1s for storytellers like him to make a living.

Generally speaking, the paintings chosen for this exhibition cover most of the major
themes and subjects of Ming and Qing figure painting. Even though there are not-large-
scale works that record important historical events like those projects of the Tang and
Song dynasties, they do, however, reflect notable achievements and the increased
importance of depicting the lives of the common people. Especially significant is the

implementation of auspicious meanings and well wishes. As for historical events, myths



and legends, their didactic and religious value gave way to aesthetic appreciation and the
illustration of folk beliefs. They moved from being refined and graceful to better suit
popular taste, from the real to the imaginary. These reflect the general trend of figure
painting during the Ming and Qing dynasties, that is, though there are no outstanding
accomplishments, the period saw the production of a rich collection of varied and
interesting pieces.

In terms of artistic skills and styles, figure painting of the Ming and Qing falls
within the tradition of previous dynasties. The use of gongbi with heavy colour, baimiao
and abbreviated xieyi were still the major techniques. In addition to these, each artist,
drawing on his repertoire of painting techniques, was able to bring variation and uniqueness
to his works.

Du Jin and Qiu Ying both of the mid-Ming period were outstanding in the painting
of figures using gongbi and heavy colour. Their works are charming, comparable to
those by past masters. From Huang Juan’s Spring Outing (cat. no. 18), one can have a
glimpse of the style and charm of QuuYing. Yu Zhiding’s A Child Playing with Butterflies
(cat. no. 25) returns to the refined and colour-rich style of the Song academy. And Hua
Xu’s Lady Zhen Dressing Herself in the Morning (cat. no. 36), while 1t depicts a slender
beauty of the Qing dynasty, is comparable to Song works in terms of its very careful
treatment and rich colours.

A prototype for baimiao figure painting was established by Wu Daozhi of the Tang
dynasty, Zhou Wenju of the Five Dynasties and Li Gonglin of the Northern Song dynasty,
a style that was followed by many. In You Qiu’s Expedition of Wang Zhaojun beyond the
Great Wall (cat. no. 8), Ding Guanpeng’s Qigiao Festival (cat. no. 33), Que Lan’s Li Bai
Composing Poems (cat. no. 37) and Li Yao’s Cai Wenji Returning to the Han Court (cat.
no. 28), gongbi baimiao techniques have been employed to accurately depict the settings,
gestures and movements of figures. The lines are fluid, fine and lively, executed in
traditional methods like “iron-wire” strokes, “drifting-cloud and flowing-water” strokes,
and “willow-leaves” strokes. Though colours are lacking, the works are still graceful and
elegant.

The Ming and Qing dynasties saw remarkable developments in the abbreviated

xieyi technique which is a combination of gongbi and xieyi techniques. Zhe School painters
like Wu Wei, Zhang Lu and Wang Zhao inherited the styles of Li Tang, Ma Yuan and Xia
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Gui. Their brushstrokes are crisp, powerful, tough and strong. The pauses and the turns
are full of strength. Using “orchid-leaves” strokes and “bent-reed” strokes, the facial
expressions of figures depicted have been exaggerated. Landscape and trees are likewise
powerful and decisive. Ink has been lavishly applied to emphasize structural momentum
and the strength of brushstrokes. They represent a school that focuses on freedom and
vitality. Similarly, Zhou Chen inherited the Southern Song academic style. Among
brushstrokes that are powerful at pauses and turns, he also infuses Yuan elements like
stateliness and intuitiveness. His paintings differ, therefore, from Zhe School painters by
a special kind of grace.

In the mid-Ming, the Wu School, with the literati at its core, came to the foreground
again. The aesthetic taste of the literati also infiltrated figure paintings. Guo Xu was a
contemporary of Shen Zhou, a known scholar of his time. His Figures (cat. no. 1) is done
in the literati painting style of the Yuan dynasty. With lines that are fine and unrestrained,
it 1s reminiscent of the xieyi style of the literati. In works by later Wu School painters like
Zhang Ling’s The Weaving Deity (cat. no. 7) and Qian Gu’s painting Playing the Qing
(cat. no. 9), lines are smooth and handsome. Figures in the latter work show some
crudeness, exemplifying the literati preference for the expression of ideas over formal
resemblance. This kind of freely- applied and intuitively-sketchy xieyi style was popular
among literati painters from the mid-Ming on. It developed into a kind of simplified xieyi
figure painting in the Yangzhou School of the Qing dynasty where light dapples, simplified
and fluid brushstrokes constitute some of its major characteristics. These are clear in
works by Hua Yan, Huang Shen, Luo Ping and Min Zhen.

Sketchy xieyi style was a variant of the dominant style of figure painting during the
Tang and Song dynasties, with achievements of Guan Xiu of Tang, Shi Ke of the Five
Dynasties, Liang Kai and Mugqi of the Southern Song dynasty being the most outstanding.
There was only a mere handful of painters skilled in this technique in the Ming and Qing
dynasties. One of them is Xu Wei, whose much-abbreviated ink flower paintings set a
new trend. In his occasional figure paintings, brushstrokes are similarly sketchy and
abbreviated, capturing the spirit of figures with interesting brushwork. Zhang Feng of
the early Qing period used a quick sketch method to paint abstract images like /n Search
of Plum Blossoms in Snow (cat. no. 20). These are typical examples of inkplay by literati
painters, where they focus on the value of brush and ink rather than formal resemblance

and narration.



A group of innovative figure painters emerged in the late Ming dynasty who broke
the confines of traditional figure painting. They opened a new door to this genre with
figures that are more imaginative, abstract and decorative, thereby bringing the art to new
heights. Representative painters include Chen Hongshou, Cui Zizhong, Ding Yunpeng,
Wu Bin etc.. Chen Hongshou learned figure painting from Tang and Song masters. He
also incorporated woodcarving techniques used by late-Ming artisans in the Zhejiang
area where much attention was paid to the expressiveness of lines that are clean, rounded,
fine and strong like metal. His figures are exaggerated and slightly distorted to reveal
their character and state of mind. Heavy colour increases the works’ decorativeness. Cui
Zizhong was famous in the art circle in the north. Together with Chen Hongshou, they
were called “Chen of the South and Cui of the North”. His figures are also exaggerated
and his brushstrokes shaky and unique. Another contemporary painter was Ding Yunpeng
who specialized in painting Buddhist images. His brushstrokes are strong and powertul,
and his figures spirited.

Chen Hongshou’s exaggerated and decorative figures were highly influential on
the Three Rens of the Shanghai School (Ren Xiong, Ren Xun and Ren Y1) of the late Qing
dynasty. While learning from the style of Chen Hongshou, Ren Yi combined the
sketchiness of Hua Yan, the smooth and gentle line-flow of Fei Danxu and the anatomical
precision of Western paintings. He ultimately came up with a new style that is accurate in
form, versatile, strong and pliant in brushwork, and lively and innovative in composition.

Yet another innovation of the Qing dynasty is finger painting represented by Gao
Qipei. He was able to produce strong and powerful, expressive and intuitive brush and
ink effects using his fingertips, nails and palms. And Xugu created extraordinary images
with sharp and deliberative lines to form another style that is uniquely his own.

All in all, figure painting of the Ming and Qing dynasties, though declining, was
not without progress. Tradition was continued on and further developed. Thanks to the
talents of individual painters, xieyi paintings of the literati show a variety of styles and
techniques. Some were bold enough to break established rules and give full rein to the
expression of individual ideas while borrowing from classical styles and folk art. They
established new directions in various aspects including the form of figures, composition
and the use of colour. Brush and ink gained new meaning, and imaginative and decorative
qualities were given new weight. By doing so, these painters changed figure painting and

imbuing it with a new life that has been inspiring to painters of later generations.
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Fig. 1
Lady, Dragon and Phoenix
Warring States

Fig. 2

Admonitions of the Instructress (detail)
Gu Kaizhi (345 —407)

Six Dynasties

Qiu Ying and Lady Figure Painting

Pikyee Kotewall
Department of Fine Arts
The University of Hong Kong

A painting on silk, Lady, Dragon and Phoenix (Fig. 1),
excavated from a Warring States tomb in Changsha is one of the earliest
extant examples of the depiction of the lady figure in Chinese painting.
An example of the graceful, ethereal lady figure of the Six Dynasties
can be seen in Gu Kaizhi’s (345—407), Admonitions of the Instructress
(Fig. 2). There are also references to female figure paintings in the
literary records of the period. ' But it was not until the 7angchao
Minghualu (Record of Famous Painters of the Tang Dynasty) of the
Tang dynasty, > that the term, lady figure painting (shinuhua 114 5),
was used to denote a specific painting category.’

Figure painting featured predominantly in the early stages of
Chinese painting. It would be meaningful to attempt considering it
against the Six Canons, which Xie He famously put together as the
prerequisites of painting in the Six Dynasties. * For example, Xie
stressed, in the first canon, the importance of the transmission of the
spirt resonance and life-breath (gi yun sheng dong i EH)) in
painting. In the case of lady figure painting, it would mean imbuing the figure with life
and resonance. Secondly, the use of the brush was essential in giving structure to
different forms (gu fa yong bi ‘1% H %E). That is to say, the structural formation of the
lady figure hinged on a wide range of brush techniques. Thirdly, the portrayal of an
object must be true to its form (ving wu xiang xing ME¥) 5JE). This canon emphasized
visual accuracy and in lady figure painting, involved the careful observation and
rendering of the female form. Fourthly, the application of colour should conform to
the type it belonged (sui lei fu cai BERIHLF). The colouring of the lady’s complexion
and clothing was to be true to their nature. The fifth canon concerned the layout of the
composition (wei zhi jing ying 1 & &84, For lady figure painting, this rule would
involve the suitable positioning of figures and their surrounding objects on the picture
plane. Lastly, Xie He emphasized the continuation of the ancients’ models by the
process of copying (chuan yi mo xie 4 #i%7). These principles, quoted and
reinterpreted by painters and theorists throughout the ages, were as important to the
development of figure painting as to that of later landscape.

The prime consideration in lady figure painting, and figure painting in general,
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lies in the rendering of the life spirit of the figure in the painting (chuan shen F£4). It
may seem 1ronical that in order to make the figure come alive, her rendering should
transcend a mere naturalistic representation.> A portrayal of her facial features and
hairstyle, her clothing, demeanour, movement, hand gestures and general disposition was
aimed not only to give a clear description of her outer appearances, but also to convey her
personality and suggest other innate qualities not directly shown. As can be seen in the
lady figure paintings of this exhibition, such portrayals of her features and clothing can
be either brief or meticulous. Explicit facial expressions were often kept to a minimum in
traditional Chinese figure painting, the result of an ingrained restraint and decorum nurtured
by Confucianism. But not being explicit did not mean that facial expressions in Chinese
figure painting did not exist or were insignificant. Faintly portrayed or suggested, their
effects were often potent and significant. Eyes, especially, were vital in conveying the
essential spirit of the figure. Therefore, what seemed to be a mere description of outer
appearances was actually a psychological characterization, with many qualities suggested

but not graphically depicted. These tangible and intangible elements, when suitably

~achieved, contributed to the transmission of spirit resonance to the figure in the painting.

But as Xuanhe Huapu (Catalogue of Paintings in the Xuanhe Collection) of the Song
dynasty recorded, “It 1s most difficult to excel in painting figures. Even if likeness in
form 1s achieved, the spirit resonance is often lacking.” ¢

Unlike portrait painting which aimed for a faithful image of the person depicted,
lady figure painting portrayed a female form idealized by the painter. The portrayal of
lady figure was summed up by Tang Hou of the Yuan dynasty, “Excellence in lady figure
painting, lies in capturing her quiet and enchanting demeanour (as when she is alone in
her living quarters). I have seen The Court Lady by Wenju (Zhou Wenju). Her jade flute
is tucked in her waist band, and she is looking at her fingers, absorbed in her feelings and
thoughts. She is obviously preoccupied with something.” ’

To complement the portrayal of a lady figure, it was usually considered suitable to
place her against an appropriate background, which may be outdoor in the garden, or
indoor in her living quarters. The painting styles of different subject matter within a
piece of work were expected to complement one another, and to achieve a spiritual
harmony. ® For example, the style and the content of the landscape against which the

figure was placed had to relate to and enhance the lady figure in the painting. In the case



of the meticulous style, the numerous details of her environment were used to embellish
the lady figure, and not to distract from her.

The way the draperies of a lady figure folded indicated her body structure and the
way she moved. To be candid and convincing, the painter had to understand how the
female body moved in a graceful manner and to master the skills in illustrating her postures
through layers of long clothing.’ Furthermore, careful attention had to be given in depicting
her hairstyle and style of clothing as they indicate the period portrayed. Many Ming and
Qing lady figure painters, in the bid to return to antiquity and hence to the works of the
great masters of figure painting, adopted the styles of clothing shown in the Tang and
Five Dynasties paintings. '* Qiu Ying (¢.1500 — 1555) was a notable example.

The painter’s choice of what he wanted to create directly affected the style he
eventually adopted. Certain styles of lady figure painting were associated with certain
themes and a painter might attempt to make oblique allusions by adopting certain styles
in his painting. Furthermore, there was the question concerning the purpose of the painting,
and its possible social role. Colyphons might throw light on the layers of meaning only
hinted at in the painting itself. Any philosophical ramifications referred to in the work
and additional messages conveyed by the painter in his inscriptions enlightened the viewer
on various cultural or social aspects of the period, and reflected the environment in which
the work was created.

Throughout the centuries, the functions and styles of lady figure painting have
undergone many changes. In the Six Dynasties and Tang period, lady figure painting
was mostly used for the teaching of moral virtues and Confucian ethics, such as
Admonitions of the Instructress '' (Fig. 2). Guo Ruoxu (active around 1070) of Northern
Song described such kind of painting in Tuhua Jianwen Zhi (An Account of My
Experiences in Painting), “In viewing ancient masters’ paintings on virtuous maidens
and celestial ladies, their appearances were serene and solemn, their spirit pure and
classic. (They) were naturally dignified and honorable, inducing the viewers to look
up to them with respect and devotion. Painters nowadays only draw on the ladies’ fine
and beautiful appearances, in order to please the common eyes, and have not attained
the true principles and delights of painting.” '

From Palace Ladies Wearing Flowered Headdresses ' (Fig. 3) attributed to Zhou
Fang (c. 730 —c. 800) and Gu Hongzhong’s (active 943 — 960) Han Xizai'’s Night
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Revels '*(Fig. 4) and from excavated murals from the
Tang tombs, we learn that Tang and Five Dynasties
painters, and in some cases, craftsmen excelled in using
fluent fine lines and selective shading to create the bulk
of the human form. They were also exceptional in
describing, in fine detail, the figure’s physical features
and clothing. As for their body movements, the ladies
in Palace Ladies Wearing Flowered Headdresses
(Fig. 3) are more sedate, while those in Han Xizai's
Night Revels (Fig. 4) display a sense of motion. Their
series of poses make the course of events described in
the handscroll vivid and lively. The latter feature, in
particular, can be seen adopted by Qiu Ying in his lady
figure painting.

By the Northern Song, Li Gonglin’s (1049 —
1106) use of the pure line method (baimiao ['11) became an established mode of figure
painting by the literati. When colours were used, a refined, meticulous style of lady
figure painting resulted, as in the Song album leaf, Morning Toilette in the Woman s
Quarter  (Fig. 5). QiuYing’s style shows a close resen.bHlance to the painting, driving
home the point of Qiu’s strenuous efforts in emulating the ancients.

Another major figure painting style rose in prominence in the court of Southern
Song. The academic style consisted mainly of monochrome figures, painted with angular
and twisting strokes. Gradated ink wash was also widely used.

Traditionally, a great number of figure painting was undertaken by court academic
painters, and by professional painters, painting on commission. It is interesting to note
that the characteristic line work of the ancient masters, such as Gu Kaizhi and Wu Daozi
(?—792), were incorporated in the Ming dynasty into what was known as “The Eighteen
Kinds of Descriptive Lines”. ' These became the stock patterns in the art of figure
painting. Similar classifications were listed in the early nineteenth century copybook,
The Mustard Seed Garden Painter’s Manual.

Figure painting has lost much of its earlier didactic role. As the centuries went by,

the lady figure was portrayed more as an icon of beauty and finery, living a secluded and

Fig. 3
Palace Ladies Wearing Flowered Headdresses (detail)
Zhou Fang (c¢. 730 — ¢. 800)

Tang dynasty



Fig. 4

Han Xizai’s Night Revels (detail)
Gu Hongzhong (active 943 —960)
Five Dynasties

Fig. 5
Morning Toilette in the Woman’s Quarter
Song dynasty

introspective life in the palace or
mansions. Sometimes she was
portrayed as the central figure in
some well-known historical
events or folklore. At other
times the refined lady was
shown participating in social

activities, like admiring the

lanterns or taking a boat ride. Literati painters were inclined to use literary
references in their lady figure paintings, and tended to surround their subject

with objects rich in related symbolism. In some lady figure
paintings, amorous and sexual connotations might be
present. ' For example, in Hua Xu’s Lady Zhen

Dressing Herselfin the Morning (cat. no. 36), the lady

lifts her leg suggestively to reveal her tiny bound
foot. ¥ Pieces of clothing are laid casually on a
stool and next to it is a bed with its drapes half-
drawn. On a slightly different level, the theme of a
distraught lady figure, similar to that found in many
Chinese poems, was a medium for the painter to
vent his feelings. She became the personification
of his melancholy, of his loneliness, of his pining
for royal attention, of his arrogance, or even of his
self-admiration. An example of such expressions
can be seen in Guo Xu’s inscriptions on Figures
(cat. no. 1).

In the Yuan period, the baimiao style was
revived as painters sought to perpetuate the quiet
aesthetics favoured by the Song literati. In some
instances, Yuan painters combined the haimiao way
of painting figures with the Southern Song

academic style of painting landscapes, as in He
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Cheng’s (1260 — 1294) Returning
Home * (Fig. 6). The development of
the Southern Song academic style in the
Yuan dynasty included such a type of
baimiao painting. Meanwhile, coloured
meticulous styles continued as a
separate category.

By early Ming, lady figure
painting was generally less popular. Ming court painting, directed by imperial taste,
favoured the adaptations of the Southern Song academic styles. The Zhe School, which
was an extension of the court academic style, was influential outside the court. Academic
painting patronized by the court reached its peak in the Xuande era and continued into the
Hongzhi reign. Painters who were summoned to work in the court, such as Guo Xu (1456
—c. 1529) and Wu Wei (1459—1508), adopted figure painting techniques similar to the
Southern Song academic style, such as the use of angular and twisting strokes and gradated
ink wash. In their adaptations, they generally departed from the tight structures, condensed
and solid brushwork of the Southern Song works and developed a more abbreviated and
unrestrained manner. Besides the bold and abbreviated style, these painters also painted
figures in a refined manner. They continued the Southern Song and Yuan modifications
of the baimiao style. And it was mainly by building on this development that Qiu Ying’s
and Tang Yin’s (1470 — 1523) baimiao lady figure painting styles came to fruition.

In the early decades of the Ming dynasty, the Yuan literati tradition was continued
by some painters who came mostly from the Jiangsu province, such as Wang Fu (1362—
1416), Du Qiong (1396—1474) and Shen Zhen (1400 —1482). The Jiangnan area was
flourishing, both economically and culturally, by the mid 15th century. It was home to a
large number of the painters in the country, and some rich merchants and gentry who
lived in the area were art patrons and collectors, amassing important collections. A regional
school was soon formed, the Wu School, with Shen Zhou (1427 — 1509) as its leader.
The school consisted of both literati and professional painters. It was, however, not unusual
for literati painters to sell their works, or exchanged them for favours. Their painting
styles were of a hybrid nature. They learned from the Yuan masters, but at the same time,

also included some Song academic influences. Many of their paintings depicted the

Fig. 6
Returning Home (detail)
He Cheng (1260 — 1294)



Jiangnan landscapes and the garden estates of Suzhou in a refined and idyllic manner,
reflecting the cultivated and leisurely flavour favoured by the Suzhou literati and their
patrons.

Qiu Ying (c. 1500 — 1552) was considered as one of the four masters of the Wu
School, along with Shen Zhou, Wen Zhengming (1470 —1559) and Tang Yin. His work
on the lady figure painting has greatly influenced its subsequent development in the Ming
and Qing dynasties. However, there is very little historical information on him. We
know that Qiu had a humble background. It has been said that he was a lacquer painter,
who also painted coloured decorations on building walls. He did not inscribe on his
paintings and has hardly ever dated them. Qiu had no known correspondence with his
contemporary literati group, and even the signatures on his paintings were probably not
always penned by him. Many of the works attributed to him are spurious which make
obtaining information from the inscriptions hazardous, not to mention the difficulty in
studying the development of his painting styles. We can only rely on fragmented
information from more reliable colyphons by his contemporaries, from recorded treatises
on him from painters and collectors of the late Ming and Qing periods and from the
legacy of some of his indubitably authentic and delightful paintings.

Qiu Ying was from Taicang in Jiangsu. He later moved to Suzhou. There are
different arguments by various scholars on the exact years he was alive. ! It is most
plausible that he lived during the first half of the sixteenth century. What can be ascertained
is that Qiu was a professional painter devoted to his art and to the study of the ancient
masters’ works. His exceptional talent and hard work won him the acceptance and praise
of Wen Zhengming, a pivotal figure in the Wu School, and hence of Wen’s sons, his
students and his wide group of literati friends. They included Wen Peng (1498—1573),
Wen Jia (1501 — 1583), Peng Nian (1505 — 1566), Chen Chun (1483 — 1544), Lu Zhi
(1496 — 1576), and Wang Chong (1494 — 1533), who have all written inscriptions on
Qiu Ying’s paintings. Qiu, however, has never assumed the guise of a literati painter,
though it is probable that his friendship with them has nurtured his affinity for the literati
taste.

Dong Qichang (1555 —1636) was noted for attacking the professional aspects of
the Wu School. Yet he commended Qiu Ying, a professional painter, saying, “The school

of Li Zhaodao, was continued by Zhao Boju, (Zhao) Bosu. They were extremely
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meticulous, but possessed the scholarly flavour. Later those who emulated them attained
their meticulous style, but did not have their refined quality...After five hundred years
Qiu Shifu (Qiu Ying) finally attained their standard. Wen Taishi (Wen Zhengming) highly
recommended him. Taishi on this type of painting, could not but be inferior to Qiu. That
is why the high prices of his (Qiu Ying) paintings are not only because of his reputation.
When Shifu (Qiu Ying) painted, he could not hear the noise of drums and horns...His art,
on reflection, must have been difficult. Only now when I am fifty (years old), do I realize
that this kind of painting is particularly difficult to do.”

When he was in his thirties, Qiu Ying learnt painting from Zhou Chen (1450 —
1535).2* Zhou has also taught Tang Yin. Zhou Chen was a noted academic painter, who
worked after the Song academic styles of Li Cheng, Guo Xi, Li Tang, Ma Yuan, Xia Gui
and Liu Songnian. Around the same time, another painter Du Jin (active c. 1465—1505)
excelled in painting baimiao figures after the styles of the Song and Ming academics. **
The influences of both Zhou Chen and Du Jin are similarly apparent in the works of Tang
Yin and Qiu Ying.

An important factor in Qiu Ying’s artistic development was the patronage of the
young Xiang Yuanbian (1525 — 1590), who had inherited and was amassing a huge and
important painting collection when he met Qiu Ying. From 1541 until his death in 1552,
Qiu Ying was employed intermittently in Xiang’s residence, copying paintings in Xiang’s
vast collection as well as painting for his patron. ° The job gave Qiu the invaluable
opportunity to study many works of the ancient masters. He worked dexterously on the
blue-green landscapes of Zhao Boju (active ¢. 1120—1130) and the figure, particularly,
the lady figure paintings of the Tang, Five Dynasties and Song period, taking note of the
variety of styles in clothing, furniture and other household wares shown in these earlier
works.

The professional style of Qiu Ying was uniquely decorative and refined. He excelled
in the use of the baimiao, as can be seen in Lady Figure and Mandarin Ducks (cat. no. 6).
Baimiao was essentially a literati technique, tracing back to the work of the Northern
Song literatus, Li Gonglin. In the painting, Qiu Ying used light and precise lines to paint
the lady figure, whose hairstyle and clothing were of an ancient period. Qiu formed her
delicate facial features by subtle modelling and careful delineation. Her face 1s vivid and

imbued with the life spirit. Even the fine prints on her clothing is meticulously rendered.



Fig. 7

The Empress at Her Morning Toilette
Qiu Ying (c. 1500 — 1552)

Ming dynasty

She stands sideways, her light-weighted garment fluttering in a mild breeze. The lady’s
face is half turned, placid and looking with intent. The little boy, slightly in front of her,
is waving his hands happily in air, trying to touch some birds or butterflies which appear
in front of them. The pair, possibly mother and child, is depicted in a blissful mood, in a
corner of a private garden, near a pond. The fragrance of flowers, seen blooming on the
trees and among the rocks, seems to fill the warm spring air. In the pond, a pair of
mandarin ducks are standing together on a rock. A pair of mandarin ducks were often
used as a symbol of marital happiness in Chinese art. While the bamboo leaves swaying
in the corner of the painting were painted in the meticulous style, the depiction of the
flowers recalled the haimiao style of Shen Zhou. This painting aptly fulfils what Dong
Qichang described as “meticulous and possessing the scholarly flavour.”

Qiu Ying was most famous for his meticulous rendering
of landscapes and figures in colour. The court ladies and their
female attendants in The Empress at Her Morning Toilette *
(Fig. 7) exemplify the Qiu Ying type of lady figure — full of
animation, displaying a sense of drama and the action of the
moment. Their lively faces and sprightly movement were imbued
with the spirit resonance. An outstanding feature of Qiu Ying is
that when he was painting a group of ladies, the figures often
shared a common mode, with each displaying only slight

individual variations. Qiu created his own stereotype of lady

figures with egg-shaped faces, dainty and sweet features, small
eyes, *’ refined and doll-like appearances. This particular trait
was adopted by later painters, as they too created their own
stereotypes of lady figures. Examples in the exhibition include
You Qiu’s Expedition of Wang Zhaojun beyond the Great Wall
(cat. no. 8), Huang Juan’s Spring Outing (cat. no. 18), Ding
Guanpeng’s Qigiao Festival (cat. no. 33) and Que Lan’s Li Bai
Composing Poems (cat. no. 37).

QiuYing’s lady figure paintings appealed to the scholarly
as well as to the popular taste. There were erotic paintings which

bear his signature. ** It is not inconceivable, as Qiu was a
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professional painter who painted on request. Because of his huge popularity, forgeries of
his works were made in Suzhou, even in his lifetime. Painted on silk, vividly coloured
and cramped with meticulous details, these fake paintings created a type of period style in
the late Ming period.

One important reason for Qiu Ying’s continuous popularity in the Qing dynasty
was that his style of lady figures corresponded with the Qing concept of the female beauty
— cherry lips, drooping shoulders and a slender, willowy waist. His paintings started a
stylistic trend of meticulous, decorative and colourful lady figure painting which was
mostly worked on by the professional and court painters in the Qing dynasty. Many
emulated what they presumed to be Qiu Ying’s style. Although few could replicate his
refined and scholarly qualities, the subsequent development of the lady figure explored
the many possibilities of presenting the female form, her sentiments and other related
artistic qualities in painting. An example of the handling of the female form can be seen
in Min Zhen’s Lady Holding a Fan (cat. no. 31). The lady shown is leaning against a tree,
her body bending like a branch. An optical illusion is created with her supple form
appearing as if it is a part of the tree.

| With the growth of the popular culture in arts and literature and the related changes
in society from the late Ming period onwards, the genre of lady figure painting represented
a new cultural phenomenon. It was used to portray female characters in novels and folklore,
gentlewomen in their private boudoir, and courtesans lounging indoors. Meanwhile, in
the Qing palace studios, court artists acquired certain western painting techniques from
the missionary-painters working in court, and synthesized these techniques with the
traditions of Chinese figure painting. These artists created a different flavour in lady
figure painting, one which represented the aesthetic tastes of the Manchu rulers.

Compared to Tang and Song portrayals, the moralizing role of the lady figure as
model of noble virtues greatly diminished in the Qing dynasty. Generally speaking, the
painters paid less attention to her characterization and psychological insight and more to
her physical form and appearance. The lady figure came to represent a norm of aesthetics
related to the female beauty. Although some may consider the lady figure painting to be
outside the literati tradition of Chinese painting and therefore of less significance, it is a
genre of painting which deserves to be more fully studied and reassessed against the

development of Chinese painting from the seventeenth century onwards.
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Qing Academic Figure Painting
Its Lineage and Functions

Susan Y. Y. Lam

University Museum and Art Gallery
The University of Hong Kong

Literati painting ideals emerged from the Song dynasty onwards eversince which
professional paintings in China have been considered to be of lesser quality, hence of
little importance. In addition to this biased attitude is the belief that Qing dynasty court
painters attained little noteworthy achievement. Consequently, the Qing painting academy
and its works remain largely neglected. This article attempts to explore how Qing emperors
viewed figure painting, why they were commissioned, and the missions they were expected
to fulfill. We will find these Manchu rulers to be well-familiar with the functions they
were expected to serve and that they also employed figure painting in manners similar to
those of earlier emperors of China.

In fact, whether a painting academy did or did not exist in the Qing dynasty is still
an issue that remains unresolved.! The difference in view stems from how one defines a
painting academy. It is true that no painting academy, per se, ever existed at the Qing
court, but it is also true that during different periods of the Qing dynasty, one division or
another under the Neiwufu (Imperial Household) performed the functions of a painting
academy even though they were never named as such. In the early Qing, the responsibility
of providing the court with paintings fell upon the Huazuo (2 1E, painting workshop)
division, subsequently replaced by Ruyiguan (417 ) from the time of Qianlong.> The
location of Ruyiguan within the court premises to the south of the Qixiang Palace is
recorded in the biography of court painter Tangdai (1673 — before 1754) in
Qingshigao.® In this paper, “painting academy” will refer to these workshops collectively,
irrespective of whether they were functioning as Huazuo or Ruyiguan, and court painters
will refer to those professional painters working therein. Academic paintings, however,
shall also include those works that can be classified as “academic” in nature, that 1s,
painted for the emperors or directly commissioned by them, even if the authors were not
professional painters working in the academy .

Figure painting is the oldest established genre in the history of Chinese painting,
appearing as decorations on Neolithic pottery. The earliest specimen of painting as an
independent art form, Lady, Dragon and Phoenix, a Chu painting datable to the Warring
States period excavated from a tomb in Changsha, Hunan province, has the figure of a
woman as its major motif (p. 37). In fact, figure painting was the most prominent genre
until its position was gradually usurped by landscape painting which achieved its full

development by the Five Dynasties to Northern Song periods. Since then, figure painting
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was never to reach such a pivotal position again except among the prospering merchant
class of the 18th and 19th centuries in cities like Yangzhou and Shanghai who became
important art patrons.® At the court in the Qing capital Beijing, landscape continued to
be the most-preferred genre; figure paintings were comparatively rare. In Guochao
Yuanhualu (A Record of Academic Paintings of the Qing Dynasty),® thirty-one of eighty-
one painters named are said to be figure painters. This accounts for a little over one-third
of the total number.

Portraits constitute a large proportion of Qing dynasty academic figure painting.
Indeed, there is an extensive collection of Qing imperial portraits still extant. The tradition
of portrait painting is rooted early in the history of Chinese figure painting. Court painters
existed as far back as the Han dynasty whose duties included painting portraits of imperial
concubines.” How Gu Kaizhi (346 — 407) captured the resemblance of a person yet
masking his handicap by doing Yin Zhongkan’s (?—399) blinded eye with a feibai stroke
is a story that demonstrates Gu Kaizhi’s ingenuity as well as the early existence of portrait
painting.® And the looks of a number of Song and Yuan dynasty monarchs are still
known to us today through surviving portraits. Yet the number of Qing imperial portraits
iS far greater than that from any other period in history. We can explain this by the
relative proximity in time and the length of the Manchu dynastic rule which, as the
longest uninterrupted dynasty in Chinese history, lasted fo - over two and a half centuries.
Nevertheless, it also bespeaks the royal family’s fondness for having their appearances
recorded in images. Imperial portraits constitute a notable portion of Qing academic
paintings.

A number of written sources provide information on Qing academic paintings.
Guochao Yuanhualu, mentioned earlier, is one, and there are the Bidian Zhulin and Shiqu
Baoji,’ records of the Qing imperial collection, which of course include works produced
by Qing dynasty painters. Sadly, many of the recorded works are now lost. However,
from their titles, we are able to see that apart from portraits, academic figure painting of
the Qing dynasty fall into four major categories. There are ones that are religious in
nature or contain religious iconography, ones which have a moral lesson to teach or
stand as models for emulation, ones which are historical records of important events and
occasions, and finally, ones that are strictly for the pleasure of viewing and served

decorative purposes.



Fig. 1

Stories from the Lives of Virtuous Empresses of
the Past, leaf 3

Zhao Bingzhen (late 17th— 18th century)

Qing dynasty

Religious Painting

Religion was an important theme for figure painting

from the very start. Zhang Yanyuan (9th century) of the
Tang dynasty registers in his Lidai Minghuaji a large
number of religious paintings that were executed on temple walls.'® These were damaged
when the buildings fell to ruin or when they were demolished. It is generally agreed that
the earliest extant painting from the Warring States period mentioned above has religious
implications. Buddhist iconography is predominant in paintings in the Dunhuang caves,
many of which are primarily figure paintings. These are all eminent examples that show
the importance of religious iconography in the history of Chinese figure painting. The
same continues into the Qing dynasty, and is also relevant to Qing academic paintings.
Religious iconography can be more explicit in some works, such as Dong Bangda’s
(1699 — 1769) Guanyin or more subdued in others, as in Shen Yuan’s (1736 — 1795)
Offering Lingzi (Xianzhi Tu)."* When Ding Guanpeng (18th century) painted Vimalakirti
Expounding the Sutras (Hongli Weimo Yanjiao Tu), it is a portrait of Qianlong that he

uses for the face of Vimalakirti.'?

Admonitory Painting
The tradition of using painting as an admonitory tool is an indispensable part of
early figure painting. Admonitions of the Instructress (Nushi Zhentu) attributed to Gu
Kaizhi (probably a later copy, p. 37) is an early example of painting being used to this
end. The title itself is revealing and the scroll was done, in fact, to illustrate a set of
written instructions, clearly in the belief that these instructions would be better understood
when viewed in conjunction with images.
As far as the written record is concerned, Zhang Yanyuan declared the same usage
by these opening statements in his Lidai Minghuaji:
Painting promotes culture and strengthens the principle of the right
conduct. It penetrates completely all the aspects of the universal
spirit. It fathoms the subtle and the abstruse, serving thus the same
purpose as the Six Classics.*’
Emperors of the Qing dynasty who lived some hundreds of years later still embraced
the idea. Jiao Bingzhen’s (late 17th — early 18th century) Stories from the Lives of

Virtuous Empresses of the Past ** (Lichao Xianhou Gushi Tu, fig. 1), for example, is an
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album after the tradition of the Admonitions scroll.Each of its twelve leaves
depicts a former empress and is accompanied by a paragraph explaining the
virtue for which she is known. Jiao Bingzhen’s student Leng Mei (late 17th—
early 18th century) too painted an album of a similar nature, showing sage kings
and virtuous rulers.*> Each leaf comes with a poem written by Prince Bao, who
was to become the emperor Qianlong, on the adjacent page. Yet another example
is Jin Tingbiao’s (?— 1767) Imperial Concubine Standing in the Way of a
Bear ** (Jieyu Dangxiong Tu, fig. 2). Such works by academic painters could
never have been produced without the prior consent of the emperor. In the
Qing painting academy, painters had very little freedom as far as their work
was concerned. Often they had to paint according to titles, formats and media
specified by the emperor and it was more than occasional that they had to submit
a draft for the emperor’s approval before they could really start to paint.'” When
the emperor approved or commissioned these works, he was actually following
a precedent set by early Chinese rulers of the Han and Tang dynasties who
ordered images of meritorious subjects to be painted on the walls of palaces
which then stood as models for existing servitors to follow. An even closer parallel was
Qianlong’s act of having the images of leaders in battles quelling disturbances caused by
the Hui and Zhun tribes painted on the walls of the Ziguang Hall in the summer palace in
Chengde. To celebrate this victory, Qianlong gave a banquet at which over a hundred
guests attended. The banquet is duly recorded by another court painter Yao Wenhan
(18th century) in a handscroll of the same title.*® Qianlong’s intention cannot be more
openly manifested than in instances such as this.

Before his ascension to the throne as emperor Qianlong, the young Prince Bao
once wrote on the geshui'? of a painting of Lu Gong (1st — 2nd century)?® by Wang
Zhenpeng (13th — 14th century):

The Han imperial house had many worthy officials,
[One] gets to know the respectable Lu when unrolling the scroll...?*
In other words, by looking at a painting of Lu Gong, one remembers the person; and Lu
Gong’s image, in turn, reminds us of his virtuousness for which he was remembered.
Zhang Tingyu (1672—1755) and Liang Shizheng (1697—1763),2 both of them

high officials of the Qianlong reign, understood the emperor well enough to spell out his

Fig. 2

Imperial Concubine Standing in the Way of a Bear
Jin Tingbiao (?—1767)

Qing dynasty



intentions. In the postscript on Thirty Albums of Conglomerations of Texts from the Book
of Songs with Illustrations (Shijing Quantu Shuhua Hebi), Zhang Tingyu writes
...To receive that which is abstract is not as easy as to receive that which is
tangible; to receive with [one’s] heart is not as easy as to receive with [one’s]
eyes. For persons of the past, [one can only exercise one’s] imagination,
[but] the looks of those [one] sees get impressed in [one’s] heart. Looking
at the appearance allows spirit to communicate; thus the merit of painting
1s to propagate teaching without the use of words.
A little further on, Liang Shizheng re-affirms:
...In the old days, a lesson is passed down with
images on the left and words on the right. In
viewing them [one] examines [oneself] and
guards against [evil] as though [the virtuous
persons] are one’s company and live by one.?*
Those who were supposed to receive these pictorial
lessons were not always court officials or ladies. Works like
Leng Mei’s Preservation of Righteousness ** (Yangzheng Tu,
fig. 3) were clearly painted with the same admonitory
intention but the beneficiaries, in these cases, were emperors.
This album shows how past rulers loved their subjects thereby

reminding the present one of his duty.

Documentary Painting

Apart from being an admonitory tool, Qing emperors

Fig. 3 also used paintings to document important events. Both
Preservation of Righteousness

TLeng Mei {late 17¢h seminty—18th benties) Kangxi and Qianlong ordered depictions of their southern

Qing dynasty excursions. The Southern Tour scrolls were enormous
projects that engaged many painters, taking years to complete
in each case. Each project consisted of a total of twelve scrolls

with detailed and elaborate pictorial descriptions of the emperor’s trip. Other events
that have been documented in paintings include the celebration of Kangxi’s sixtieth

birthday, Yongzheng making an offering at the Xiannong Altar, and Qianlong giving a
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Fig. 4

Ten Paintings of Maids of Honour, leaf 4
Leng Mei (late 17th century—18th century)
Qing dynasty

banquet in the Garden of Ten Thousand Trees in the Summer Palace at
Chengde.**

In addition, there is a sizeable group of works entitled The

Repression of ... (Pingding...).”* Some of these works were made into
prints with blocks ordered from Europe. The subject of these works are
important battles won by the Qing army. At the same time, and perhaps more importantly
to the Manchu emperors, they also serve to acclaim Qing military achievements. As
members of a minority group that had assumed governing power in China, Manchus of
the imperial house were extremely proud of their military strength. It was their military
strength, they believed, which made the founding of the Qing dynasty possible.
The use of painting as a documentary tool may be traced back to the
history of figure painting. Religious iconography was particularly important
in the beginning with secular subjects becoming more popular from the Tang
dynasty onwards. It was also during Tang times that we find emperors using
painting to record important events or occasions. Emperor Taizong meeting
Tibetan envoys in 641 was captured by Yen Liben (?— 673) in his Emperor
Taizong in a Sedan Chair Greeting Three Envoys from Tibet (Bunian Tu).”’
His Foreign Envoy Arriving with Tribute (Zhigong Tu)*® records the sending
of tributes to Tang China by minority tribes and has the effect of glorifying the
strength of the Tang regime. There is one apparent difference, however, between
these paintings and those of the Qing dynasty. Whereas the Tang paintings
record historical events, the figures have also been given due attention. We can
easily identify which figures are of Han origin and which belong to nomadic
tribes, recognizable by their distinctively different features. We can also discuss
the depiction of individual figures or style of the painter. However, although
the Qing works depict human figures, often in great numbers, they are no more
significant than, say, their setting or any of the landscape elements. Neither is
it possible or worthwhile to discuss their style of depiction nor that of the painter.
Here, human figures are analogous to chess pieces on a chessboard even if
individual identities are identifiable at times. They are mere actors playing out
their part in a production. Strictly speaking, these works are out of the main

stream of figure painting.

Fig. 5

Imperial Concubins Chatting about Favours of
the Emperor

Ding Guanpeng (1736—1795)

Qing dynasty



Fig. 7
Happy Spring Tidings

Giuseppe Castiglione (1688—1766)
Qing dynasty

Fig. 6
Life Portraits of Emperor Yongzheng's Concubines, scroll 3
Anonymous

Qing dynasty

Pleasure Painting

The final group of figure painting consists of those that are produced strictly for
enjoyment. At the Qing imperial palace, these were sometimes pasted directly onto
walls. Easy to put up and take down, they were thus called tieluo (Rfiv%) literally
meaning paste and remove. The popularity of tieluo is evidenced by a 1781 inscription
by Qianlong on Jin Tingbiao’s Digging Mud (Nanni Tu) which reads,
“[Jin] Tingbiao formerly served the Inner Palace, his paintings are all over the place
glued to the walls...””® Alternatively, these paintings also come in more common
formats, that is, hanging scrolls, handscrolls and albums, sometimes in miniature to fit

duobaoge (%2 E{#%)*° in which case they were nothing more than an imperial toy.

The subject matter of this group of Qing academic figure painting can be divided
into those which show everyday life and activities, mostly of ladies, at court and
those which are based on legends, historical accounts or popular stories. Oftentimes
these carry auspicious meanings or well-wishes.

The painting of court ladies bring to mind important Tang works which take
the daily activities of court ladies as their theme, such as Ladies Preparing Newly
Woven Silk (Daolian Tu) attributed to Zhang Xuan (8th century),>* Palace Ladies
Wearing Flowered Headdresses (Zanhua Shinu Tu, p. 40) attributed to Zhou Fang
(c. 730—c. 800) and Palace Musicians ** (Gongyue Tu). Leng Mei’s Ten Paintings
of Maids of Honour ** (Shigongci Tu, fig. 4) is an example of this genre of the Qing
dynasty.

Interestingly, other than imperial portraits, figure paintings of the Qing dynasty
generally show figures clothed in traditional Han attire rather than Manchu style
costumes, the pao long loose robe and gua over-jacket. It might be argued that
perhaps these works were not meant to depict Qing times. This explanation may be
acceptable for, say, the Maids of Honour or Imperial Concubines Chatting about
Favours of the Emperor (Gongfei Huachong Tu, fig. 5), but certainly cannot explain
why emperor Yongzheng’s concubines are also shown wearing Han style gowns
(fig. 6).”* In fact, Yongzheng and the young Qianlong appear as ordinary Han
scholars in Castiglione’s Happy Spring Tidings (Ping ’an Chunxin Tu, fig. 7). We
could have easily missed their identity had it not been for Qianlong’s inscription

which discloses who the younger man is, providing a clue to identify the elder.
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The history of genre painting can be traced at least to Gu Kaizhi’s Nymph of River
Luo (Luoshen Tu) of which several versions are extant (probably later copies). These are
early examples of paintings that took the contents of literary writing as their subject.
Other known examples of genre painting include Gu Hongzhong’s (Five Dynasties) Han
Xizai’s Night Revels (Han Xizai Yeyan Tu, p. 41), and Wang Juzheng’s (Song dynasty)
Weaving Machine (Fangju Tu)**> which is also a good example of depictions of the
common people.

The discussion above shows how the Qing emperors used figure painting, and the
purposes they served. However, precedents exist for each function in the history of
Chinese figure painting. The Manchus of the Qing dynasty came from a minority group
and not the dominant Han Chinese. When the Manchus moved south, they were fascinated
by the breadth and depth of the Han culture, so much so that their hanhua*® progressed
at unmeasured speed. This became a cause for concern to some early emperors who
tried, at different times and using different means, to stem these activities but their efforts
were futile.?” The emperors themselves were in fact no different from the majority
Manchus. It is a known fact that Qianlong was an ardent lover of the arts and a keen
writer and poet using the Han written language. When it came to the Chinese art of
painting, these Qing dynasty rulers also chose to follow the tradition set by the Han
Chinese. Their doing so was perhaps also a statement to the nation, to the effect that
their Manchu origin was no encumbrance to their being men of culture. Painting became
one of the means to exert the cultural hegemony, at least of the emperors if not for the

entire Manchu clan.
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See Court Paintings, pp.33 — 34.

Shiqu Baoji (Taipei: National Palace Museum, 1971 reprint), vol. 2, p. 766.

The painting illustrates a historical story: Emperor Yuandi of the Western Han was watching animals in
his imperial garden when a bear broke loose from his enclosure. Everyone fled in fear. Realizing the
potential threat to the emperor, a concubine by the name of Feng stood in the way of the bear and led it
in a direction away from the emperor until help arrived.

These are apparent from dang an.

See Court Painting, catalogue entry 82, p. 271 for a description of the incident; pp. 156 — 157 for the
painting.

Extra space in a mounted scroll for the writing of colophons.

An official of the Eastern Han dynasty who was known particularly for substituting punishment with
ethical training when he was a prefecture magistrate during the reign of Zhangdi (r. 76 — 88), of the
Eastern Han dynasty.

Shiqu Baoji, juan 25, p.7.

Arthur Hummel, Eminent Chinese of the Ch’ing Period (Taipei: SMC Publishing Inc., 1991 reprint),
vol. 1, pp. 54 — 57 and pp. 503 — 505 respectively.

Shigqu Baoji, vol. 2, pp. 684 and 685 respectively.

Court Painting, pp. 35 — 39.

Court Painting, pp. 83 — 85, 98 — 101 and 116 — 117 respectively.

Shiqu Baoji Xubian, (Taipei: 1971 reprint) vol. 2, p. 806 ff.

Meishu Quanshu — Painting (Beijing: Cultural Relics Publishing House, 1989), vol. 2, pp. 6 — 8.
Gugong Shuhua Tulu, vol. 15, pp. 21 — 24.

Shiqu Baoji Xubian, vol. 2, p.787.

Miniature curio cabinets.

Meishu Quanji — Painting, vol. 2, pp. 46 —49.

Gugong Shuhua Tulu, vol. 1, pp. 45 — 46.

Court Paintings, pp. 40 —42.

Court Paintings, pp. 95 —97.

Meishu Quanji — Painting, vol. 3, pp. 32 — 33.

[.e., becoming like Han Chinese.

See Teng Shaozhen, Qingdai Baqi Zidi (Beijing: Zhongguo Huaqiao Chuban Gongsi, 1989).
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1 Guo Xu (1456-after 1526)
Figures
Ming dynasty
Handscroll; ink on paper
First section: 22.6 x 161.5 cm
Second section: 22.4 x 129.8 cm

Guo Xu, zi Renhong, hao Qingkuang, native of Taihe, Jiangxi province.
Guo declined to serve as a senior official in the capital, during the Hongzhi

reign, and devoted himself to landscape and figure painting.

This scroll is divided into three scenes:

The first scene depicts a splendidly-dressed lady figure holding a
pipa. She is seated on a chair, while an attendant is fanning a censor beside
her. There is a self-inscribed seven-verse poem at the end of this scene.
The last sentence is abstracted from the story of Yingwan, a maid of Emperor
Wu (Wudi) (r. 265-290) of the Jin dynasty. According to literary records,
the emperor chose his concubine randomly wherever his goat-driven cart
stopped. In order to attract the goats, maids of concubines eager to be the
emperor’s choice, placed bamboo leaves in front of their doors and sprayed
salty water on the ground. This painting depicts a melancholic lady playing
the pipa to represent the artist’s solitude and grief.

Seals: Guo, Mengxuting

The second scene illustrates a lady figure playing a zither (gin),
with an attendant. There is also a self-inscribed seven-verse poem, telling
the story of Empress Chen who fell out of favour with Emperor Wu (Wudi)



(r. 140-87 B.C.) of the Han dynasty, and was forced to reside in the Hall of
Eternal Doors (Changmengong). The Empress offered a hundred taels of
gold to Sima Xiangru (179-117 B.C.) to compose the touching Ode on

Eternal Doors (Changmen Fu), which greatly impressed Emperor Wu and
thus she regained his favour. The implied meaning of this scene is similar
to that of the first section.

Seal: Renhong

The third scene portrays two elderly men seated beneath the shade.
Beside them is a basket of wild rose leaves. There is a self-inscribed seven-
verse poem expressing a high regard for the eternal uprightness of the
dignitary. This scene depicts the story of the Shang dynasty nobles Boyi
and Shugi who lived beneath Mount Shouyang and refused to eat the millet
of the succeeding Zhou dynasty.

Signature: Qingkuang bingtu (painted by Qingkuang)

Seals: Renhong, Mengxuting

The artist emphasizes the figures with his use of spontaneous
brushwork. He successfully captures the upright, steadfast and determined
character of the figures with the use of a few strokes to delineate their
facial features. Such simple and bold painting style is reminiscent of the
reduced-stroke (jianbi) style of Liang Kai (active early 13th century) during
the Southern Song dynasty, and reveals the artist’s lofty and unyielding
disposition as well as proud and righteous personality.

*The Chinese terms zi and hao refer to names, other than given, used by the

artist himself, and by which he is known by others, respectively.
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2 Wu Wei (1459-1508)
Fisherman Returning from Autumn Rivers
Ming dynasty
Hanging scroll; ink and colour on silk
164 x 106.2 cm

Wu Wei, zi Shiying and Ciweng, hao Lufu, native of Jiangxia (present-day
Wuchang, Hubei province). He was appointed as an assistant to Duke
Chengguo (Chengguogong) in the Chenghua reign and was nicknamed
“Xiaoxian” (Little Immortal), which he adopted as one of his aliases. In
the Hongzhi era of Emperor Xiaozong, he was nominated as the Battalion
Commander of the Embroidered Uniform Guard (Jinyiwei Baihu) and
designated with the seal of “Hua Zhuangyuan” (Number One Painter). He
soon claimed illness after which he retired, earning a living by selling
paintings in Nanjing. Wu excelled in painting landscapes and figures.
Modelled on the works of Dai Jin (1388—1462) of the recent past, his more
lively painting style was a continuation of the styles of the great masters
Ma Yuan (active 1189-1224) and Xia Gui (active 1195-1224) of the past.
He was a leading painter of the Zhe School in the mid-Ming period after
the style of Dai Jin. With numerous followers, he was the forefather of the

“Jiangxia” School.

This painting depicts an evening scene on the river shore. In the
background 1s a fishing boat half hidden behind some reeds, and a flock of
wild geese returning in the evening mist. In the foreground is a fisherman
carrying a rod on his shoulder and holding a fish in his left hand, striding
boldly across the mountain bridge with a lively facial expression. The
composition 1s based on the academic style of the Southern Song dynasty,
with the main focus concentrated in the lower right corner, and a combination
of ink splashes and shading, as well as axe-cut brushstrokes used to depict
the mountain rocks and bridge. The use of broad brushstrokes and wet ink
in a spontaneous manner results in a very vigorous and vivid style. The use
of light ink shading to depict the distant mountains in the upper left corner
suggests the far distance.

Signature: Xiaoxian
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3 Zhang Lu (1464-1538)
Waiting for the Moon in a Boat
Ming dynasty
Hanging scroll; ink on silk
105.8 x 94.4 cm

Zhang Lu, zi Tianchi, hao Pingshan, native of Xiangfu (present-day Kaifeng,
Henan province). Zhang passed the imperial examinations but did not serve
as a government official. He dedicated himself instead to painting. His
figure painting followed the style of Wu Wei (1459-1508; sée cat. no. 2)
producing works characterised by simple and fluid brushstrokes. His
landscapes were influenced by Dai Jin (1388-1462), and is distinguished
by a bold and free style. He is a painter representative of the later Zhe
School.

This painting depicts a scholar sitting at the front of a boat amid
cliffs, and luxuriant grasses and leaves. He raises his head up in a leisurely
manner, as if waiting for the moon to rise. His drapery is delineated in
simple and spontaneous angular brushstrokes, while the rocks are depicted
using sketchy and carefree broad ink washes.

Signature: Pingshan
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4 Wang Zhao (15th—16th century)
The Three Smiles by the Tiger Stream
Ming dynasty
Hanging scroll; ink and colour on silk
128.1 x 77.9 cm

Wang Zhao, zi Dechu, hao Haiyun, native of Xiuning, Anhui province.
Wang excelled in painting landscapes and figures. Following the styles of
Dai Jin (1388-1462) and Wu Wei (1459-1508; see cat. no. 2), his works
are characterised by a rather carefree style. He is a painter representative
of the later Zhe School.

Monk Huiyuan resided in the Donglin Temple of Mount Lu
(Lushan, Shanxi province), inside which was the Tiger Stream (Huxi)
guarded by a tiger. Whenever Monk Huiyuan accompanied a visitor on his
way out of the temple, he would not cross the stream, otherwise the tiger
would roar. One day when Tao Qian (365/372—427) and the Taoist priest
Lu Xiujing (406-477) were departing, Monk Huiyuan accompanied them
all the way and crossed the bridge accidentally. Thereupon the tiger roared
and all three men laughed. This anecdote is known as “The Three smiles
by the Tiger Stream”. The painting depicts the moment after the three men
have crossed the bridge: Tao is clapping his hands, Lu is turning his head to
look at Huiyuan, while Huiyuan is smiling heartily. In the presentation of
this light-hearted scene, the drapery of the figures is portrayed with very
dynamic and spontaneous brushstrokes, and the facial expressions are
detailed and vivid. The trees and rocks are painted with ink in a bold and
simple manner.

Signature: Haiyun
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5 Zhou Chen (2nd half 15th century—after 1535)
Reciting Poetry in Snow
Ming dynasty
Hanging scroll; ink and colour on silk
132.3x72.6 cm

Zhou Chen, zi Shunging, hao Dongcun, native of Suzhou, Jiangsu province.
Zhou was a follower of Chen Xian (1405-1496) and painted landscapes in
the style of Li Cheng (919—c. 967), Guo Xi (active late 10th—11th century),
Ma Yuan (active 1189-1224) and Xia Gui (active 1195-1224). He was
renowned as a master painter in the academic style. He was also proficient

in painting classical and extraordinary figures in either dense or loose styles.

This painting depicts a snowy scene amid stormy winds and clouds.
A solemn and contemplative scholar is reciting poetry while walking through
the snow along the lake shore. His haircloth and long robe are portrayed as
fluttering in the wind, greatly enhancing the loftiness and easy character of
a literatus. The composition is simple and spacious: the distant mountains,
the islets and lake shore in the foreground are mainly delineated with outlines
and highlighted by a few strokes. The trees are portrayed in the shape of a
crab’s claw, which adequately highlights the cold and chilly winter setting.
According to Wang Xideng (1535-1612) in his Remarks on Paintings
(Danging Zhi), Zhou Chen’s landscapes and figures are characterised by a
vast and hazy atmosphere, by its deep valley and thick clouds, as well as
the figure’s strange facial features. His style was renowned in his time.

Signature: Dongcun Zhou Chen

Seals: Shunqing, Dongcun
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6 Qiu Ying (c. 1500-1552)
Lady Figure and Mandarin Ducks
Ming dynasty
Hanging scroll; ink on paper
69.3 x 34.1 cm

Qiu Ying, zi Shifu, hao Shizhou, native of Taicang (present-day Taicang,
Jiangsu province). He settled in Wuxian (present-day Suzhou, Jiangsu
province). As a follower of Zhou Chen (2nd half 15th century—after 1535;
see cat. no. 5), he was proficient in painting landscapes and figures, in

particular lady figures.

This painting of a lady figure is executed in the pure-line (baimiao)
style. The delicate brushwork can be witnessed through the energetic and
slightly rugged lines of the drapery as well as accessories in the style of Li
Gonglin (1049-1106) of the Northern Song dynasty but executed in a more
intense manner. The vivid representation of the lady in revérie during a
spring outing shows her accompanied by a child at play. The garden of
rose trees with crooked branches are delineated by the alternate use of mild
and strong ink wash and the execution of spontaneous and sensitive
brushstrokes, whereas the rocks on the pond are defined by dark ink shading.
The painting style is both exquisite and painterly which is a characteristic
of Qiu’s mature style when he was in his forties.

Signature: Qiu Ying Shifu zhi (executed by Qiu Ying)

Seals: Shifu, Shizhou
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7 Zhang Ling (late 15th century—after 1531)

The Weaving Deity

Ming dynasty, Hongzhi reign jiazi year (1504)
Hanging scroll; ink and colour on paper

1354 x 56.4 cm

Zhang Ling, zi Mengjin, native of Suzhou, Jiangsu province. He passed the
Civil Service Examination and was a neighbour and good friend of Tang
Yin (1470-1523). Zhang excelled in painting figures but was also proficient

in landscape, bamboo and rock, as well as bird-and-flower paintings.

The weaving deity is the name of a star in ancient astronomy, that
faces the cowherd star on the opposite side of the Milky Way. The figural
images of these two stars were already known in The Nineteen Classical
Poems of the Han dynasty. The touching legend of the cowherd and the
weaving deity who met once a year in heaven has survived from the Southern
Dynasties until today. After it was established, the seventh night of the
seventh lunar moon was named after this romantic story as the “Festival of
Begging for Wisdom and Dexterity” (Qiqiao Festival).

Here the weaving deity is depicted as wrapped in a headscarf,
wearing a long shawl and holding a weaving shuttle. Staring above, the
figure is presented as if moving in the universe without any setting. Her
scarves and ribbons are flying in the air and her legs gradually diminish
into the void. The rounded beauty concentrates her gaze as if eagerly
anticipating the meeting with her lover. The robe is delineated in
spontaneous and fluid brushstrokes - a combination of the “drifting-cloud
and flowing-water” stroke and the “bent-reed” stroke, which results in the
rhythmic outlines of the figure.

There 1s also a seven-verse annotation by Zhou Zhilin dated to the

jiazi year of the Chongzhen reign (1644)

Signature: the 7th lunar month of the jiazi year, Hongzhi reign
(1504), painted by Zhang Ling
Seals: Mengjin, Kequan
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8 You Qiu (early 16th century— after 1583)
Expedition of Wang Zhaojun beyond the Great Wall
Ming dynasty, Jiajing reign jiaren year (1554)
Handscroll; ink on paper
25.8x376.9 cm

You Qiu, zi Ziqiu, hao Fengshan, native of Changzhou (present-day Suzhou,
Jiangsu province). You settled in Taicang and became a painter of landscapes
and figures in the style of Liu Songnian (active 1190-1224) and Qian Xuan
(1235-1ate 13th century). His lady figure paintings after Qiu Ying (c. 1500~
1552; see cat. no. 6) are highly regarded, and his works in the pure-line
(baimiao) style are particularly well-known. He was active between the
Jiajing and Wanli reigns.

The expedition of Wang Zhaojun (a concubine of Emperor Yuan,
Western Han dynasty, r. 48-33 B.C.) beyond the Great Wall is a historical
theme favoured by many Chinese painters of succeeding dynasties. Using
the traditional consecutive depiction of scenes, his handscroll portrays the
different stages of Wang Zhaojun’s expedition. The first scene shows a
snow-covered bridge with a huge procession of Xiongnu riders surrounding
Wang Zhaojun, who is shown on horseback wearing a cloak decorated with
a phoenix design. Half-hiding her face, Zhaojun carries a discontented
expression. The subsequent sections of the scroll depict the reception
procession, with exquisite encampments, arrays of camels and horses and
a forest of flags. Huhan Xie, the chief of the Xiongnu, is portrayed as a
handsome man. The well-conceived composition successfully highlights
the behaviour and disposition of the main figures. Simple and complicated
brushstrokes are used appropriately while minute details, such as the floral
design on the robes, the hair on the fur headdresses and coats of the Xiongnu,
are meticulously executed. Horses are represented with only a few
brushstrokes yet their vitality is successfully captured, showing the influence
of Li Gonglin’s (1049-1106) profound style.

Signature: executed by Fenggiu You Qiu in the summer of the jiaren
year, Jiajing reign (1554)

Seals: Fengqiusheng, Youshi Zigiu
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9 Qian Gu (1508—after 1578)
Playing the Qing
Ming dynasty, jiazi year (1564)
Hanging scroll; ink and colour on paper
87.8 x 55.2 cm

Qian Gu, zi Shubao, hao Qingshi, native of Wuxian (present-day Suzhou,
Jiangsu province). Qian was born to a poor family. Later, he became a
dedicated follower of Wen Zhengming (1470-1559). Once he catalogued
tens of thousands of juan of manuscripts on seal carving. His landscapes
feature distinct and precise brushstrokes. He also excelled in painting
figures, bamboo and orchids in an unadorned style. He was also the editor

of several books.

The theme of this painting is derived from The Analects of Confucius
(Lunyu). According to the self-composed inscription, Du Jin (active 2nd
half 15th century) painted the theme of playing a chime stone (ging). This
is a copy by Qian after Du’s work. The painting shows Confucius seated
on a straw mat, playing the ging with one hand while having a discussion
with a figure carrying a bamboo basket on his shoulder. His two disciples,
hands clasped, are listening attentively. The cautious and precise painting
style 1s further enhanced by the simple and fluid delineation of the drapery
lines using the central point of the brush. The depiction of the facial features
in the classical style is detailed and vivid.

Signature: This is a copy of Master Gukuang’s (Du Jin) painting
which I saw when passing Xiaozhiyuan (Du Jin’s studio) in the spring of
the jiazi year (1564), Qian Gu

Seals: Shubao, Qian Gu yin
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10 Xu Wei (1521-1593)
Avalokitesvara with a Fish Basket
Ming dynasty
Hanging scroll; ink on paper
116 x 26 cm

Xu Wei, zi Wenqing and later Wenchang, hao Tianchishanren and later
Qingtengdaoshi. A native of Shanyin (present-day Shaoxing, Zhejiang
province), Xu was famous as a talented scholar and artist. He served as an
advisor to Hu Zongxian, Military General of Zhe (Zhejiang province) and
Min (Fujian province). Later Hu was jailed and Xu went insane from fear.
He excelled in bird-and-flower painting in an impulsive and bold style, and
expressed his character through the manipulation of contrasting light and
heavy ink strokes. He was the leading bird-and-flower painter in the free-
hand style during the middle Ming dynasty and had a strong impact on
later flower painting of this style.

According to records of the history of painting and his own
publications, Xu Wei seldom painted figures and few of his works on this
theme are extant today. This painting with Avalokitesvara as the major
subject is exceptional and enables us to have a more thorough understanding
of the art of Xu Wei. This lady figure carrying a fish basket is one of the
thirty-three manifestations of Avalokitesvara. Avalokitesvara is one of the
most popular bodhisattvas of Mahayana Buddhism. The interpretation of
her Chinese name “Guanyin” or “Guanshiyin” is “Observer of the world’s
sounds”, the so-called Goddess of Mercy; while the other name of the
bodhisattva “Guanzizai” accords with the idea of Sovereign Beholder.
According to the Buddhist sutras, this bodhisattva can change into different
forms in order to save mankind. Here the bodhisattva has transformed into
a lady figure holding a fish basket, commonly known as the wife of Ma
(Malangfu). Without any background setting, the figure is painted in a
distinct and precise style using undulating, fluid and elastic outlines
highlighted by dark ink shading in the collar, belt and hair to become a
vivid depiction of a graceful lady. A self-composed humorous four-verse
poem in running script is inscribed in the upper right corner.

Signature: Tianchi

Seals: Wenchang, Shi’ouguan, Xiangguanzhai

JaiEh Detail
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11 Ding Yunpeng (1547-1626)
Washing the Elephant
Ming dynasty
Hanging scroll; ink and colour on paper
155.1 x 50.1 cm

Ding Yunpeng, zi Nanyu, hao Shenghuajushi, native of Xiuning, Anhui
province. Ding excelled in painting figures and Buddhist images and was
renowned for his solemn shading and colouring techniques. He was a skilled
pure-line (baimiao) painter. The critics of the Wu and Yue regions highly
praised Ding as the leading figure painter after Li Gonglin (1049-1106) of
the Song dynasty. He was also proficient in landscape painting. His early
works are refined, following the style of Wen Zhengming (1470-1559),
while his later paintings are more bold and unconstrained, resulting in an

unique powerful style.

In the iconography of Chinese Buddhist art, the bodhisattva
Samantabhadra rides on a white elephant. This painting focuses on the
white elephant, with three figures each holding a brush to wash its two
sides. On the left of the elephant are two arhats, one holding an attribute
while the other’s hands are posed in anjali mudra. Under the old pine tree
1s the bodhisattva Samantabhadra seated on the stone platform behind the
white elephant. He is flanked on the right by Weituo, who holds his attribute,
the thunderbolt, and on the left by two attendants, who are watching the
scene of washing the elephant. The depiction of the white elephant and the
figures using refined, vigorous and impulsive strokes results in a precise
and delightful style. The delineation of the trees and rocks and the decorative
coloration show the influence of Wen Zhengming.

Signature: respectfully executed by Ding Yunpeng, follower [of
Buddhism]

Seals: Yunpeng, Nanyu
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12 Li Shida (16th—17th century)
The Seven Sages of the Bamboo Grove

Ming dynasty, Wanli reign bingchen year (1616)
Handscroll; ink and colour on silk
254x 1572 cm

Li Shida, zi Tongfu, hao Yanghuai, native of Wuxian (present-day Suzhou,
Jiangsu province). Libecame a jinshi in the second year of the Wanli era
and lived to be over eighty. He excelled in painting figures and landscapes.
He never painted for the nobility. His treatises on painting discuss the
“Five Beauties”: vigorous, extraordinary, ingenious, remote and rhythmic;
and the “Five Evils”: unskilled, stiff, mechanical, unfamiliar and idiotic,

which reflect his understanding of the principles of painting.

This scroll depicts the Seven Sages of the Jiaping era of the Wei
dynasty wandering among the bamboo groves. They are Ji Kang
(223-262), Ruan Ji (210-263), Liu Ling, Xiang Xiu, Ruan Xian
(234-305), Shan Tao (205-283) and Wang Rong (234-305), who were well-
acquainted with each other when residing at Shanyang in Henei prefecture
(Henan province). The contemplating figures are spaciously arranged amid
the bamboo grove and rocks, each engaged in different activities such as
reciting poetry, whistling, playing a zither (gin), inscribing poems on the
rock surface, or washing feet in a stream. Besides using the pure-line
(baimiao) style to outline the figures, circular brushstrokes formed by the
central point of the brush are employed to portray the draperies of their
clothing. The classical facial features of the figures and the bamboo branches



and stems are drawn using powerful brushwork, while the bamboo leaves

are delineated using a double-outline technique with the application of green
colour to highlight the freshness and obsolescence of the setting.
Annotations by Ming artists including Chen Yuansu, Wen
Qianguang and Ge Yingdian are found at the end section of the scroll.
Signature: autumn of the bingchen year, Wanli reign (1616), Li
Shida
Seals: Shi, Da
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13 Yuan Shangtong (1570-?)
Zhong Kui and Winter Plum

Ming dynasty, Chongzhen reign gengchen year (1640)
Hanging scroll; ink on paper
79 x29.5 cm

Yuan Shangtong, zi Shuming, native of Wu (present-day Suzhou, Jiangsu
province). He was famous for his vigorous landscape and unrestrained

figure paintings.

According to a Tang dynasty saying, Zhong Kui was the name of a
god. Indeed, the legend of Zhong Kui appeared long before the Tang
dynasty. There were a number of folk legends about Zhong Kui even before
the Six Dynasties. For example, his fame as the “Ghost Queller”, the story
of Zhong Kui eating demons etc., all of which are portrayed in vivid and
life-like detail when represented in paintings. This figure has become one
of the major subjects of Chinese figure painters in different compositions.

An upright plum tree with new blossoms is depicted in this painting,
while the figure of Zhong Kui with wide-opened eyes and a thunderbolt in
his hand tips forward, as if there is a group of demons ahead that would
disturb the peaceful life of the common people. His animated facial
expression as well as the simple and bold drapery of his clothing are
reminiscent of Liang Kai’s (active early 13th century) “reduced-stroke”
style.

Signature: in the remote bamboo grove, the last lunar month of the
gengchen year (1640), Yuan Shangtong

Seals: Shangtong zhiyin, zi Shuming
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14 Wu Xiang (16th century)
The Two Immortals He and He
Ming dynasty, Jiajing reign
Hanging scroll; ink and colour on paper
100 x 44 cm

Wu Xiang, active during the Jiajing reign, hao Baiyang, Baiyangshanren,
native of Ningbo, Zhejiang province. Initially, he studied under his father
and became versed in painting figures, insects and flowers. Later he learned
the techniques of Lu Yanxi and Zhang Lu (1464—1538; see cat. no. 3), even
surpassing them in elegance.

“The two immortals He and He” connote peace and harmony in
Chinese folklore. The pair are often depicted smiling. One of them is
holding a lotus while the other, a box of vegetarian food. The Chinese
words “lotus” and “box” are homonyms of the words harmony and union,
thus creating a pun of good augury. Paintings of such themes are displayed
at wedding ceremonies or hung in a hallway to invoke harmony and fortune
to the household.

The painting depicts the two immortals sitting beside a rock by the
water. Their lotus and box are placed on the rock. The artist depicts the
optimistic legendary figures with bold and energetic brushwork. The work
implies the influence of the style of the Zhe School.

Signature: Baiyang

Seal: Wu Xiang
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15 Zhou Daoxing (16th—17th century)
In Celebration of Lunar New Year

Ming dynasty, Chongzhen reign renwu year (1642)
Hanging scroll; ink and colour on paper
184.5 x 94.7 cm

Zhao Daoxing, active in the Wanli era, native of Suzhou, Jiangsu province.
He was renowned as a skilled painter of landscapes and figures in the style
of Zhang Hong (1580-after 1659; see cat. no.19).

This painting depicts a delightful celebration scene on the first day
of the Chinese New Year. The adults gather in front of the censor to compose
poems and cheerfully execute paintings, while the excited children play
with gongs and drums amid the sound of firecrackers. The overall
composition presents a lively and tranquil new year celebration scene.

There 1s a self-inscribed seven-verse poem.

Signature: painted on the morning of the 1st day of the renwu year,
Chongzhen reign (1642), Lingyan Zhou Daoxing

Seals: Zhou Daoxing yin, Baida yin, Ziruzi
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16 Cui Zizhong (c. 1574-1644)
A Celestial Lady amid Clouds
Ming dynasty
Hanging scroll; ink and colour on damask silk
168 x 52.5 cm
Donated by Chen Daoxi

Cui Zizhong, original name Dan, zi Kaiyu, Daowu, Qingyin, hao Beihai. A
native of Lalyang, Shandong province, Cui resided in Beijing.

Cui trained with Dong Qichang (1555-1636) and was good at
painting figures. He practised in the manner of the ancient masters, especially
those from the Jin to Tang dynasties but refused to follow the stereotypes
of the Song and Yuan dynasties. His style followed closely that of the Five
Dynasties painter Zhou Wenju (born c. 917). In his painting, the drapery
folds are twisted, the ink is light and the colour is refined. Together with
Chen Hongshou (1598—1652, see cat. no. 17), they were called “Cui of the
North and Chen of the South”.

In this painting, Cui adopts the detailed-line (gongbi) style to paint
the immortal lady. There is a self-inscription: “Each blossom stretches for
ten thousand miles under Mount Duyuan, whereas the sky is covered with
rosy clouds. Yesterday the Taoist goddess, Queen Mother of the West, rode
in her golden phoenix chariot and flew across the sky. Wang Zhongyi was
a painter of the Han and Three Kingdoms periods, who in painting the
Immortal Lady at Red Cliff successfully captured her spirit”.

Signature: Cui Zizhong shi

Seal: Zizhong zhiyin
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17 Chen Hongshou (1598—-1652)
Scholar and Monk
Ming dynasty
Hanging scroll; ink and colour on silk
116.6 x 47.5 cm

Chen Hongshou, zi Zhanghou, hao Laolian and Laochi. A native of Zhuji,
Zhejiang province, Chen excelled in landscape and figure painting. Together
with Cui Zizhong (c. 1574-1644, see cat. no. 16), the two were called “Cui
of the North and Chen of the South”.

Meditation is one of the ways to practise Chan Buddhism. In order
to attain enlightenment, believers practise under different masters. In
general, to sit in meditation, or to discuss teachings with a master are ways
to search for the Truth.

This painting conveys a sense of simplicity. The figural forms and
drapery folds are rendered in a manner different from that of traditional
paintings. The rocks and long desk are built up of square facets. The work
is well composed with figures painted diagonally; one is teaching while the
other listens attentively, unaware of the presence of others. Chen’s painting
style is unique and highly decorative.

In the left bottom corner, there is a five-verse poem written by Xu
Weishi.

Signature: Laolian Hongshou painted at Jingzheju (the meditator’s
lodge)

Seals: Chen Hongshou, Zhanghoushi
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A EE Spring Outing
B 2T (1636) Ming dynasty, Chongzhen reign bingzi year (1636)
A K B, Handscroll; ink and colour on silk
38 %3112 cm

e 38 K R 311.2 EK

wE EXRAR) > FERE mEFHA - HE - LR - Biography of the artist is incomplete. Huang Juan, zi Shengmo, native of
Putian, Fujian province. Huang was skilled in figure paintings especially
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Extant paintings by Huang Juan are rare. This painting depicts a

B ok == 3 >
Bk T (1636) fhE - RIVER 6 spring outing of court ladies. His marvellous skill in painting in a meticulous
% “wEZHT - “HFET HH manner is evident. The work was painted in the 9th year of the Chongzhen

reign.

Signature: the 5th lunar month of the bingzi year (1636), painted in
Meiwo
Seals: Huang Juan zhiyin, Shengmo
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19 Zhang Hong (1580—after 1659)
The Old Sage of the South Pole
Qing dynasty, Shunzhi reign yiyou year (1645)
Hanging scroll; ink and colour on paper
133 x 75.6 cm

Zhang Hong, zi Jundu, hao Hejian, native of Suzhou, Jiangsu province. He

was renowned for his landscape and figure paintings.

The Old Sage of the South Pole is commonly known as the God of
Longevity, one of the immortals. Under the hands of Zhang Hong, this
sage 1s depicted as he gazes back into the far distance, as a solemn and
dignified figure. In the foreground a springing stag threatens to burst out
from the paper, greatly enhancing the vitality of the scene. In the background
an old pine stretches down from the cliff. Whether the old sage is in the
mountain or in the clouds, is left to the viewer’s imagination. Simple and
loose brushstrokes with limited use of ink successfully create a profound
atmosphere. Zhang Hong painted this work at the age of 66.

Signature: The Old Sage of the South Pole, by Zhang Hong of the
Wu region in the style of Liang Kai, the 3rd lunar month of the yiyou year
(1645)

Seals: Zhang Hong, Jundushi
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20 Zhang Feng (7-1662)
In Search of Plum Blossoms in Snow
Ming/Qing dynasty
Hanging scroll; ink on paper
58.1 x28.7 cm

Zhang Feng, zi Dafeng, hao Shengzhoudaoshi, Shangyuanlaoren, sometimes
signed “zhenxiang fokong” or “zhenxiang fokong sihai”. A native of
Nanjing, Jiangsu province, Zhang was good at painting landscapes, figures,
flowers and portraits. He followed the style of the Yuan masters. In his
early years, his painting style was calm and restrained, developing into a
crisp and expressive style in his later years.

This painting depicts in a free-hand (xieyi) style a man riding on a
donkey and searching for plum blossoms in the snow. Perhaps the figure is
the painter himself. According to the brushstrokes and composition, the
painting is a late work.

Signature: Where can I search for plum blossoms in the snow? I
can smell their fragrance and see their colour. This painting and poem is
done in the style of my friend __lai. Feng

Seal: Shangyuanlaoren
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21 Chen Zi (1634—. 1713)
Wealth, Longevity and Abundant Sons
Qing dynasty
Hanging scroll; ink and colour on silk
155.6 x 81 cm

Chen Zi, original name Ruzhen, hao Xiaolian, Jiudaoren, native of Zhuji,
Zhejiang province. He was Chen Hongshou’s (1598—1652; see cat.
no. 17) son and a student at the imperial academy. He became an official
after successfully completing state examinations. However, he was arrogant
and lacked social skills so that wherever he went, he was always at odds
with people. Whatever money he made, he squandered. He was skilled in

painting landscapes, figures, and bird-and-flower paintings in the manner
of his father.

The 1dea of having “many sons and ample happiness” and “many
sons and grandsons” have been traditional aspirations of the Chinese. The
painting depicts eight boys from a wealthy family. All of them are ornately-
dressed, carrying strings of cash or jade pendants. Under the supervision
of an elderly man and three maid servants, they are playing joyfully. The
figures are painted in a classical manner, in the style of Chen Hongshou.

Signature: Wealth, Longevity and Abundant Sons, Xiaolian of Kaixi
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22 Wang Shiyi
In Celebration of Spring Festival with Music
Ming/Qing dynasty, guihai year (1623?)
Hanging scroll; ink and colour on paper
150.9 x 81.7 cm

Biography of the artist is incomplete. Wang Shiyi, zi Youming, native of
Wuxian (present-day Suzhou, Jiangsu province). He excelled in painting

landscapes and figures.

This painting depicts tens of figures playing flutes, stringed
instruments, beating drums or letting off fire crackers in celebration of the
Spring Festival. Wang successfully grasps the life-like qualities of the
figures.

Signature: In Celebration of Spring Festival with Music, painted
in the 7th lunar month, autumn, of the guihai year (1623)

Seals: Wang Shiyi, Youming
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23 Xiao Chen (2nd half 17th century—18th century)
Figure of Lu Chunyang
Qing dynasty, Kangxi reign
Hanging scroll; ink and colour on paper
117.2x51.7 cm

Xiao Chen, zi Lingxi, hao Zhongsu, native of Yangzhou, Jiangsu Province.
Xiao was active during the Kangxi reign, Qing dynasty. He was skilled at

painting landscapes and figures.

This painting is a portrait of the Tang dynasty figure Lu Chunyang.
His exquisite drapery is vividly portrayed. The facial features are particularly
lively in their depiction. Lu Chungyang is also known as Lu Dongbin or
Huidaoren, one of The Eight Immortals. According to legend, Lu was good
at sword-fighting, and had the face of a child even when he was over a
hundred years old.

Signature: Xiao Chen in his late years

Seal: Xiao Chen
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24 Shitao (1642—c. 1718)
Avalokitesvara
Qing dynasty, Kangxi reign jiayin year (1674)
Hanging scroll; ink on paper
193.6 x 81.3 cm

Shitao, a monk, lay name Zhu Ruoji, monk’s given name Yuanji, zi Shitao,
hao Dadizi, Qingxiangchenren and Qingxiangyiren. He was also later known
as Xiazunzhe, Lingdinglaoren and Kuguaheshang. He was good at painting
flowers, vegetables, bamboo and figures, and exceptionally good at depicting
landscapes. Modelled on the works of the Yuan masters, his painting style
1s vigorous, expressive, and thoroughly fluid. Shitao’s superb and unique
brushstrokes surpassed that of all contemporary artists.

This painting meticulously represents Avalokitesvara or Guanyin
as a vivid figure set in a tranquil scene. This masterpiece was painted when
Shitao was in his prime. Guanyin is one of the bodhisattvas of Mahayana
Buddhism. According to Buddhist sutras Guanyin goes everywhere rescuing
all beings in different guises. This is known as “Making manifestations to
all” (Pumen Shixian).

Signature: the 15th day of the 5th lunar month in the jiayin year
(1674), Shitao of Yueshan painted at the Twin Pagoda Temple (Shuangtashi)
in Zhaoting

Seals: Jishanseng, Laotao
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25 Yu Zhiding (1647-1716)
A Child Playing with Butterflies
Qing dynasty, Kangxi reign
Hanging scroll; ink and colour on silk
100 x 45.4 cm

Yu Zhiding, zi Shangji, hao Shenzhai, native of Jiangdu, Jiangsu province.
He was skilled at painting figures and ladies, and excelled in portraiture.
Most of his works are in the pure-line (baimiao) style.

This painting depicts a child playing with butterflies in the
countryside on a spring/summer day. The image is precisely executed with
delicate brushstrokes. Yu Zhiding was regarded as the greatest painter of
small portraits during the Kangxi period.

Signature: painted by Guangling Yu Zhiding

Seals: Shenzhai Yu Zhiding yin, Guangling Taoshangyuren
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26 Wang Shi (?7-1737)
Two Deer Carrying a Hub
Qing dynasty
Handscroll; ink and colour on paper
258x117.3cm

Wang Shi, zi Micao, native of Jiaxing, Zhejiang province. He was good at

painting landscape, flowers and birds.

The first section of the painting consists of figures executed by
Wang Shi, and the second section depicts landscape and figures (not shown)
by his elder brother Wang Kai (1645—c. 1710). “Gu” means wooden hub.
The scene depicts the moment when Zheng Xuan, a scholar of the classics
of the Eastern Han dynasty, returned home after studying overseas. Wang
Shi’s superb techniques in figure painting are illustrated by the twenty figures
he captures here, each of which has unique characteristics and vivid facial
features.

Seals: Wang Shi yin, Micaoshi
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27 Gao Qipei (1660-1734)
Throwing Chips
Qing dynasty, Kangxi reign renchen year (1712)
Hanging scroll; ink on paper
133.4x 71.2 cm

Gao Qipet, zi Weizhi, hao Qieyuan, native of Tieling, Liaoning province.
He was good at painting bird-and-flower, animals, figures and landscapes.
Particularly famous for his finger paintings, Gao was also skilled in sketching

interesting daily scenes in an easy manner.

In this painting, “chou”, the Chinese character for chips, may be
interpreted in two ways. The first meaning is “planning” while the other is
“longevity”. Gao painted this work at the age of 43.

Artist’s inscription: As a scholar, he should help to manage a nation
well, strive for better livelihood of the people, assist in upholding morality,
and establish renowned achievements for his family. With the above
qualities, he could then deserve the blessing of longevity. I execute this
painting for the birthday of Mr Hutian.

Signature: Gao Qipei of Tieling, son of your father’s friend, dipped
his fingers in ink and painted this on the 19th day of the 1st lunar month in
the renchen year, Kangxi reign (1712)

Seals: Qieyuan, Gao Qipei yin, Sui fangyi hu guiju zhiwai jiu
bulishou zhunsheng zhizhong ([My painting] though done in a free way,
still conforms to the standard), fuhua fanfu bixia chen (dust from under the

brush of an ordinary man)
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28 Li Yao (18th century)
Cai Wenji Returning to the Han Court
Qing dynasty, Qianlong reign bingxu year (1766)
Hanging scroll; ink on paper
98.5x29.2 cm
Donated by Hong Fumei

L1 Yao, zi Baozhu, native of Wuxian, Jiangsu province, active during the
reign of Qianlong, Qing dynasty. He was skilled at painting landscapes in
the style of Wen Boren (1502-1575).

Wenji is another name for Cai Yan. “Wenji Returning to the Han
Court” relates a story of the Three Kingdoms period. Wenji was a learned
lady who had married a Xiongnu nomad. The prime minister Cao Cao
(155-220) invited her to return to China to compile The Supplement to
History of the Han Dynasty (Xu Han Shu). Moved by Cao’s righteous deed
for a good cause, she accepted the invitation. After bidding farewell to her
husband and children, she returned to China. The painting depicts Cai Wenyji,
the escorts, the envoy and her family members in great detail using delicate
brushwork.

Artist’s inscription: The official’s daughter was well versed in poetry
yet the Han court was not aware of this. It took the great connoisseur a
long while to discover her talent. With gold and persuasion, he recruited
her for a literary pursuit. Mounting the horse she returned to China.
Dismounting saddened her, for her children did not accompany her. Even
though Chinese verses were chanted to the tempo of a foreign melody, let
not the gifted lady wander again into the foreign land.

Signature: Inscribed at Jiujiang Quexie office for brother Qiushui
in the 3rd lunar month of the bingxu year (1766), Li Yao of the ancient Wu
(region)

Seals: Baozhi, Mingjingboshi
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29 Hua Yan (1682-1756)
The Blind Storyteller
Qing dynasty, Qianlong reign jiazi year (1744)
Hanging scroll; ink and colour on paper
133.5 x 60 cm

Hua Yan, zi Qiuyue, hao Xinluoshanren, Dongyuansheng, Buyisheng, native
of Shanghang, Fujian province. He was best known for figure and landscape
painting, but also excelled in bird-and-flower, insects and animals. He
emphasized painting from life. The images depicted are vivid; the use of
ink and brushwork 1s sharp and exquisite. He had considerable influence
in the genre of bird-and-flower painting on artists from the middle Qing
dynasty onwards.

~ Guren means blindman. In ancient times guren were often employed

as court musicians and hence the word was an official designation. Story-
telling by Guren with musical accompaniment was also a popular form of
entertainment for the common people. The painting reflects such a scene.
With painterly brushwork, Hua depicts the figures accurately, accentuating
their forms and postures to convey their emotional makeup. It was painted
when the artist was 63.

Signature: the 3rd lunar month of the jiazi year, Qianlong reign
(1744), Xinluoshanren painted at Jietaoguan

Seals: Hua Yan, Qiuyue
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30 Huang Shen (1687—c. 1770)
Dongpo (Su Shi) Appreciating an Inkstone
Qing dynasty, Yongzheng reign 12th year (1734)
Hanging scroll; ink and colour on paper
149 x 87 cm
Donated by Hong Fumei

Huang Shen, zi Gongshou, 4ao Yingpiaozi, Donghaibuyi, native of Ninghua,
Fujian province. He lived in Yangzhou where he secured his livelihood by
selling paintings. He excelled in painting figures especially those of
immortals and the literati. His early brushwork was fine and detailed, but
in later years he applied cursive calligraphic strokes to his paintings which
were bold and expressive. Occasionally he also painted flowers and

landscapes.

[t is well known that Dongpo (Su Shi, 1036—-1101) had an obsession
with inkstones. The painting vividly depicts Dongpo completely absorbed
in examining an inkstone. Painted at the age of 48, this work represents
Huang’s mature style.

Artist’s inscription: Taking in the spirit of jade, the ink emerges as
a heavenly spring of glittering black liquid. Such a fine stone is not a toy
for the gentleman, but a reflection of his own virtues.

Signature: the 6th lunar month of the 12th year of the Yongzheng
reign (1734), at Guangling Meicheng Caotang, Huang Shen of Minzhong

Seals: Huang Shen, Gongshou
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31 Min Zhen (1730—after 1788)
Lady Holding a Fan
Qing dynasty, Qianlong reign jihai year (1779)
Hanging scroll; ink on paper
113.8 x 45.9 cm
Donated by Wu Shiming, Wu Shijin, Wu Shijian and Wu Shiping

Min Zhen, zi Zhengzhai, hao Liaotangjushi, Min’aizi, native of Nanchang,
Jiangxi province. Min took up residence in Hankou. He was proficient in

painting landscapes and portraits as well as seal carving.

The painting depicts a lady leaning against a tree on a summer day,
holding a fan. Her knitted eyebrows betray her melancholy. The stooping
posture of the delicate maiden suggests that she is thinking of her distant
love. With great virtuosity in technique and brushwork, the artist describes
the lady’s emotions to the fullest. The artist painted this in the 44th year of
the Qianlong reign, when he was 50 years old.

Signature: the 4th lunar month of the jihai year (1779), painted by
Zhengzhai Min Zhen

Seals: Min Zhen zhiyin, Zhengzhai, Duhualou
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