
















































































































































































































































































No. 42. View of a Garden Villa (The Chan-yiian). Yiian
Chiang (active ca. 1690—ca. 1746); handscroll, ink and color
on silk; Gift of Constance Tang Fong in honor of her mother,
Mrs. P. Y. Tang, 1982; 1982.461. Details




“Quter Yang-hsin Hall.” Conversely, only one dated painting from the long
period of 1727 to 1743 is known, and it gives no indication of having been done
on appointment as court painter; some have questioned whether he served at court
at all, the position taken in the most recent Chinese study (cuty cH’UNG-CHENG, 1982).
The answer, perhaps, is found on a painting by Yiian Chiang in the collection of
William Ahern of East Providence. On it is found a large seal of I-ch’in-wang,
the thirteenth son of Emperor Sheng-tsu. The first Prince I was enfeoffed in 1623
and died in 1650. He could therefore have used the seal I-ch’in Wang pao only
during the period 1623 to 1630, and it is likely that Yiian Chiang painted the
Ahern picture for him then. In that event, Yiian’s appointment may have been
to the entourage of Prince I, not the Inner Court, and the term “Outer Yang-
hsin Hall” should be read “On appointment outside the Yang-hsin Hall.”” One
of Prince I’s major appointments was to the river conservancy in Chihli province.
The Ahern painting is a detailed, realistic depiction of a river area, perhaps indi-
cating that one of Yiian Chiang’s commissions from Prince I was to paint realistic
study-records of the river arteries of Chihli, so that policy recommendations could
be made from them. :

While Yiian Chiang and his atelier went on working quietly, a good deal of
excitement began to emanate from another artistic quarter of Yangchow. The
gardens there were quite different from the visionary palaces of the Yiians, as
reflected in Lo P’ing’s Drinking in the Bamboo Garden (No. 43). The modest
single-walled court, set behind a partially thatched cottage, provides the simplest
possible setting for a celebration of the first full moon of the new year; the date
corresponds to February 1773. Lanterns are hung as family and friends gather to
drink warm wine in the moonlight and to toast the new year. In the garden are
only bamboo, pine, and rock; looming leafless trees from neighboring gardens
rise in the mist that drifts all around, enclosing the small garden court.

Lo P’ing (1733-1799) was the youngest of the remarkable group of indi-
vidualists remembered as ‘‘the eccentric painters of Yangchow,” who were active
through the eighteenth century. On the spectrum of artistic behavior, they are
on the left, seeking freedom from the constraints of tradition in subject matter
and in style. Each was noted for a particular subject—Lo P’ing for his ghosts, Chin
Nung for plum blossoms, Hua Yen for his birds, Huang Shen for his ancient
immortals, Li Shan for flowers, Cheng Hsieh for bamboo. Most of them were
extremely versatile, however; in particular, Lo P’ing and Hua Yen were among
the most skillful artists of the time.

None of Lo P’ing’s skill is disguised in Drinking in the Bamboo Garden. It is
stylistically quite close even to the art of Wang Hui, although he was the most
celebrated of the “orthodox’ artists still active in the early eighteenth century;
but the informal, personal subject matter—certainly occasioned by an actual
gathering, and one that no doubt looked much as we see it—is typical of the
Yangchow masters. The mood is suggested in a poem,‘“ The Small Garden,” writ-
ten by another of the eccentrics, Lo’s friend Cheng Hsieh:

Moonlight, harsh and clear, floods the high pavilion.

The night still young, the wicket gate is half open.

A lantern moving among trees announces the guest’s arrival.
Smoke rises from the bamboos in answer to my call for tea.



No. 43. Drinking in the Bamboo Garden, dated 1773. Lo
Ping (1733-1799); hanging scroll, ink and light color on
paper; John Stewart Kennedy Fund, 1 913; 13.220.34
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No. 44. Plum Blossoms. Leaf C, Plum Blossoms at Ku-shan
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No. 44. Plum Blossoms. Leaf F, Old Plum




The dog barks now and then at the falling of autumn’s star.
Gusts of wind disperse the sad sounds of a distant flute.
Rapt in talk, we sit till the dawn slowly comes up,
As brightly colored clouds and cool dew overspread the
green moss.
(WUu-CHI L1U, 1975, p. 487)

Professional painters though most of them were, their art was generally occa-
sioned by personal friendships and gatherings of the kind seen here.

In 1757, for example, the seventy-year-old Chin Nung (1687-1764) was
staying as a guest at Lo P’ing’s house. An old friend, a “‘mountain monk,” sent a
gift of rice, asking some paintings in return. During the next month, corre-
sponding to October in the Western calendar, Chin toyed with his brush, creating
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No. 44. Plum Blossoms, dated 1757. Chin Nung (1687—
after 1764); album of twelve leaves, ink on paper; Lent by
Douglas Dillon; L.1981.15.11a-1. Leaf H, Plum Blossoms
and Moon



an album of twelve leaves on the theme of plum blossoms (No. 44). It was the
subject he painted most often, and in which he explored with surprising range
the capacity of painting, poetry, and calligraphy to convey the concerns of his
mind. A devout yet playful Buddhist, poor all of his life, bald, potbellied, easily
drunk, a humble yet proud artist, Chin Nung is the heart and soul of Yangchow
artistic eccentricity. His art is at once spiritual and abstract, formed of image and
text joined to meditative reflection upon the laws of nature and existence. Princi-
ples >preoccupied him, and constitute the substance of his art. We select three
leaves from his album. In the first (Leaf H), he remembers as an old man the
fresh white blossoms of his youth at Ku-shan, an island in Hangchow’s West Lake,
where the hermit Lin Pu lived and planted plum trees in the tenth century: “In
my hometown, at the foot of Ku-shan, surrounded by wild heights, were several
dozen plum trees, crisscrossing, in many attitudes. According to tradition, they
were planted by Pu the Immortal himself [Lin Pu]. Every flowering season I sang
and chanted beside them. Now I am a guest in Yangchow. I think back to them,
and unconsciously draw them—1I still have not lost their ancient appearance.” In
pale ink he draws the blossoming trees with the same ease and effortlessness as
Shen Chou drawing his Flowers of the Four Seasons. Spread loosely over the page,
they epitomize fragility, delicacy, and youth.

Chin’s depiction of an Old Plum (Leaf F) is a formal and expressive opposite,
a rugged, broken, immense old tree still producing blossoms in profusion. His
signature-here is written in Sanskrit: Su-fa-lo chi su-fa-lo hua. Su-fa-lo is the
Sanskrit word for ‘““gold,”” which in Chinese is c/in, the painter’s surname. One
of his studio names was Chi-chin; thus the signature reads ‘‘Chin Chi-chin paints.”
Below it is the date, ‘‘tenth month, fifteenth day.” The image, one of great
strength and vigor, is almost an abstract representation of the twisted, shattered
old trunk, done in bold, free wash that recalls Hsii Wei, another master associated
with the Hangchow tradition of ink.

Finally, in Plum Blossoms and Moon (Leaf C), Chin Nung creates an image
of symbiosis: pure white moon, pure white winter cold, pure white blossoms (‘‘the
pure whiteness of winter’’); and against them, the black gnarled trunk. His poem
reads:

The older the plum tree, the more ascetic it becomes.

At the mountain tower by the river inn is a man, wretched
and poor.

Purity becomes complete when cold fills every crevice,

And only now do I know that we were once the bright moon.

In these thoughts the seventy-year-old painter-poet transcends himself, finding
his life and poverty a reflection of the old plum tree in cold moonlight. The more
bitter, cold, and aged, the brighter shines out the essence. It is the reflection of
an old and spiritual man.

This concern for essence and the exploration of aesthetic-moral principles in
images, often very far from traditional representation, is a common characteristic
of the Yangchow painters. Fragrance, coolness, heat, moonlight, age, youth, full-
ness, delicacy—these are the subjects of their art, and their images serve less as
representations than as aesthetic equivalents of their principles.

White Peonies and Rock (No. 45) of 1752 is an expression of the sensual



No. 45. White Peonies and Rock, dated
1752. Hua Yen (1682-1765); hanging scroll,
ink and light color on paper; Gift of John C.
Ferguson, 1913; 13.220.119







phenomenon of flavor, embracing flowers, rock, weather, and the taste of tea.
In his composition, Hua Yen (1682—1765) contrasts soft white flowers and hard
black stone—a plain image. Above is a poem:

At levsure, I study Ma Yiian in chopping lean stone,

And imitate Hsii Hsi in plucking delicate blossoms.

In the two masters’ styles are sweet and bitter flavors;

They go perfectly with my tea on the first chilly day of
autumn.

(WEN FONG; modified)

Harmonious with the hard black chipped stones of Ma Yiian, the Southern Sung
academician (see No. 3), and the soft, delicate beauty of the flowers that recall
Hsii Hsi, although following the style of Yiin Shou-p’ing, is the bittersweet flavor
of fresh tea, and the first chilly wind of autumn announcing the end of summer
heat. These contrasts—sweet in bitter, cold in hot, hard in soft—again illustrate
the central principle of Chinese aesthetics.

In the history of the painting of gardens and flowers in China are lodged the
individual traces of a culture and a race. The garden is the precinct within which
the mind attains release: meditates, celebrates the seasons and friendship, com-
poses, creates, remembers, becomes a part of the flow of cosmic life. The flowers
of the garden embody and represent sensual beauty and fragrance, companions
throughout the seasons, the clock of nature’s time, and the memories of men and
of ideals that have become a fundamental part of aesthetic and moral thought.

So rich are the traces of men and of time in the gardens and flowers of
Chinese painting and poetry that, in sum, they must be very nearly a history of
human thought and experience. While I have barely touched upon that here,
I have sought to explore the continuing ideals of these subjects, particularly as
we have seen them in the life and thought of T’ao Ch’ien, and in the art of
painters and poets who emulated his ideal through later centuries. I have also
attempted to present some of the formal and expressive principles of our subjects,
and at least the barest outline of historical patterns. Above all, it has been my
hope to convey a sense of life and thought of the individual artists whose paintings
and poetry have been emphasized, and to examine the ways they embodied them-
selves in their art. Their perceptions, their thoughts, and their responses to the
experience of the garden have supplied the fascination of this exhibition. We
celebrate with them all the beauty of the garden and the promise of the Peach
Blossom Spring.

Left: No. 45. White Peonies and Rock. Detail
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Dimensions are given without mountings,

height preceding width.

1. Fan Ch’i (Nanking, Kiangsu; 1616-after
1694); late Ming to early Ch’ing

Peach Blossom Spring

Leaf G from an album of eight leaves,
dated 1646, ink and color on paper;
inscribed by the artist

6% x 8 in. (16.8 x20.3 cm.)

The Sackler Fund, 196g; 6g.242.10g

Attracted by the fragrant, blossoming peach
trees lining the river bank, the fisherman
from Wu-ling approaches from the right.
Opening into the mountain is the magic grotto
that leads to paradise. If one were to list all
the Chinese painters who depicted the Peach
Blossom Spring, the list would include almost
every major and minor master active since the
Sung dynasty. Fan Ch’i is a minor master, and
this is the work of a youthful artist; he was
just thirty when he painted it. The painting
is the seventh and penultimate leaf in an al-
bum of scenes of retreat and hermitage. The
final leaf continues the theme of blossoming
peach trees, and seems to carry us beyond the
mountain to the other side. On the last leaf
is the artist’s signature and the date, with the
notation that he was staying at the Monastery
of Pure Coolness, on Mount Ch’ing-liang in
modern Nanking. In 1646 China was in tur-
moil, as Manchus and Ming loyalists fought
for control of the country. Fan Ch'i apparently
found refuge in a Buddhist temple to wait out
the storm. The idyllic scenes of this album
may reflect his life in the Ch’ing-liang Moun-
tains, but certainly embody his dreams as
well. The painting is published in Marilyn
and Shen Fu, Studies in Connoisseurship:
Chinese Paintings from the Arthur M. Sackler
Collection in New York and Princeton (Prince-
ton: Princeton University Press, 1973), no. 15.

2. Anonymous artist; Southern Sung
(1127-1279)

Evening in Spring Hills

Album leaf, ink and color on silk

9¥% X 10% in. (24.8 x26.1 cm.)
Promised Gift of John M. Crawford, Jr.

As Max Loehr has indicated (Laurence Sick-
man et al., eds., Chinese Calligraphy and
Painting in the Collection of John M. Craw-
Sford, Jr. [New York: Spiral, 1962], no. 35),
the title Ch’un-shan hsien-yin would be more
correctly translated as Unworldly Seclusion in
the Spring Hills. The theme is twilight medi-
tation and the mode corresponds to the idea
of sound within silence. Three centuries after

this painting was made, both the theme and
the aesthetic mode were used by Shen Chou
in his profound Night Vigil of 1492; see
James Cahill, Parting at the Shore: Chinese
Painting of the Early and Middle Ming Dy-
nasty, 1368-1644 (New York and Tokyo:
Weatherhill, 1978), pls. 37, 38, pp. go—91.

3. Ma Yian (Ho-chung, Shansi; active

ca. 119g0—1225); Southern Sung

Scholar by a Waterfall

Album leaf, ink and color on silk;

signed Servitor, Ma Yiian

Q%s X 10%, in. (23.3 X 25.9 cm.)

Gift of The Dillon Fund, 19733 1973.120.9

This is one of a pair of matching album leaves;
the other is in the collection of Mr. and Mrs.
A. Dean Perry, Cleveland; for both, and an
analysis of their meanings and relationship,
see Richard Barnhart, Along the Border of
Heaven: The C. C. Wang Family Collection
of Chinese Paintings, Sung and Yiian Dynas-
ties (New York: The Metropolitan Museum
of Art, 1983), nos. 31, 32. Scholar by a Water-
fall represents the great master Ma Yiian at
his most sensitive and spellbinding. His sub-
ject is meditation, as a wandering poet—Li
Po, the genius of T’ang poetry—stops to gaze
into a rushing stream by the pines. The aes-
thetic mode is that of stillness within move-
ment, and the viewer is drawn as if by gravity
toward and into the mind of Li Po, as he leans
on the bhalustrade by the waterfall. The Perry
leaf, by contrast, is an example of movement
within stillness, in which the poet sits looking
over a broad valley at midday, so remote that
even the temple bells cannot be heard, when
he suddenly sees a few deer drinking at a
stream. There are two seals of the contem-
porary collector Wang Chi-ch’ien along the
right border.

4. Ma Yiian

Plum Blossoms by Moonlight

Album leaf, ink and color on silk; signed
9% X 10% in. (25.1 x26.7 cm.)
Promised Gift of John M. Crawford, Jr.;
L.19g81.126.12

This work, too, is evidently one of a pair with
a fan in the collection of Wang Chi-ch’ien,
In Search of Plum Blossoms (see Barnhart,
Along the Border of Heaven, nos. 33, 34), but
it is possible that both are from a larger group
of related images on the theme of plum blos-



soms. As Marc F. Wilson has shown (Eight
Dynasties of Chinese Painting: The Collections
of the Nelson Gallery—Atkins Museum, Kan-
sas City, and The Cleveland Museum of Art
[Cleveland: The Cleveland Museum of Art,
1980], no. 51), Ma Yiian was patronized and
esteemed by the noted aesthete Chang Tzu
(1147-after 1201). Chang particularly ad-
mired plum blossoms, and his Twenty-four
Fitting Moments for Viewing Plum Blossoms
became a standard guide for good taste in
such matters. It appears that both Plum Blos-
soms by Moonlight and In Search of Plum
Blossoms may illustrate a similar program,
perhaps in the framework of contemporary
poetry. There are no seals on the painting.

5. Anonymous artist; Southern Sung
(1127-1279)

Boating by a Willow Bank

Album leaf, ink and color on silk

Q%s X 9%, in. (23.3 X 24.9 cm.)
Fletcher Fund, 1947; 47.18.137

The willows, lotuses, and low-lying hills of
West Lake, Hangchow, are here the subject
of an idyllic moonlight excursion. The style
is a refined version of the manner of Chao
Ta-nien (active ca. 1070-after 1100), prince
of the Sung imperial family and an amateur
painter. As one of the coterie of scholar-poets
who began to fashion a new language of
painting for the elite, Chao developed a pic-
torial style that gained great popularity in the
early years of the Southern Sung Academy.
However, as this work demonstrates, the
Academy’s “‘official”’ version of his style re-
placed the harsher, stronger, and more inter-
esting elements of his pictorial language with
refinement and charm, and a lyrical emphasis
on delicacy of texture and transparency of
tonality. The vogue for this manner reached
a height during the reign of Emperor Kao-
tsung, 1127-1162, and gave way by the late
twelfth century to the more vigorous art of
Ma Yian and Hsia Kuei.

6. Emperor Hui-tsung (K’ai-feng, Honan;
1082-1135, reigned 1101-1125);
Northern Sung

Finches and Bamboo

Handscroll, ink and color on silk; cipher
and two seals of the emperor

11 X 18 in. (27.4 X 45.7 cm.)

John M. Crawford, Jr., Collection,
Purchase, Douglas Dillon Gift, 1981;
1981.278

One of only two paintings of bird and flower
subjects by Hui-tsung in American collec-
tions (the other, Parakeet and Flowering Ap-
pricot, is in the Museum of Fine Arts, Boston),
Finches and Bamboo belongs to the small
category of autograph works accepted by all
authorities who have published it. It is cata-
logued in detail by Laurence Sickman in
Chinese Calligraphy and Painting in the Col-
lection of John M. Crawford, Jr., no. 15. In
the most recent and still controversial study
of the artist, Hsii Pang-ta finds it sufficiently
“‘amateurish” to be genuine, indicating that
the author is familiar with the painting only

in reproduction (Gugong Bowuyuan Yuankan,
1979, no. 1, pp. 62—67). But on the contrary,
Finches and Bamboo is a work of the most pol-
ished professional craftsmanship and leaves
open the question of Hui-tsung’s range of
ability.

The two seals of the emperor on the paint-
ing (¥ii-shu, under his cipher, and the double
seal Hsiian-ho on the upper right margin) in-
dicate a date not later than the Hsiian-ho
period, 1119—1125; the latter seal, as well as
its placement, suggests that the work was done
during that six-year reign era. The earliest
colophon is by the great artist Chao Meng-fu
(1254-1322), followed by others written by
Huang Chung (ca. 1531), and the collectors
Hsiang Yian-pien (1525-1590), Sung Lo
(1634~1713), and Chang Ta-ch’ien (18gg—
1983). From their seals on the painting and
from the colophons, the following partial his-
tory of ownership is established: Chao Meng-
fu; the prince of Chin (enfeoffed 1378);
Hsiang Yian-pien; Sung Lo; Keng Chao-
chung (1640-1686); the Moriya family of
Kyoto; Chang Ta-ch’ien; and John M. Craw-
ford, Jr. The painting and its colophons have
been reproduced in Ta-feng-t'ang ming-chi,
4 vols. (Kyoto, 1955-56), vol. 4, pl. 9; and in
Suzuki Kei, ed., Comprehensive Illustrated
Catalogue of Chinese Paintings, 5 vols. (To-
kyo: Tokyo Daigaku Shuppankai, 1982— ),
vol. 1, no. A-15-024, p. 1-97. A fairly com-
plete record of the scroll in Chinese is found
in Pien Yung-yi, Shih-ku-t'ang shu-hua
hui-K ao, 1682 (repr. Taipei, 1958), chiian 11,
pp. 6a—b.

7. Anonymous artist; Southern Sung
(1127-1279)

Sparrows, Bamboo, and Plum Blossoms
Round fan mounted as album leaf, ink and
color on silk

10% X 101 in. (25.7 x 26.7 cm.)

Bequest of Mary Clark Thompson, 1923
24.80.487

The theme of sparrows among bamboo and
in the branches of flowering trees was espe-
cially popular in the late Southern Sung pe-
riod. A number of similar fan compositions
exist; see, for example, Cheng Chen-to,
Chang Heng, and Hsii Pang-ta, eds., Sung-jen
hua-ts’e (Peking, 1957), pls. 40, 70, 91; and
Liang Sung ming-hua ts'e (Peking, 1963),
pls. 1, 15. Among all such pictures, this fan is
the finest and most sensitively painted. Sel-
dom have the soft, plump sweetness and
lively demeanor of these small birds been
more subtly suggested than in this delightful
miniature. The painting has suffered con-
siderable damage, especially along the left
side. Parts of at least four collector’s seals re-
main, but they have not been deciphered.

8. Anonymous artist; Southern Sung
(1127-1279)

Bird on a Loguat Tree

Album leaf, ink and color on silk
10Y X 10¥% in. (26.7 x 27.3 cm..)
John Stewart Kennedy Fund, 1913;
13.100.99
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This is one of five pictures in the exhibition
acquired by the Metropolitan Museum in
19175 through the pioneer Chinese art histor-
ian John C. Ferguson (see also Nos. 12, 23, 43,
45). The bird has been identified as a chestnut-
flanked white-eye by Mary LeCroy, scientific
assistant, American Museum of Natural His-
tory, New York. An almost identical painting
is in the Palace Museum, Peking (see Cheng,
Chang, and Hsii, Sung-jen hua-ts’e, pl. 24); it
was formerly in the Ch’ing government col-
lection. According to the editors of Sung-jen
hua-ts’e, there is reason to assume that the
Peking picture was painted by Lin Ch’un (ac-
tive ca. 1174—1189), a leading bird and flower
specialist of the Academy. The Metropolitan
Museum’s painting is slightly later in date,
and shows signs of indebtednesss to the stylis-
tic innovations of Ch’ien Hsiian (ca. 1235-
after 1301), in, for example, the techniques
used for the description of bark. I date it ten-
tatively to the mid- to late thirteenth century
and assume that both the Peking painting and
this one were products of the Academy. Some-
thing of the extent to which such compositions
were used as models for duplicates or varia-
tions on a theme is suggested by still another
version of the subject on a fan in the Hono-
lulu Academy of Arts; see C. C. Wang, Album
Leaves from the Sung and Yiian Dynasties
(New York: China Institute in America,
1970), no. 25. In the Honolulu composition,
while the loquats, leaves, and branches re-
main hasically the same, the bird is a titmouse
and appears in a different position.

9. Ma Lin (Hangchow, Chekiang; active
1216-1255); Southern Sung

Orchid

Album leaf, ink and color on silk;

signed Ma Lin

10%g X 8%, in. (26.2 X 20.8 cm.)

Gift of The Dillon Fund, 1973; 1973.120.10

Flower paintings of the Southern Sung Acad-
emy come closer to the penetrating realism of
later European art than any other genre or
period of Chinese art. Among the hundreds
of such paintings still extant, Ma Lin’s Orchid
holds a high position, in part because it tran-
scends realism and achieves an ethereal exist-
ence that seems to be as much about implicit
qualities and meanings as about appearances.
The painting is an exploration of yin-yang
dualities and inseparability: sharp, dark
leaves and soft, pale blossoms; blossoming and
dying and blossoming again; movement and
stillness; fragrance and emptiness. There are
two unidentified seals on the left, and two
seals of Wang Chi-ch’ien on the right.

10. Chao Meng-chien (Hai-yen, Chekiang;
119g9-1264); Southern Sung

Narcissus (Ling-po t'u)

Handscroll, ink on paper

13%e X 146% in. (33.2 X 372.1 ¢cm.)

Gift of The Dillon Fund, 1973; 1973.120.4

Chao Meng-chien’s dates, long controversial,
have recently been confirmed as 11gg—1264
in an unpublished manuscript by Hsii Pang-
ta, Ku shu-hua chia ch’uan-chi F'ao pien. An-

other important recent study is in Kwan S.
Wong, assisted by Stephen Addiss, Master-
pieces of Sung and Yuan Dynasty Calligraphy
Jfrom the John M. Crawford, Jr., Collection
(New York: China Institute in America,
1981), no. g. This scroll is catalogued and its
extensive and complex history analyzed in
detail by Marilyn Fu, in Wen Fong, with
catalogue by Marilyn Fu, Sung and Yuan
Paintings (New York: The Metropolitan Mu-
seum of Art, 1973), pp. 771, 143—144, no.
12. See also Shen C. Y. Fu, Traces of the
Brush: Studies in Chinese Calligraphy (New
Haven: Yale University, The Art Gallery,
1977), PP- 139, 168, no. 12. The scroll is only
part of the original work; missing is a section
of undetermined length that included Chao
Meng-chien’s own inscription and a number
of colophons.

11. Ch’ien Hstian (Wu-hsing, Chekiang;

ca. 1235-after 1301); late Sung to early Yian
Pear Blossoms (Li-hua)

Handscroll, ink and color on paper;

inscribed by the artist

12% X 37% in. (31.1 X 95.3 cm.)

Purchase, The Dillon Fund Gift, 1977;
1977-79

Of the dozen or so major paintings by Ch’ien
Hsiian still extant, according to James Cahill,
An Index of Early Chinese Painters and
Paintings (Berkeley: University of California
Press, 1980), pp. 264~270, three are now in
the Metropolitan Museum (see Nos. 12, 13).
Pear Blossoms is described in one colophon as
“‘a masterpiece of Ch’ien Hstian’s late years,”
but thus far no firm chronology of his oeuvre
has been offered. Judging from the content of
his poem (translated above), the work was
painted after the destruction of the Sung dy-
nasty by the Mongols in 1279. Twenty-four
colophons are attached, eighteen from the
Yiian (1279-1368) and Ming (1368-1644)
periods. Four seals of Ch’ien Hsiian are placed
in a vertical line to the left of his poem and
signature. Among collector’s seals of note are
those of Yiian Jung (ca. 1375-after 1410),
whose two seals are placed in the top and bot-
tom corners at the left; Wen Cheng-ming
(1470-1559) and his son Wen P’eng (1498-
1573); Hsiang Yuan-pien; Liang Ch’ing-piao
(1620-1691); the Ch’ien-lung emperor and
his eleventh son, Yung-hsing (1752-1823),
who also wrote the title frontispiece; and four
nineteenth-century owners, Wu Jung-kuang
(1773-1843), Ch’eng En-tse (first half 1gth
c.), Li Tsung-fang (1779—1846), and P’an
Cheng-wei (19th c.). Apparently the scroll
was owned by Ch’ien-lung, who later gave it
to his son. It is not recorded in the government
catalogues and bears only one of the emperor’s
seals. All colophon writers are listed in Sher-
man E. Lee and Wai-kam Ho, Chinese Art
under the Mongols: The Yiian Dynasty
(1279-1368) (Cleveland: The Cleveland Mu-
seum of Art, 1968), no. 180. The scroll is re-
corded in many Chinese catalogues: Ku Fu,
Ping-sheng chuang-kuan, 1692; Wu Sheng,
Ta-kuan lu, 1742; An Ch'i, Mo-yiian hui-
kuan, 1742; Wu Jung-kuang, Hsin-ch’ou



hsiao-hsia chi, 1841; P'an Cheng-wei (1791—
1850), T’ing-fan-lou hsii-Fo shu-hua chi,
1855. Until recently, the painting was owned
by Sir Percival David.

12. Ch’ien Hsiian

Home Again! (Kuei-ch'u-lai tz’¢)
Handscroll, ink and color on paper;
inscribed by the artist

10% X 42 in. (20.0 X 106.7 cm.)

Gift of John C. Ferguson, 191%; 13.220.124.

Ch’ien Hstian’s poem, in which he writes of
his admiration for and identification with the
poet T’ao Ch’ien, is translated above. At-
tached to the painting is a transcription of
T’ao’s poem Home Again!, written by the
distinguished calligrapher Hsien-yii Shu
(1257-1302) in 1300, providing a theoretical
terminus ante quem for the painting. The
earliest documentation on the painting, after
the signature and three seals of the painter,
are thirteen seals of the collector Hsiang
Yiian-pien. Subsequently the scroll entered
the Ch’ing government collection and is re-
corded in detail in Shik-ch’i pao-chi, 2nd ed.,
1793, chiian 32, p. 66a (Taipei ed., 1972, p.
3196). On the scroll the Ch’ien-lung emperor
wrote a poem and placed fifteen seals. It is
also recorded in Lee and Ho, Chinese Art
under the Mongols, no. 184.

Home Again!and Wang Hsi-chi Watching
Geese (No. 13) are the primary works by
which Ch’ien Hsiian’s literary landscape
paintings are judged. Presumably he intended
to lend them an air of remoteness and golden
sublimity comparable to that of the men and
the art he chose to glorify. Certainly, there
had been nothing like his use of color since
the great age of Buddhist wall painting in the
seventh and eighth centuries. Color became
in his hands a form of expressive abstraction,
used in pure fields or with a screen of shim-
mering texture laid over it. Literalness is no
part of this world of dreams and memory: in
front of the rustic home of Mr. Five Willows,
Ch’ien placed six willow trees.

13. Ch’ien Hsiian

Wang Hsi-chih Watching Geese

(Kuan-e t'u)

Handscroll, ink, color, and gold on paper;
inscribed by the artist

9% x36% in. (23.2 X 92.7 cm.)

Gift of The Dillon Fund, 1973; 1973.120.6

There are two nearly identical versions of this
composition: this one, and one in the National
Palace Museum, Taipei, recorded in Ku-
kung shu-hua lu (Tapiei, 1966), chian 4,
p- 73; reproduced in Chinese Cultural Treas-
ures: National Palace Museum Illustrated
Handbook, 2nd ed. (Taipei, 1966), no. 103.
The Taipei scroll has no poem or signature by
Ch'’ien Hsiian, but does bear a seal of Chao
Meng-fu, Ch’ien’s distinguished friend. It
was later owned by the great collector Hsiang
Yiian-pien. Documentation of the Museum’s
scroll begins with the painter’s signature,
poetic inscription, and seals, but its later his-
tory is not known until the seventeenth cen-
tury, when Keng Chao-chung was the owner.

It later entered the collection of Ch’ien-lung,
whose seals it bears, and is thoroughly cata-
logued in Shik-ch’ii pao-chi, 1745, chiian 43,
pp- 2-5; in Lee and Ho, Chinese Art under the
Mongols, no. 185; and in Fong, Sung and
Yuan Paintings, pp. 144—145.

14. Anonymous artist; Yiian (1279—1368)
Magpie in a Flowering Pear Tree
Hanging scroll, ink and color on paper;
spurious signature: Huang Ch’iian (lower
right branch)

36 X 124 in. (91.5 X 30.7 cm.)

Lent by John B. Elliott

This is apparently the painting catalogued in
the first edition of the Ch’'ing government
collection, Shih-ch’ii pao-chi, 1745, chiian 17,
P- 3, as the work of Huang Ch’tian (g03z—968),
and discussed in detail by Ch’en Jen-tao,
Chin-k’uei ts’ang hua p’ing-shih (Hong Kong,
1956), vol. 1, pp. 1—2. In his Index of Early
Chinese Painters and Paintings, James Cahill
describes it as ‘“Yiian period? Style of Ch’ien
Hstian” (p. 36). The earliest collector’s seals
on the painting are those of Hsiang Yian-
pien: Shen-p’in, T’ien-lai-ko, Tzu-ching,
Hsiang Yiian-pien yin, and Mo-lin shan-jen.
A poem by the Ch’ien-lung emperor is dated
1758, and there are eight of his seals on the
scroll, plus one seal and his title inscription on
the outer label. There are also individual
seals of the Chia-ch’ing emperor (1796-1820)
and the Hsiian-t'ung emperor (1go8-1g11).
The most recent seals are those of Ch’en Jen-
t’ao. This elegant and refined painting may
be compared with the paintings of Wang
Yiian (ca. 1280-1349 or later), but belongs to
a category we might define as “‘to the honor
of Ch’ien Hstian.”

15. Anonymous artist (Hangchow or
Ningpo, Chekiang; 13th—~14th century);
late Sung or Yian

Crane in a Bamboo Grove

Hanging scroll, ink and color on silk;
spurious seals of Chao Po-chii

About 8g x 55 in. (about 226.1 x 139.7 cm.)
Lent by The Crane Company; L.1980.99

It is not hard to account for the popularity of
this subject, and of cranes and pine. Hundreds
of such pictures exist, ranging in date from
the Southern Sung period to the present. On
the one hand, cranes are auspicious, symbol-
izing longevity and faithfulness, and hence
may serve many expressive purposes; for
example, as a gift to the newly married or as
a birthday present. Cranes are also a popular
element in Ch’an Buddhist iconography, and
the most celebrated painting of cranes is by
the Ch’an master Mu-ch’i; see Osvald Sirén,
Chinese Painting, Leading Masters and Prin-
ciples, 7 vols. (New York: Ronald, 1956-58),
vol. 3, pl. 337. On the other hand, cranes were
traditionally perhaps the most prized animal
or bird companion of scholars, equivalent to
the dog of the Englishman, and cherished as
dear friends or even relatives; the tenth-
century hermit-poet Lin Pu referred to
cranes as his children. They are in any case
magnificent birds that in China held the same



mystique as dolphins have held in the West—
as friends and companions of man although
they are creatures of the high sky and the
deep sea. As companions, therefore, they most
often function in art, paired with either bam-
boo or pine, to symbolize the union of man
with the plant and animal kingdoms. The
Ch’an Buddhist iconography is simply based
upon this concept, and extends it to the realm
of divine spirit.

This painting appears to be roughly con-
temporary with Mu-ch’i, who died sometime
between 1269 and 1274. The detailed realism
of the bamboo recalls Southern Sung and Li
K’an (see No. 16). The techniques used to
portray the crane are nearest to those of the
Southern Sung Academy and to the profes-
sional painters of Ningpo in the late twelfth
and thirteenth century. Only the blue-green
convention of the foreground rocks is anach-
ronistic, apparently used to suggest that the
painter was the distinguished imperial master
Chao Po-chii. Instead, they indicate a late
Sung or early Yiian master influenced by the
style favored by Ch’ien Hsiian. The only two
legible seals are in the upper left, and read:
Shen-ling tsao-[hua?] T ai-tsu i, a proud ref-
erence to Chao’s descent from the founder of
the Sung dynasty, Emperor T’ai-tsu; and
CPh’ien-li, the painter’s hao, or studio name.
Impressive in size and quality, these seals
suggest that the painting was not distant from
Chao Po-chii’s lifetime (first half 12th c.),
painted at a time when his seals were well
known; none are known to exist today. At
least they support the evidence of the picture
itself as a late Sung or early Ytan work.

16. Li K’an (Chi-ch’iu, Hopei; 1245—
1320); Yuan

Bamboo and Rock (Shuang-kou chu-shih),
dated 1318

Pair of hanging scrolls, ink and color

on silk; inscribed by the artist

74% X 21% in. (189.9 X 55.2 cm.)

Gift of The Dillon Fund, 1973;
1973.120.7a, b

The almost scientific exactitude of Li K’an’s
paintings of bamboo has no rival outside of the
Sung Academy. He is the only distinguished
scholar-official-painter who openly admired
and emulated Emperor Hui-tsung’s require-
ment that painting must be both realistic and
metaphorical, as a comparison of Bamboo and
Rock with Hui-tsung’s Finches and Bamboo
(No. 6) will indicate. The recent publication
of Li’s Twisted Bamboo of 1307, in the
Kuangchou Provincial Museum (I-yuan to-
ying, 1982, no. 16, p. 1), offers still another
masterpiece of his late years, an eloquent ex-
pression of Li’s understanding of the mean-
ings and relevance of bamboo to human life.

The artist’s signature, ‘“The Taoist Hsi-
chai painted this in the winter of the wu-wu
year in the Yen-yu era [1318],” is followed
by two of his seals: Li K’an Chung-pin and
Hsi-chai. Evidently the earliest collection seal
is the half-seal of the early Ming government
collection, dating to the period between De-
cember 1373 and December 1374. Bamboo

and Rock is catalogued in Fong, Sung and
Yuan Paintings, p. 151.

17. Shen Hstian (Wu-hsing, Chekiang;
active ca. 1370-1400); Ming

Bamboo Grove

Handscroll, ink and pale color on paper
9% X 25% in. (24.8 x 64.5 cm.)
Edward Elliott Family Collection,
Purchase, The Dillon Fund Gift, 1981;
1981.285.16

Bamboo Grove is the sole surviving work by
a little-known fourteenth-century master,
identified by his seals on the painting as Shen
Hstian, also called Shen Shih-ch’eng. In a
colophon attached to the painting, Wen Chia
(1501-158%), a painter, scholar, and con-
noisseur, writes that Shen was a native of
Chia-ho (Chia-hsing in modern Chekiang
province). Other sources, however (Ming-hua
lu and Hua-shih hui-yao), describe him as a
native of Wu-hsing, the hometown of the
most influential painter of the Yiian period,
Chao Meng-fu. This painting owes nearly
everything of technique and vision to Chao,
as noted by Wen Chia, even though Shen fol-
lowed a different master, Hu T’ing-hui of
Wu-hsing. Hu was a professional painter,
mounter, and restorer, and, presumably, a
master of the traditional academic craft of
painting, whose subjects included the imperial
dragon-boat races and such narratives as Em-
peror Ming-huang’s flight to Szechwan. Wen
Chia finds the present work surprisingly simi-
lar to that of Chao Meng-fu, and suggests that
Shen must have actually copied one of Chao’s
paintings. The resemblance to Chao’s work is
quite remarkable.

Shen’s two name seals, one reading Shen
Shih-ch’eng yin in the upper left corner and
the other Hsiian-chai shu-hua in the lower
right, are placed symmetrically. They bal-
ance one another, each some distance from
the edge, and each is a traditional seal-script
legend. The seal in the upper right corner,
however, reading Shui-ching kung, is placed
flush against the upper border, and the script
style is the archaic pre-seal manner of writ-
ing. “Shui-ching kung”’ was a name used by
Chao Meng-fu; his signature on a short hand-
scroll in the Freer Gallery of Art, Washing-
ton, D.C., reads ‘‘the Taoist of the Crystal
Palace,” Shui-ching kung tao-jen. However,
as yet I have found no other use of this seal,
and its identity remains mysterious. In any
case, the seal suggests that Bamboo Grove
was painted in the style of Chao Meng-fu, by
a native of Chao’s hometown Wu-hsing. Sty-
listically the closest parallels to Bamboo Grove
are the paintings of Wang Fu; see especially
such works as The Pleasures of Fishing in the
Metropolitan Museum, published in Suzuki,
Comprehensive Illustrated Catalogue of Chi-
nese Painting, vol. 1, no. A17-060, pp. 132,
133.

A replica of this work is in the Asian Art
Museum, San Francisco (Suzuki, Comprehen-
swe Illustrated Catalogue of Chinese Painting,
vol. 1, no. Az5-105, p. 1-379). A Chinese cat-
alogue record of the work, mounted together
with a landscape painting by Chao Yiian (ac-



tive ca. 1350-1375), is in Shih-ch’ii pao-chi,
1745, chiian 14, pp. 127-128 (Taipei ed.,
1972, pp. 2864—2865).

18. Wu Po-li (Kuei-ch’i?, Kiangsi; active
late 14th—early 15th c.); Ming

Pine and Rock

Hanging scroll, ink on paper;

inscribed by Chang Yi-ch'u

47% X 13, in. (120.0 X 33.5 cm.)

Lent by Douglas Dillon; L.1g81.15.2

This spirited, exuberant dragon pine, like
Bamboo Grove a companion of rocks and flow-
ing water, is again a precious sole surviving
work by another almost unknown master, the
Taoist painter Wu Po-li. His seal, reading
Lung-hu shan-ch’iao Wu Ch’ao-yiin t'u-shu
#yin, is placed just below the base of the stone
along the lower left border. At the very top
of the painting is a poetic inscription by the
forty-third celestial master of the Taoist
church, Chang Yi-ch’u (1361-1410), to-
gether with two of his seals. Wu Po-li was his
friend and protégé. Wu was also a follower of
the greatest Taoist painter of the time, Fang
Ts’ung-i (Fang-hu, ca. 1301-after 1%78),
whose mystical landscape Cloud Mountains
is in the Metropolitan Museum (see Barnhart,
Along the Border of Heaven, no. 81). There
are only a handful of paintings by these dis-
tinctive masters extant today, but they suffice
to define the thoroughly idiosyncratic man-
ner of Taoist painting in the late fourteenth
century. With rich ink wash; flowing, curvi-
linear compositions; a powerful sense of move-
ment, space, and atmosphere; and an
exuberant spirit of irrepressibility, their art
is a fascinating counterpole to the equally dis-
tinctive creations of the Ch’an Buddhists a
century earlier. For recent publications of this
work, see Ch’en Jen-t’ao, Chin-K'uei ts'ang
hua p’ing-shih, 2 vols. (Hong Kong, 1956),
vol. 1, pp. 71—73; Richard Barnhart, Wintry
Forests, Old Trees: Some Landscape Themes
in Chinese Painting (New York: China Insti-
tute in America, 1g72), no. 12; and Wen Fong
and Maxwell K. Hearn, ““Silent Poetry: Chi-
nese Paintings in the Douglas Dillon Gal-
leries,” The Metropolitan Museum of Art
Bulletin (Winter 1981/82), pp. 44—45.

A number of spurious seals were added to
the painting, probably in recent times, in an
effort to change an obscure work into a mas-
terpiece by one of the great fathers of land-
scape painting. The early Ming government
half-seal is spurious, as is the double seal Shao-
hsing. The seals of Ch’en Jen-t’ao and Chang
Ta-ch’ien are genuine, as are those of Chang
Yii-ch’u and Wu Po-li.

19. Hsiieh-ch’uang (Sung-chiang, Kiangsu;
active ca. 1340-1350); Yian

Orchid, Bamboo, and Rock

Hanging scroll, ink and pale color on

silk; signed by the artist

13% X 337% in. (34.0 x 86.0 cm.)

Lent by John B. Elliott

Typical of the dozen or more paintings by
Hsiieh-ch’uang extant (see Cahill, Indexr of
Early Chinese Painters and Paintings, p. 319),

this work is an image of graceful curves and
few elements: orchid, rock, brambles, and
bamboo. The painter’s signature is followed
by two seals, the first reading Hsiieh-ch’uang,
the second W u-wai ch’ing-lo, ‘‘a pure happi-
ness that exists beyond objects.”” It was pub-
lished in Kokka, no. 594 (May 1940), while in
the Harada Sekizenkai collection, Tokyo.
Hsiieh-ch’uang, originally named Ts’ao, was
also known as P’u-ming. He served as abbot
of several Buddhist temples in southern
China, including the Ch’eng-t’ien Temple in
Soochow, and painted primarily orchids, but
also bamboo and assorted wild plants, in much
the same spirit as the Ch’an painters of the
late Sung period. Like Shen Hsiian (No. 17),
he was influenced by Chao Meng-fu, but did
not win appreciation from scholar-connois-
seurs. Modern scholarship on Hsiieh-ch’uang
begins with the seminal study by Shimada
Shujiro in Japanese, Houn 15 (1935), pp-
49-64; see also Chu-tsing Li, “The Oberlin
Orchid and the Problem of P'u-ming,” Ar-
chives of the Chinese Art Society of America 16
(1962), pp. 49-76; and Ch’en Kao-hua, Yuan-
tai hua-chia shih-liao (Shanghai, 1980), pp.
495-500.

20. Hsii Ching (Ch’ing-chiang, Kiangsi;
active first half 15th c.); Ming

Plum Blossoms in Snow, dated 1441
Hanging scroll, ink on silk; inscribed by
the artist

58% x 29% in. (149 x 75.6 cm.)

Edward Elliott Family Collection,
Purchase, The Dillon Fund Gift, 1982;
1982.1.5

In his inscription, written in two columns in
the lower right, the painter dedicates the
work to a certain Wang Kuang-wen, gives it
the title Sui-han ch'ing-pai, ‘“The Pure
‘Whiteness of Winter,”” and dates it “‘sixteenth
day of the fifth month in the Asing-yu year of
the Cheng-t'ung era [1441].” Three of his
seals follow the signature. This is his sole
known extant work, and it suggests that he
was a follower of the great twelfth-century
master of plum blossoms, Yang Pu-chih
(1098-1169). The work was formerly in the
collection of Wang Chi-ch'ien, and is pub-
lished in Exhibition of Paintings of the Ming
and Ch'ing Periods (Hong Kong: City Mu-
seum and Art Gallery, 1970), no. 2.

21. Shen Chou (Soochow, Kiangsu;
1427-1509); Ming

Flowers of the Four Seasons
Handscroll, ink and color on paper;
signed by the artist

103, X 198% in. (25.9 X 504.8 cm.)
Purchase, The Dillon Fund Gift, in
memory of Phyllis E. Dillon, 1982;
1982.205

In this seemingly effortless, sketchlike survey
of some favorite flowers of the four seasons,
Shen Chou matches magnolia and peony for
spring, gardenia and hollyhock for summer,
chrysanthemum and hibiscus for autumn,
and narcissus (‘‘paper whites’’) and plum
blossoms for winter. His affection for the



flowers is manifest in the naturalness of their
composition, almost like informal hand-
writing: they seem to be messages written to
himself, reminders of things not to be forgot-
ten. Shen Chou painted flowers all his life,
along with nearly every other subject, from
crabs to old trees. Within the long range of
his activity, the pictures of plants, flowers, and
animals painted in his old age, before and
after he reached seventy, are especially at-
tractive. He was content by then to make
simple and affecting images, almost as if he
had at last achieved the state of mind in which
clarity of perception is as easy as opening the
eyes, seeing both inward self and outward
things at once. Technique seems to be for-
gotten, and virtuosity is repressed. Sometimes
in these images, the brush moves as slowly as
an old man walking. For all of their simplicity
and restraint, however, each flower is pre-
sented with clarity and precision, bhrightly lit
in the mind’s eye.

Shen Chou’s signature, Ch’ang-chou Shen
Chou, and his seal, Shih-t’ien, are in the upper
right corner of the scroll. The earliest collec-
tor’s seal is that in the lower right corner,
reading Hsi-shan Tsou-shih. The owner has
not been identified, but the seal was impressed
before that of Chu Chih-ch’ih above it, and
Chu was active in the early seventeenth cen-
tury. The collector Tsou may therefore have
been the original recipient of the scroll. It is
likely that in its original form one or more
poems or inscriptions were written by Shen
Chou to the left of the painting. The place-
ment of his signature at the beginning of the
scroll seems to require that his own writing
balance it at the end of the scroll, which
seems cramped, as if cut. Finally, the earliest
seal at the end is Chu Chih-ch’ih’s, in the bot-
tom corner. Symmetry suggests that the un-
identified Tsou of Wu-hsi would have placed
his seal there, just as he had at the beginning
corner. Perhaps, therefore, the seal was pres-
ent originally, but sometime between his
ownership and that of Chu Chih-ch’ih at the
beginning of the seventeenth century the
writings following the painting were re-
moved. No confirmation of this possibility has
yet been found.

Among notable owners was Hsiang Yiian-
pien, who, in a remarkable instance of re-
straint—perhaps occasioned by the restraint
of the painting—impressed only five seals on
the scroll. The distinguished collector Kao
Shih-ch’i (1645-1704) added two colophons,
one dated 1694, the other 1704, and scattered
twenty seals over the work. Subsequently, it
entered the Ch’ing government collection, as
evidenced by the single seal of the Chia-ch’ing
emperor. The only earlier publication of the
picture known to me is in Christie’s sale cata-
logue Important Chinese and Japanese Works
of Art, no. 5156 (New York, June 23, 24, 28,
1982), lot no. 605.

22. Wen Cheng-ming (Soochow, Kiangsu;
1470-1559); Ming

The Cho-cheng Yiian (Garden of the
Unsuccessful Politician), dated 1551
Album of eight leaves, ink on paper;
facing pages inscribed by the artist

Average leaf: 10%, X 10% in.
(26.5 X 27.3 cm.)
Gift of Douglas Dillon, 1979; 1979.458.1a-h

As extant works evidence, Wen first painted
the garden in which he had a study in 1533,
when he completed an album of thirty-one
leaves, each with a matching poem. This al-
bum consists of eight new paintings of sites
from the earlier album, with eight of the
same poems on facing pages. It has been thor-
oughly catalogued by Roderick Whitfield, In
Pursuit of Antiquity (Princeton: Princeton
University Press, 1969), no. 3, pp. 66—75; and
by Richard Edwards, The Art of Wen Cheng-
ming (Ann Arbor: Museum of Art, University
of Michigan, 1976), no. 51.

23. Wen Cheng-ming

Old Wisteria among Trees and Rocks
(ca. 1530)

Hanging scroll, ink and color on paper;
inscribed by the artist

25 X 11% in. (63.5 x 29.2 cm.)

Gift of John C. Ferguson, 1913;
13.220.110

Wen’s poetic inscription is translated above.
Two of his seals are below his signature: #en
Cheng-ming yin and Cheng-chung; two others
are in the lower right corner: T’ing-yiin
kuan (above) and Heng-shan. The owner of
the seal in the lower left corner, Ch’ien-chai
chien-shang, hasnot been identified. Although
not dated, the painting was almost certainly
done in 1531. The tight, dry, archaizing style
is a feature of the dated works of that year, as
seen in the Los Angeles County Museum’s
Old Trees by a Cold W aterfall, the Farewell
at T’ing-yiin in the Vannotti collection, Lu-
gano, and Leaning on a Rock, a fan painting
in the National Palace Museum, Taipei, all
dated 1531. With this picture and a few
others, they constitute a distinctive group
done in a manner not seen earlier or repeated
later. For reproductions of the works cited, see
Edwards, The Art of Wen Cheng-ming, pp.
112-113, 116-117.

24, T’ang Yin {Soochow, Kiangsu;
1470-1524); Ming

Song of One Year; Bamboo in Rain,
dated 1522

Folding fan, ink on gold-flecked paper;
inscribed by the artist

6146 X 19% in. (17.3 X 49.9 cm.)

Lent by Douglas Dillon; L.1981.15.4a, b

Originally mounted on opposite sides of a
folding fan, as T’ang Yin intended, according
to his inscription following Song of One Year,
the calligraphy and painting of the fan are
now separately preserved. Both poems are
translated above. Song of One Year must have
been an especially successful poem, because
T’ang used it as the subject of a long hand-
scroll now in the Art Institute of Chicago (Su-
zuki, Comprehensive Illustrated Catalogue of
Chinese Painting, vol. 1, no. Az-016, pp.
1-34—35). T’ang also painted bamboo fans of
this kind often in his late years (Ninety Years
of the Wu School [ Taipei: National Palace Mu-



seum, 1976}, nos. 86, 103, 104). On the paint-
ing are two seals of T'ang Yin: Wu-ch’i
(round relief) and T’ang Yin ssu-yin (square
intaglio). To the left is a seal reading Shao-
shih shen-ting that may have belonged to the
nineteenth-century collector Shen Kuo-ch'i.
On the calligraphy, to the left of the final line,
are three seals of T’ang Yin: Nan-ching chieh-
yiian (rectangular relief), Ch’an-hsien (rec-
tangular intaglio), and T"ang Tzu-wei (square
relief). The small seal below, [ 1-shik,
might also be T’ang’s, but is not identified.
In the lower right corner is a seal (square re-
lief) reading Shen Wu shen-ting that may also
belong to a member of Shen Kuo-ch’i’s
family.

25. Ch’en Shun (Soochow, Kiangsu;
1483-1544); Ming

Summer Garden (ca. 1530)

Hanging scroll, ink and color on paper;
inscribed by the artist

1261 x 39% in. (320.4 X 99.7 cm.)
Lent by Douglas Dillon; L.1981.15.17

Over ten feet high, this exuberant image of
magnolia, lotus, and pomegranate is one of
Ch’en Shun’s most ambitious paintings. Its
size suggests that it was painted for a specific
patron or, more likely, for a specific place.
The name White Jade Hall in the last line of
the poem (translated above) is used to refer
to an official government residence or office,
and, in general, only such palatial buildings
could have housed such a work. Ch’en may
therefore have been asked to make such a
painting for a governimental palace of some
kind. He used the same poemn at least once
again, on a similar painting without lotuses,
now in the National Palace Museum, Taipei
(MV1go). The implications of the final line
would then be “Where, among ordinary men,
could one find such a place as this!”’” Four of
the painter’s seals accompany his inscription.
The larger of the two seals at lower left be-
longed to T’ang Han-t’i of Chia-hsing (born
1816); that below, to the unidentified Chin
Seng-chi. The painting was first published by
J. P. DuBosc and Laurence Sickman, in the
Wildenstein catalogue Great Chinese Painters
of the Ming and Ch'ing Dynasties: XV to
XVIII Centuries (New York, 1949), no. 23;
and more recently in Fong and Hearn, “Si-

lent Poetry,” pp. 52—53.

26. Ch’en Shun

Garden Flowers, dated 1540

Album of sixteen leaves, ink and color

on paper; one additional leaf inscribed

by the artist

Six leaves: 1214 X 22%, in. (32.5 X 57.3 cm.)
Ten leaves: 13% X 22% in..(33.3 x 57.8 cm.)
Lent by Douglas Dillon; L.19g81.15.16

The frontispiece for this colorful album was
written by Wen P’eng (1498-1573) in four
strong li-shu characters: Po-yang tsa-hua, “‘A
Variety of Flowers by Po-yang,” or Ch’en
Shun. The album proper consists of sixteen
paintings, fifteen on a heavily sized gold-
flecked paper, one on the same paper without
gold. Immediately following the paintings is

a notation on two facing pages by the painter:
“In the keng-tzu year of the Chia-ching era
[1540], I traveled to Yu-shan, and passed by
Mr. Chou’s Liu-kuan ts'ao-t’ang. The owner
brought out this album, prepared the pow-
dered colors, and inscribed it as pictures of
miscellaneous plants. My stay extended until
it became several months, and before I knew
it, I had filled the album. Those who look at
it might best regard it as an album of stud-
ies.”” His signature, Tao-fu chih, is followed
by three seals: Pai-yang shan-jen, Ch'en
Tao-fu shih, and Fu-sheng yin (this last not
recorded in the usual sources). Brief colophons
by Wen P’eng and Wang Chih-teng (1535—
1612) follow, and a longer, rather puzzling
one by the eccentric Yangchow painter Chin
Nung (1687—after 1764). At one point, Chin
mentions an album of nine leaves, seven of
which are flowers, and two landscapes. His
essay begins, in his manner, with a history of
painting starting with the mythical emperor
Fu Hsi and the Hexagrams, then mentioning
only the following curious selection of mas-
ters: Li Ssu-hsiin and Wang Wei; Li T’ang
and Ma Yiian; Tai Chin, Wu Wei, and Hsieh
Shih-ch’en; and finally Ch’en Shun. Clearly
Chin Nung considered Hangchow and its tra-
ditions the mainstream of art!

Despite the problems of Chin Nung’s colo-
phon, there is no doubt that the present six-
teen leaves were painted as a group by Ch’en
Shun in 1540. Ten of the leaves are of slightly
different measurement than the other six; it
is likely that the groups of six and ten were
separately owned for a time. The paper is
identical, and, most tellingly, the painter’s
seals reveal a pattern that only the original
unity of the album can explain. After his sig-
nature, as noted, he placed three seal impres-
sions. At least one of these seals appears on
each of fifteen painting leaves (one leaf has
none of Ch’en’s seals). Only those three are
used, no others, and they are used systemat-
ically, then placed as a unified group after
the signature. Chin Nung notes that paint-
ings of different sizes and subjects were mixed
up when he saw the album. I propose that
subsequent to his colophon of 1759, three of
the nine leaves he saw were removed and ten
others added to the remaining six, thus form-
ing the sixteen-leaf album. Whoever did this
was undoubtedly restoring the original group.
Unfortunately, neither Ch’en Shun nor the
colophon writers mention the number of
leaves painted by Ch’en in 1540, so there may
have been more than sixteen. As Ch’en notes,
it took him several months to finish the al-
bum. The Mr. Chou of Yii-shan for whom
the album was painted is not identified, but
at the beginning of the frontispiece and after
the colophon of Wang Chih-teng, which
form the original unit with the paintings, are
seals of one Chou Hsiao-k'un, who was per-
haps the recipient.

Edwin T. Morris has identified the species
of flowers in each leaf: A, B) title pages;
C) spring orchid, herbaceous peony, and cas-
sia; D) hydrangea and flowering crab apple;
E) gardenia and azalea; F) rose and Chinese
aster; G) crab apple, spring orchid, and possi-
bly pomegranate or rhododendron; H) day



lily and Chinese aster; I) morning glory;
J) narcissus and rose; K) oleander and crab
apple; L) plum blossom (Japanese apricot) and
camellia; M) magnolia, crab apple, and orchid
leaves; IN) tree peony and Japanese quince;
O) spring orchid, peach, and hydrangea; P)
deutzia, orchid leaves, and hemp leaves; Q)
orange day lily, garden balsam, and Chinese
aster; R) lily, Chinese aster, and stellaria.

27. Lu Chih (Soochow, Kiangsu; 1496—
1576); Ming

Planting Chrysanthemums (ca. 1550)
Hanging scroll, ink and pale color on
paper; inscribed by the artist and by
the Ch’ien-lung emperor, 1777

42 X 10% in. (106.7 X 27.3 cm.)

Lent by Douglas Dillon; L.1g81.15.5

Lu’s inscription is translated above. In the
upper left is a poem and inscription by the
Ch’ien-lung emperor, dated 1777, and seven
of his seals in the upper portion; two of Lu
Chih’s seals are below his signature, and one
of An Ch'i’s in the upper left corner. The
painting does not seem to be recorded in the
three editions of the government catalogue
Shih-ch’ti pao-chi. It is listed in An Ch'i’s
Mo-yiian hui-kuan lu, 1742, chiian 4, hsi lu,
p- 246 (Taipei, 1963, I-shu ts’ung-pien repr.).
Wu P’u-hsin (active ca. 19oo) was a later
owner.

28. Hsiang Sheng-mo (Chia-hsing,
Chekiang; 1597-1658); late Ming to
early Ch’ing

Frog on a Lotus Leaf

Leaf G from an album of eight leaves,
dated 1639, ink and color on paper
11% x 8% in. (28.3 x 22.2 cm.)
Edward Elliott Family Collection,
Purchase, The Dillon Fund Gift, 1981;
1981.285.3¢

This is the seventh leaf of an eight-leaf album
of alternating flower and bird subjects and
landscape paintings. In its present form, the
program of the album is: A) plum blossoms
with poem; B) landscape with the theme of
*‘a thousand peaks contend in splendor, ten
thousand cascades contend their flow”’; C) a
swallow on a tree with wisteria; D) landscape
with fisherman on a river, a waterwheel be-
low, the date 1639, and a poem; E) chrysan-
themums and bamboo with poem; F) river
landscape with fishing nets and a two-line in-
scription; G) frog on a lotus leaf; F) landscape
with man riding donkey, and a poem. The
signature on Leaf G, Po-tzu I, is followed by
the seal Hsiang Sheng-mo yin. There are no
collector’s seals on the album.

29. Hsiang Sheng-mo

W hite Chrysanthemum, dated 1654,
Hanging scroll, light color on paper;
inscribed by the artist

30% X 15% in. (76.8 X 39.4. cm.)
Edward Elliott Family Collection,
Purchase, The Dillon Fund Gift, 1981;
1981.285.4

The impressive documentation of this elegant

picture is also somewhat frustrating. Hsiang’s
inscription is translated above. Two of his
seals are below the signature in the upper
right corner, and a third is placed in the lower
left corner. A poem by the Ch’ien-lung em-
peror is dated 1747 and accompanied by two
seals, with five others elsewhere. However,
the painting does not seem to be catalogued
in any of the three editions of the government
catalogue Shik-ch’ii pao-chi. In the lower
right corner is a seal of An Ch’i (1683?-
17447?), but neither does his catalogue, Mo-
yiian hui-kuan lu, record the painting. There
are five seals of the Anhui collector Chang
Jo-ai (1712-1746). A seal of the noted Shang-
hai collector P’ang Yiian-chi (ca. 1865-1949)
is placed just above one of Chang’s at lower
left, and only P’ang records the painting in his
catalogue, Hsii-chai ming-hua hsii-lu (Shang-
hai, 1924), chtan 2, 1a. There is also a seal
of the contemporary Hong Kong collector
and dealer Hsii Po-chao.

30. Yiin Shou-p’ing (Wu-chin, Kiangsu;
1633-1690); late Ming to early Ch’ing
Cassia Tree

Album leaf, ink and color on paper;
inscribed by the artist

81 x 12 in. (20.6 X 30.5 cm.)

Promised Gift of John M. Crawford, Jr.

The utterly distinctive style of Yun Shou-
p’ing was a synthesis of techniques going back
to the Sung period (especially to the Acad-
emy), and forward to such contemporaries as
Hsiang Sheng-mo (No. 2g9). While he deeply
honored the past and counted among the most
sensitive critics of the great masters, his own
art is nonetheless very modern and represents
a new standard for flower and bird subjects.
Like Shih-t’ao in his late years, Yiin seems
to have been beset with commissions upon
which his livelihood depended, and to have
been both overworked and in poor health.
Most of his paintings appear to have been
done as sale pieces, either albums or fans on
flower themes (Nos. z0, 31), or formal com-
positions on silk (Nos. 32, 24), conveying ro-
mantic and colorful images of graceful beauty.
His good friend, the landscape painter Wang
Hui, often added inscriptions or colophons
that undoubtedly increased the value of Yiin's
work. He later contributed the money for
Yiin’s funeral, since the family was destitute.
Occasionally, as in Lotuses on a Summer Fve-
ning (No. 34), the master painted for his own
reasons, inspired by personal experience;
these rare works are a counterpart of his
more frequent elegant formal compositions.
Across this range, nonetheless, Yin explored
ideas of beauty, color, grace, and sensual ro-
manticism that nowhere else in seventeenth-
century art find such effective form. To the
painting of flowers he brought emotion, his-
tory, inspiration, sensuality, and a lofty mind
that was at peace with itself and the troubled
time he lived in. No one before or since had
so sensitively explored the forms and mean-
ings of flowers in art.

Cassia Tree, one of two extant leaves from
an album of unknown size, with the accom-



panying leaf of purple and yellow chrysan-
themums, was formerly in the collection of
Alice Boney, New York. The artist’s inscrip-
tion is translated above. All three seals are the
artist’s: Pai-yiin wai-shih in the right corner,
and Shou-p’ing and Cheng-shu to the left.

31. Yiin Shou-p’ing

Carnations and Amaranthus

Folding fan mounted as album leaf,

ink and color on paper; inscribed by the artist
6%, x 20 in. (17 X 50.8 cm.)

Promised Gift of John M. Crawford, Jr.;
L.1981.126.43

The artist’s inscription reads ‘Playfully
painted at Ou-hsiang-kuan, Pai-yiin wai-
shih, Shou-p’ing,” and there are two of his
seals: Shou-p’ing yin and Cheng-shu. Among
collector’s seals are four of K’'ung Kuang-t'ao
(mid-1gth c.) and two of John M. Crawford,
Jr. One seal is unidentified. The work is repro-
duced and discussed in Wan-go H. C. Weng,
Chinese Painting and Calligraphy: A Pic-
torial Survey; 69 Fine Examples from the John
M. Crawford, Jr., Collection (New York:
Dover, 1978), no. 6o, pp. xxxvi, 130-131.

32. Yiin Shou-p’ing

Tree Peonies, dated 1688

Hanging scroll, ink and color on silk;
inscribed by the artist

69% X 35% in. (176.5 x 89.2 cm.)

Gift of Mr. and Mrs. Earl Morse, 1972;
1972.16

This very formal picture represents the paint-
er at his most polished and professional. His
poem, an elegant play upon beauty and ro-
mance, is translated above. Three seals ac-
company his inscription: Chi Yiieh-yiin (tall
rectangular relief to the right), Shou-p’ing
chih yin, and Cheng-shu.

33. Attributed to Yiin Shou-p’ing

One Hundred Flowers

Handscroll, ink and color on silk

161 X 2551 in. (41.9 X 1649 cm.)
Promised Gift of John M. Crawford, Jr.;
L.19g81.126.42

The signature of Yiin Shou-p’ing at the be-
ginning of the scroll was added by another
hand, as was the inscription at the end pur-
porting to be that of Wang Hui. The attribu-
tion of the painting to Yiin, therefore,
depends upon the style of the painting alone,
and I believe it unlikely that the hand is his.
Such themes, of course, do not call for such
organic relationships as seen in Tree Peonies
(No. 32), for example, since the intention is
simply to present a great variety of flowers in
panoramic form. Seasonal combinations are
not necessary in such arrangements, nor is
the random, additive compositional quality
unusual. Even so, one would expect of Yin
Shou-p'ing a somewhat more rhythmic,
flowing organization, a greater play upon
such formal interrelationships as density and
sparseness, rising and falling, or opening and
closing, as well as a sharper sense of the or-
ganic, tactile qualities of the flowers them-

selves. As it is, the painting is a lush, rich
pageant of garden flowers, and might almost
serve as a catalogue of the techniques, varie-
ties, and conventions of the Yin Shou-p’ing
manner. Many details of the scroll are repro-
duced with commentary in the engagement
calendar Spring Flowers, Autumn Moons:
The Flowers and Gardens of Ancient China
(New York: The Metropolitan Museum of
Art, 1983).

34. Yin Shou-p’ing

Lotuses on a Summer Evening, dated 1684
Hanging scroll, ink and color on paper;
inscribed by the artist

821 x 38% in. (208.9 x 98.4 cm.)

Gift of Marie-Hélene and Guy Weill, in
honor of Professor Wen Fong, 1982;

1982.470

Yun’s inscription is translated above. The
three seals on the painting are his: Nan-t’ien
hsiao-yin, Yiin Cheng-shu, and Shou-p’ing.

35. Shih-t’ao (Tao-chi) (Kuei-lin,
Kwangsi; 1642-1707); Ch’ing

Drunk in Autumn Woods

Hanging scroll, ink and color on paper;
three inscriptions by the artist

73 X 27% in. (185.7 X 70.2 cm.)
Promised Gift of John M. Crawford, Jr.;
L.19g81.126.53

The eight paintings by Shih-t’ao in this ex-
hibition were probably all done during the
final decade of his life, between about 1696
and 1707. This was the period of his ‘“‘great
cleansing,” of the washing away of his earlier
identities as Buddhist monk and refugee
i-min heir of the Ming imperial family, and
the beginning of a settled, secular life, pri-
marily in Yangchow, as a professional paint-
ing master. Now secure in his identity as a
surviving prince of an honored dynasty, con-
fident of his powers as an artist, and deeply
concerned with the intellectual foundations
of the art of painting, he at last devoted his
energies to the creative pursuits of art. The
Grotto of Chang Tao-ling (No. 39) was based
upon a composition by Shen Chou, one of
several predecessors honored by Shih-t’ao
through the emulation of their styles. As with
his Tombs of the Fei Family of 1702, now in
the Musée Guimet, Paris (see Richard Ed-
wards, in The Painting of Tao-chi [Ann Ar-
bor: Museum of Art, University of Michigan,
1967], no. 30), it is likely that the painter was
commissioned by a patron to create the image
of a famed site, and was given or already
knew the composition of Shen Chou upon
which to base it. His model was transformed
into an individually distinctive composition
of surging line and glowing color, and the
grotto given a mystical definition as the mys-
terious source of the eternal spring wind. The
picture is typical of Shih-t’ao’s most polished
commissioned works, and clearly represents
the artist at his most professional.

Drunk in Autumn Woods, on the other
hand, is an untrammeled masterpiece by the
eccentric individualist, here fulfilling a less
direct form of commission. A poet friend had



asked him for the picture, to remember their
celebration of the autumn season, enjoyed
with the help of wine and poetry on an actual
outing. His response was this exuberant visual
approximation of the ‘“‘drunkenness” their
outing achieved, accompanied by several in-
scriptions remembering the occasion, boasting
of a propensity for ‘“‘madness” in all things,
and inviting knowing friends to appreciate
what he had done. Shih-t’ao’s certainty that
there was no one like him in the world is one
of his most endearing traits, and in such
paintings as this he dramatically demonstrates
his uniqueness, creating the image of a state
of mind. Yiun Shou-p’ing in Lotuses on a
Summer Evening (No. 34) attempts some-
thing very similar.

Drunk in Autumn Woods is catalogued,
with all inscriptions translated by Aschwin
Lippe, in Chinese Calligraphy and Painting
fromthe Collection of John M. Crawford, Jr.,
no. 77. Lippe dates the work on internal evi-
dence to 1702-1703. See also Edwards, The
Painting of Tao-chi, no. 24.

36. Shih-t’ao

Hibiscus and Lotus

Hanging scroll, ink on paper; inscribed
by the artist

45% x 22%in. (116.2 X 57.1 cm.)
Purchase, Gift of Mr. and Mrs. David M.
Levitt, by exchange, 1978; 1978.254

The work is catalogued in Edwards, The
Painting of Tao-chi, no. 42. Shih-t’ao’s in-
scription is discussed above.

Shih-t'ao’s love of flowers and gardens is
closely tied to his lifelong search for happiness
and contentment, and to his preoccupation
late in life with his physical condition. What,
exactly, his final achievement of an ordinary
life in human society entailed we do not
know; clearly, however, it was a major change
from the rootless wandering and devout
monkhood of his earlier and middle years. He
often painted the Peach Blossom Spring
theme, and the version of it now in the Freer
Gallery of Art, Washington, D.C., is another
of the masterpieces of his late period; see John
A. Pope and Thomas Lawton, The Freer
Gallery of Art, vol. I: China (Tokyo: Kodan-
sha [1971?]), pl. 56. Flowers meant beauty
and sensuality to the old painter, as the leaves
from the Sackler album of flowers (No. 37)
and Wilderness Colors (No. 38) demonstrate.
He utilized them to refer to his memories of
youth, feminine beauty, and passion. All of
this, however, is inseparable from the exis-
tential reality of lovely peonies, retiring hi-
biscus, and comforting lotus, seen again and
again, year after year, never changing, as the
vulnerable painter alone grows old. Hibiscus
and Lotus is a poignant and irrepressible re-
minder of the thoughts and emotions of the
old master in the face of beauty seen and
remembered.

37. Shih-t’ao

Plum and Bamboo; Peonies

Two leaves from an album of nine leaves,
ink and color on paper; inscribed

by the artist

Average leaf: 1045 X 13%¢ in. (25.6 X 34.5
cm.)

The Arthur M. Sackler Collections

The other leaves exhibited from this album
are Lotus and Red Polygonum and Hibiscus
at Sunrise. The album, Album of Flowers
and Portrait of Tao-chi, is catalogued in de-
tail by Marilyn and Shen Fu, Studies in Con-
noisseurship, no. 25; the Fus date the work to
about 1698. Three of the artist’s inscriptions
are translated above.

38. Shih-t’ao

Peach Blossoms

Leaf F from an album of twelve leaves,
ink and color on paper; inscribed

by the artist

10% x 8% in. (27.6 x 21.5 cm.)

The Sackler Fund, 1972; 1972.122f

The album Wilderness Colors has been pub-
lished and annotated by Marilyn Fu and Wen
Fong, The WWilderness Colors of Tao-chi (New
York: The Metropolitan Museum of Art,
1973). The inscription on Peach Blossoms is
translated above.

39. Shih-t’ao

The Grotto of Chang Tao-ling (Chang
kung tung)

Handscroll, ink and color on paper;
inscribed by the artist

18 x 112% in. (45.7 x286.1 cm.)
Purchase, The Dillon Fund Gift, 1982;
1982.126

The work is catalogued in Edwards, The
Puainting of Tao-chi, no. 31. Dated by the
Metropolitan Museum to about 1702, the
painting is followed by a long poetic text by
Shih-t’ao and preceded by a frontispiece writ-
ten by the distinguished calligrapher Ho
Shao-chi (1799—1873). The scroll, one of Shih-
t’ao’s most accomplished late works, was for-
merly in the collection of Chang Ta-ch’ien.

40. Yian Chiang (Chiang-tu, Kiangsu;
active ca. 16go—ca. 1746); Ch’ing

The Chiu-ch’eng Palace, dated 1691
Twelve hanging scrolls, ink and color on
silk; inscribed by the artist

811, x approximately 228 in.

(207.0 x approximately 579.1 cm.)
Purchase, The Dillon Fund Gift, 1982;
1982.125a-1

This work is the only one known within Yian
Chiang’s enormous oeuvre that bears a con-
crete reign period date as well as a cyclical
date—K’ang-hsi hsin-wei, or 1691. It is also
the earliest known work by the master, and a
painting of rare, colorful, imaginative bril-
liance. The artist’s inscription reads in full:
Chiu-ch’eng-kung. Han-shang Yiian Chiang
ni-ku, shih K’ ang-hsi hsin-wei hsiao-yang yueh
(“The Palace of Nine Perfections. Yiian
Chiang of Han-shang imitates antiquity, the
time: the hsin-wei year of the K’ang-hsi reign,
during Indian summer [the tenth lunar
month]”).



41. Yian Chiang

Peach Blossom Spring, dated 1719
Twelve hanging scrolls, ink and color
on silk; inscribed by the artist

881, x 2871, in. (225.0 X 730.0 cm.)
Anonymous loan

There are two paintings of Peach Blossom
Spring by Yiian Chiang extant: a single hang-
ing scroll dated 1718 in the Princeton Art
Museum (James Cahill, ‘“Yuan Chiang and
his School,”” part 2, Ars Orientalis 6 [1966],
fig. 6); and this set of twelve scrolls painted
one year later. Yiian Yao painted another set
of twelve hanging scrolls of the subject, dated
1746, in the Palace Museum, Peking (see
Chii Ch'ung-cheng, Yiian Chiang yii Yiian
Yao [Shanghai: Jen-min mei-shu ch’u-pan-
she, 1982], p. 29). The 1719 hanging scrolls,
like the Princeton painting, represent the
fisherman of Wu-ling being greeted by the
simple villagers he encounters after passing
through the grotto. Beyond spreads the idyllic
landscape of a hidden paradise, with the pink
blossoms of flowering peach trees drifting in
a golden mist. The contrast of style with the
Chiu-ch’eng Palace of twenty-eight years
earlier is that between a mature master and a
brilliant young man. The unique vision is
constant, but now he conveys his images of
paradise in a strongly structured, substantial
form, rather than in the drifting, impression-
istic manner of his youth. The nervous, ener-
getic brush lines of the earlier period have
changed to firmer, more assertive contours,
and the massively sculptural forms of the
rocks build a powerful spatial structure and
setting.

Peach Blossom Spring is signed Chi-hai
[1719] kao-yiieh [fifth month] Han-shang
Yiian Chiang ni-ku, and is followed by two
seals of the artist, Han-shang Yiian Chiang
and Tzu Wen-t’ao. It has been reproduced in
Sotheby’s sale catalogue Fine Chinese Ce-
ramics, Works of Art and Paintings, no. 5052
(New York, June 15, 1983), lot 25.

42. Yiian Chiang

View of a Garden Filla ( The Chan-yiian)
Handscroll, ink and color on silk; signed
by the artist

20%s X 116 in. (52.2 X 204.6 cm.)

Gift of Constance Tang Fong in honor of
her mother, Mrs. P. Y. Tang, 1982;
1982.461

The Chan-yian, or “Gazing Garden” of
Nanking, was the estate of a Manchu official.
The scroll exists in two nearly identical ver-
sions; the Museum’s has been partially repro-
duced by Alfreda Murck and Wen Fong, “A
Chinese Garden Court: The Astor Court at
The Metropolitan Museum of Art,” The
Metropolitan Museum of Art Bulletin (Win-
ter 1980/81), pp. 28-29. A second version,
under the control of the Office of Cultural Ob-
jects, City of T’ienchin (Tientsin), is repro-
duced in Chii Ch'ung-cheng, Yiian Chiang
i Yiian Yao, pls. 8-10. It is likely that both
are genuine, products of the active work-
shop discussed above. There are three seals
of Yian Chiang on the Museum’s scroll:

Han-shang Yiian Wen-t’ao, in the lower right
corner; and Yiian Chiang chih yin and Wen-
t’ao in the left corner.

43. Lo P’ing (Hsieh-hsien, Anhui;
1733-1799); Ch’ing

Drinking in the Bamboo Garden, dated 1773
Hanging scroll, ink and light color on paper;
inscribed by the artist

311 X 211 in. (80.0 X 54.6 cm.)

John Stewart Kennedy Fund, 1913;

13.220.34

The influence of Chin Nung, so often evident
in Lo P’ing’s early work, is here entirely ab-
sent. Instead Lo appears in his second guise
as a lyrical painter of superb technical powers,
akin to Hua Yen. This work is exceptional for
its delicate and complex handling of comple-
mentaries. Dry brushwork sets off light
washes, as the rigid lines of the architecture
do the twisting rocks and tree branches. The
tangle of roofs and trees that so clearly frames
the moonlit garden court and its visitors is it-
self enclosed by mist and open sky. The group
of friends drinking beneath a lantern have
met to celebrate the first full moon of the year.
Just as each locale takes on significance by its
natural and historical sites, so the passage of
the year is marked in the literati calendar by
days of specific meaning, deriving from cul-
tural associations or, as here, a special natural
beauty. The figures look out at the moonlit
bamboo; or do they look at us? Two figures
en route to the pavilion lead the eye around
the periphery to the closed world of the
garden.

In 1771 Lo P’ing had come to Peking from
Yangchow with the scattered poems of Chin
Nung that he had collected after his teacher’s
death in 1764. In the capital he organized the
expensive project of their publication. He was
based in the north through the winter of
1773, whereafter he returned to Yangchow,
as the Hua Yen and Chin Nung of a less ex-
ceptional generation. This painting, dated to
the beginning of the year, is likely to have
been painted in Peking. One contemporary
garden of the same name is well known, that
of the Ch’eng family of salt merchants in
Yangchow. Its last owner in the family,
Ch’eng Chin-fang (1718-1784), was by this
time also in Peking, where he shared several
friends with Lo P’ing. The artist inscribed
the work: “Drinking in the bamboo garden
on the night of the first full moon of the
kuei-chiyear [1773] by Liang-feng Lo P’ing.”
His two seals read P’ing and Chu-hsi ts'u-ko.
There are two unidentified collector’s seals
and a title strip by Chen-i Chii-shih. The work
has been published in Wan-go Weng, Gardens
in Chinese Art from Private and Museum
Collections (New York: China Institute in
America, 1968), no. 16, fig. 17.

(Jonathan Hay)

44. Chin Nung (Hangchow, Chekiang;
1687—after 1764); Ch’ing

Plum Blossoms, dated 1757

Album of twelve leaves, ink on paper;
inscribed by the artist



9'%s X 11% in. (25.2 X 29.8 cm.)
Lent by Douglas Dillon; L.1g81.15.11a-1

Chin Nung was one of several of the Yang-
chow eccentrics, friends who moved in the
same literati circles (see Alfreda Murck,
“Wang Shih-shen’s ‘Asking for Snow Water’:
Tributes to a Tea Drinker,” Record of The
Art Museum, Princeton University 37, no. 2
[1978]). The painting of Chin, Wang Shih-
shen, and Cheng Hsieh has common roots in
calligraphy and depends heavily on the con-
tribution of poetry to the whole. These plum
blossom images are little concerned with vi-
sion, but have the arresting visual effect of
fine and unusual written characters. In each
case they embody a rich poetic idea: the asso-
ciation of old age, cold, and brightness (Leaf
C); the freshness and delicacy of youth
(Leaf H); and the inner struggle of a survi-
vor (Leaf ). Many plum blossom paintings by
Chin Nung are known, mostly dating from
the later 1750s and early 1760s. They often
share poems in common, to such a degree that
one imagines a cottage industry turning out
plum and other genres of painting. The last
leaf was inscribed by Chin at the home of his
poetry student Lo P’ing, sometimes consid-
ered the painter of certain plum images bear-
ing Chin’s inscription. One leaf of an album
by Lo P’ing in the Finlayson collection, To-
ronto, bears the same poem as Leaf D of this
album (Barry Till, Chinese Paintings in Ca-
nadian Collections [Victoria, B. C., 1982], no.
20). The plum blossom paintings in that al-
bum are also closely comparable to those in
this one in format and style. The iconography
repeated through dozens of Chin’s poems
about plum blossoms concerns cold hands,
freezing ink, hunger, daytime sleep, and rice
requested or received. The inscriptions are, at
one level, elegant records of an economic
transaction, in which a justifying and no doubt
justified urgency surfaces: ‘“Only this old
man, in poverty, sleeps at midday/The plum
blossoms open, but not the gate” (Leaf K).
Leaf G carries the artist’s seal Tung-hsin
hsien-sheng, and is inscribed as translated
above. The work is signed and dated “‘Paint-
ing, poetry, and calligraphy by Ch’i-chiang
Wai-shih. Tenth day of the tenth month.”
Leaf F carries the signature Su-fa-lo chi su-
Jfa-lo hua, and the seals Shou and Men. Leaf H
carries the signature ‘‘Painted and inscribed
by Ch’ii-chiang Wai-shih,”” and the seal Chin
Chi-chin yin. The album bears seven dif-

ferent seals of the artist. Three seals are those
of Chang Po-chii (20th ¢.), and there are five
unidentified collector’s seals: Ske-nan Ts ao-
shih Kuo-yiin-lou chien-ts’ang; Hsing-ch'eng
chen wan; Chu-shih Fei-nan shou-ts’ang chi;
Er-pai lan-t’ing-chai so-ts’ang Shu-hua yin.
A title strip is signed “‘in the collection of
Chiin-ho.” (Jonathan Hay)

45. Hua Yen (Lin-t’ing, Fukien;
1682-1765); Ch’ing

W hite Peonies and Rock, dated 1752
Hanging scroll, ink and light color

on paper; inscribed by the artist

50% X 22%in. (127.6 X 57.2 cm.)

Gift of John C. Ferguson, 1913; 13.220.119

The first generation of Yangchow artists after
Shih-t’ao was active in the city itself, some-
times only sporadically, from the 1720s to
the 1740s. In this period a new lyrical vision
was created on the basis of the highest tech-
nical skill, notably by Li Shan, Huang Shen,
Kao Feng-han, and Hua Yen. Their pictorial
lyricism is one of the most important dimen-
sions of the movement associated with the
Yangchow eccentrics. This work postdates
Hua Yen’s known activity in the city, but it
has the characteristic early Yangchow quali-
ties of dazzling control of ink and color and
striking imagery. The bravado ink-wash rock
is a hallmark of painters of the period. In its
reference to nature, it is an image of some-
thing fleetingly glimpsed, but is equally ex-
citing for the compelling momentum of the
ink fields. The juxtaposition with the peony
required skill of a quite different kind, and
reveals a virtuosity of which the artist was
justifiably proud. The painting’s last owner
was John C. Ferguson, one of the pioneering
Western connoisseurs of Chinese painting,
who presented the work to the Museum in
1913. The artist’s inscription is translated
above; his signature reads ‘‘Hsin-lo shan-jen
wrote the poem and painted this in the eighth
month of the jen-shen year [1752].”” His seals
are K'ung-ch’en shih hua, Hua Yen, Ckin-
yiieh, and Cheng-so-chai. There are two un-
identified collector’s seals. The work has been
published in Masters of the Brush: Chinese
Puainting and Calligraphy from the 16th to
the rgth Century (New York: The Queens
Museum, 1977), no. 15. (Jonathan Hay)
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