sx. means of. mterpretation ' Another giant;

or they ,'

longevnty, whﬂe the ‘various trees and ﬁowe‘rs each_play
a symbolical role.

Secondly, paintings are used:-as lllmmtwna. Under
this head one can place the Buddhist and Taoists pictures
which tell=-as do'our religious plcture&—aome definite: story.
A very famous example is ‘the picture of Li T’xeh Kuai
by the thirteenth century artist Yen Hui.

The third manner in which Method VI is used is.to..
suggest. hy a painting precisely the same mood as is sug-
gested by a poem—of this manner there-are innumerable
examples. In fact one .can_ find a poem te balance most
of the master-pieces from the Chinese printer’s ‘brush.

And now I have spoken of the six methods .of re-
presentation to which I at first referred. It remains, in
closing, to say a few words about the scholars—the term
embraces poets, painters, and calligraphists—who for the
joy of expression indulged in these arts. One penod dur-
ing the T'ang dynasty is especially ‘noted. I mean that
quarter of a century which closed with the "An "Lu-shan
rebellion A.D. 756.

‘Then there met in Ch’ang An, the Sian of today, a
group of men whose names ring in the annals of Chinese
art Then lived Wang Wei who expressed himself in both

Chinese

© and collected leaves in the courtyard, w

. ings to the {Emperor was a landsca
sy Deccable script, placed 80 that theﬂ.bafa
opg,  LiOD Was: perfect :

Immortal of theW!ne-cup, who d‘m m T e

est of all, was Tir Fu in whose poems—so the
the history of the times can be read: And
the eccentrie ‘Chéng Chien for: whom the |
of Kuang Wén, wlueh
because dutxes ng: Ch’ien would not
in the temple T4 En, the temple of C

corated w1th ures or. poems.

The Bright Emperor with: his Gtk resg
appreciated it keenly 'and exclaimed: - ‘Chéng. .Ql} egu The
Three Perfections!” The term has ‘been. used que: smeg 4
to describe such a composition.

In these days the poets and p:nnters bangmet@d tqgether
listening to each others’ poems or.-admiring.each; others’
paintings, they ma.de expedxtwnl together-and lived . indeed

a life full'of aesthetic emotion. They visited. A‘.he b}llg wherg
they listened to what Tu Fu descnbea ,a.s;n‘the musxc of
silence’, where they watched the dragon ﬂoat'_b lq the
clouds which he governs, or heard the hg’er'growl in ihe
wind it controls. Then they were mspxred to wnte—poetlc
frenzy seized them. And it is not to be doubted tﬁat
the brush the Chinese and Japanese pdssess a m“f’ fit
for the expression of emotion denied to ys. =

With the writing brush théy i
musicians improvise. Intoxicated 'byihe Joy of exécuhon
they are veritable virtuosi of the brush.’

The Chinese artist pours out hxs soul from the
hair tip on the slender bamboo tube- imd whether
which drops from the tip be a wrltmg ot an image it 5

That which is undefinable; " i

That which is untranslatable' HE
That which is umversal ot del den sl o 4
That which is: Poetry" RS
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Painting

By WEN YUAN-NING (8 J% %) v e il

WHAT is unique ahout Chinese painting is its intimate
connection with calligraphy. It is difficult to draw
the boundary .line between the two. Indeed, so intimate
is the connection between them, that it is impossible to
say when one ends and the other begins. In such a
picture as An Old Tree with Bamboos end Rocks by Ku
An and Ni Te’an of the Yuan Dynasty, for instance, the

writing in it seems to be nothmg but a-mere extension of
the drawing. And in The Pomegmmte by Hsu Wei of
the Ming Dynasty, what difference is there between the
strokes that compose the picture and those that compose
the writing?

A bamboo and an orchld are objects which any’

calligraphist can draw: the better the calligraphist, the

better the drawing of such objects. - The ' mévernent of the:
brush in drawing them, and the ‘strokes that’.compose
them, are indentical with those that formy« chardctersd .
This is obvious even to the uninitiated. For/this reason)
practically- every Chinese scholar;: ‘gneient -or’ mModers;,’
who has any urge to draw at all, almost’ mvhna.b!ymegm&
with the bamboo/ and the orchid.  The reﬁl?&nay ndt bE
pleasing: if so, this is not due to: any“défect: mk the'»
technique, but in the composition and ‘the desigh: « ves
In more elaborate drawings, such as Sprmg mJKwﬁg
Nen ({L 7§ # W), and The Western- Hill of ‘Tiing Fifg,
Lake (YREET Iy W) by Wen Cheng-ming: of 'the Ming
Dynasty, for example, the connection betWeen painting Ends
calligraphy may not be very appareat. - ! Neverthaléss;




the rule holds good, that in them too,
painting are not two sister arts, but one art.

There are many styles of painting; but so are there

many styles of calligraphy. Each style of painting may
be considered to correspond to a particular style of cal-
ligraphy. The paintings of Hui Tsung, the Sung Emperor;
seem to be just the kind that a man, who writes as he
does, would draw. Again, how many of the characteristics’
of Tung Ch'i-ch’ang’s pictures may not be inferred from
his calligraphy? ¥

One chief reason for this intimate connection between
painting and calligraphy in China is undoubtedly the
use of the same means in both. The brush-that writes is
also the brush that draws. And if the drawing is in
black and white and done on paper, the identity of the
means employed in drawing and in writing is complete.
The use of coloured inks and of silk may suggest a dif-
ferencé, but it is a difference which is not material,
Writing has been done, and sometimes is still being done,

cal‘l,x.'_graph‘yf' and Vase and Landscape,

P

e —————

ostensibly painted in "the Chinese
manner, is an exception which proves the rule, _Castig-
lione, lover and practitioner as he was of Chinese paint-
ing, vould not throw off the traditions of Western painting,
even when he came to employ another medium and
tried to paint in the Chinese manner. The result is, his
paintings strike one as a tour de foree: not being a’ Chinese,
he has not that in him which, present in all Chinese
artists, ancient and modern, mast even -the 'wo;‘st -of

- their paintings seem more inevitable than -any - which

on silk, and there is really no reason why coloured inks .

should not be used in writing. That they dre not S0 used
ordinarily is a matter of practical convenience, and does
not import any significance at all.

One important consequence of the use of the writing-
brush and of coloured inks in Chinese. painting is to
differentiate its technique completely from that of paint-
ing in the West. There, where oil-paints are used, mass
effects are more important than lines. One sees this
especially in portrait painting, as practiced in the West
and in China. In the portrait, for instance, of the first
Sung Emperor (gaj;ﬂ), the whole beauty of the picture
lies in the vigour and rhythm of the lines, and in a
certain simplicity of design. A portrait by Rembrandt,
on the other hand, is all a matter of contrast between
different masses of colours, and between light and shade.

Another difference between the art of painting in
China and in the West is this: In China, anything once
drawn cannot be changed: there may be additions, but no
corrections. This, of course, follows naturally from the
fact that the line is everything in Chinese painting.
Where this is not 80, as in Western painting, changes
and corrections may be made by just laying one dab of
paint on top of another, whenever any alteration is to be
made. For this reason, inevitability is a note which strikes
one very forcibly in Chinese painting. In European paint-
ing, this note of inevitability is somehow not apparent. One
notices this especially in the paintings of birds and
flowers. How laboured and painfully exact they are, as
done in the West! But what freshness ang simplicity in
the drawings of animals and flowers in the Tiao Kuang-
yin Album of the Five Dynasties! What subtle poetry in
Ma Lin’s §: 8% picture of a Sprig of Plum Blossoms
and Bamboos and their Shadows in the Album of Succes-
What grace and what inevitability in
vos and Rocks by Wu Chen

sive Dynasties!
the lines and strokes of Bamb
(R ) of the Yuan Dynasty! There is no need to adduce
more examples tto illustrate thig point: this note of
inevitability is present in every Chinese painting. That
it is not to be found in Giuseppe Castiglione’s Peonies in a

" to be idealistic.

Western painting can show. :

This brings one to the next point about Chinese
painting. Being more a matter of lines than masses,
and not admitting of any alterations in the lines once
they are drawn, Chinese painting tends to be more
idealistic, than realistic, in intention. From the T’ang
to the Ch’'ing Dynasty, there is a tendency, however, in
Chinese landscape painting to be more and more realistic.
But when compared with European landscape painting,
the most realistic of Chinese landscape paintings seem
This idealistic intention in Chinese
painting is particularly noticeable in the drawing of
human figures. From the Lohans of Wu Tao-tze to the
black-and-white sketch of Chung Kuei by the Ch’ing Em-
peror, Shih Tsu, this idealistic tradition ig unbroken: not
the exact photographic reproduction of a man is aimed at,
but his spirit. In Liang K’ai’s drawings of human figures,
for instance, what unseen forces of the spirit are realjsed!
A few strokes, and the idea of human isolation and lone-
liness is immediately seized!

The poetry of Chinese painting has often been com-
mented upon. In the same way that much of the charm
of Chinese poetry comes from what it suggests rather
than from what it 8ays, 80 also a good deal of the poetry
of Chinese painting resides in what is left out rather
than in what is put in a picture. What an infinity of
trees and mountains ig suggested in the blanks in Kao Ke-
kung’s Mountain in Mist! How much of the beauty of
Chou Yin’s (ﬁ 3X) Fishing in q Willowy Stream is due
to the blank spaces in the picture! This positive use of
blank spaces as part of the design of a picture is some-
thing which is peculiarly Chinese; it is a pictorial coun-
terpart of the Taoist philosophy of Do Nothing.

But the supreme virtue of Chinese painting is
unquestionably its fine sense for nature. Everything,
including man, finds its Proper place in a beautiful
harmony. Whereas in Western painting, man is glorified
at the expense of everything else, in Chinese painting he
forms only a small part of the. whole; but it is a part
which satisfies, because the whole of which he forms
but a part is so desirably beautiful. In Tung Yuan’s
Natives of Lung Shy Suburd, for instance, who that sees
that picture does not ache, if only for a while, to be one
of the tiny figures in white, who are immortalised for-
ever in that scroll? Sublimity, harmony, beauty—they
are all there in that picture. But are these not the three
characteristics of all good Chinese landscape paintings,
nay of all Chinese paintings, be the subject ever so humble
—birds, flowers, or insects? s



