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periddewho went around With
in Ch'an Buddhiem. (Identi?s
uhure. ) L
Rather grotesgue, fat figurs, grimming. Chinese ptg
ugually avoided this kind of intensity or exsggeration in facial
expregsion, grosgness in body.
This agrees with Chinese version of Lisng ¥'ei as Lispg
Peng-tul, the esccentric painter. Jopanese would have difficulty
accepting thie as by same sriist we grest Ch'an paintings we'll
see lster, which sre preserved in Jepan; bubt I think it ig cane
Jiow artist, Genuipe work, fine in its way. Painber's oubtput ten be
oﬂvaiﬁMgi guite Targe and éi?@?&& Yiaste of people of tlwe, and of lster
yerzeas, determinegs whgt will be preserved. So we see only one
gide or aspect of painter. Chinese preserved one kind of Liang
Ktab, which it thedir image of him; dapanese presgerved another
kind.

5.8. In Palace Huseum, B&x;zng, fan~ghoaped albug leaf signed
Ye—ch'ien t'u-hua Liang K'ai pi AEP Hj %g W .
Bepresents some stody ﬁ&\? e ont krow what--monk, two scholars,

) £ junk, became kiﬁﬁ ef s@ln%
swith WMaitreya % % Buddhs of

Py

servent.
L Sy Pigure. Line iz rether mannered, not so strong aﬁ bold as in
other works. Signature is also different from others : thinner,
more Q?thoéa arlti &
Again, ny Jdepenese and U.8. seholars would reéect this as
not r &izw t; Lisn, K ai. I*m not qu?& of it myself. But possible

te see this as ﬂ%rly work, before he £im bad fully developed his
powers. Still using hﬂmig, rathar bhard brushwork of pcademy

gtyle, but moving towerd his abbrevieted brushwork ﬁ% %? METNReYr .

Gefs This dis o femous work by Lisng E'ai in Jepsn, representing
Sekysmuni ﬁamlvﬁ Out of the Mountains ¥, dy *gf&%b . Signed:
Yool iy Lisng K'g 4§§ &%\é %%E . Ingicetes that it belengs to
hig period os a%qrt artist. But deosgn'it mesmn that vty wes done

for emperor; onlythat LiengE'ed was & painter merk who worked for
SUBETOr,

Hubieety Sshyemumi, who was to beseome the suddha, Bk tried
practicing geeent ascetisieon for seversl yesors in mountsins,
but found 4t wer fruitless, came oub, fTinslly resched snlighten~
%%ﬁ**i@ snd beceme Buddhs.,

Composition of 13th cent. type: figure emerges from canstriatﬁ%
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space into open ares, like visual symbol of emerging from
herdships in the wilderness to pursue enlightenment.

But, although Liang ¥tvai makes use of composition and
techniques of Aced., whole effect of ptg very different.
Portraying harsh environment, suggesting sengory deprivetion,
effects of ascetic practices. NotRing that is plessant or
comfortable in picture; bare trees are NEK apiky, projedt
toward him ss if menscingly. o
S. Upper prt of figure. Drawn as non~Chinese, Indisn: long
nose, heavy beard, hair on chest and srms. But expreasion
of bitterness in fee¢ is universal, not particular to any
eculture; so is the sglightly contorted posture of his empoiated
body. Chinese painting does not usually concentrate expression
in the face this way; faces tend to be impassive, and emotion
is expressed in other ways~-—by pesture of fipures, relationship
to setting, etc. This ptg is exceptional, and very moving.

A painting like this might have been done for a Ch'an Buddhist
temple, since the Chtan sect emphasized the idea of enlightenment
in earthly 1ife,ratler than paradige after death.

S,5. In $khagks Shenghai Huseum, handscroll i 8 sgections,
wYtories of Bight Famous Monks" /> g 1% g 7% . This is

one of them, picture of Bodhidharma ) facing the cliff,
meditating. Style is consistent with late Sung Academy style;
could have been done for temple. Not so strong =zs "Sakyamuni

Coming Out of Mountains,” but probably from around sasme period,
when he was serving in the Academy.

3.8 Another section: gcholar coming to pay reverence to monk
who lived in tree. Signature of Lieng K'ai on rock. {canciture-
Pigure of ‘servant, also monk, have rather cesdbusE-li
This peinting is another that belongs withi sliznily eceeritric
view of Liang Kv'ai; quite different from thoroughly serious
image of him presented by peintings preserved in Japan. Ptgs
with this touch of Wmmmyxhsms humor, orsgrotemgue, were not
in Jepsnese taste, not exported to Japan. Those in styles
associmted with Ch'an Buddhism, on other hand, net in Chinese
taste, so hot preserved here. We end up with what appears to
be two artists; really two sides of same artiste.

By this time, meny Cn'an priests were painting as amateurs;
they were developing gpecial styles for representing Ch'an
themes.
$,8. Twelfth century ¢h' en monk nsmed Chih—yung Lao-niu
——  painted pictures of buffele and herdboys in very pale,
broad brughstrokess critics of time called it "ghostly" or
wapparitional painting" £ @, . The question of why this
atyle is especially suited to Ch'an Buddhiem is one that I would
like to take up another time-~I can give & lecture on Ch'an ptg.
This.is only: surviving work of Chkh-yung Leo-niu, with his geals.

&— 5. Figure of herdboy. Drawn in quick strokes thal express his

getivity more than they deseribe his form.

Liang K'ai, when he worked for Ch'an femples in Hangechow
region while serving in Acmdemy, must have come into contact
with this style; we cen hypothesige that he changed from
Academy style to Ch'an style. So works in abbrevisted manner
pelated to Ch'an Buddhism are pregumsbly his later WOTES.

Sgﬁ. Here, is Liang K'al's painting of Sixth Ch'an patriarch,
Wi-neng o BE& , ettaining enlighterment while chopping =
jece of bamboo. Signed; in Tokyo National Museum.
He might have left the Lead. out of artistic dissatisfaction with
the deemdent state of Acad. ptg; or for spiritual reasons, because
he wanted to live in monastery and practice Chan meditation; or

for political reasons, becausge SolSung court was dangerous
place to be, living in temple would be safer.
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Setting reduced to & few ro strokes {done with strew brush?)
for earth bank in foreground, s few more for tree, with a vine
wrapped arcund it (to eséw§??@n its eylindricsl shape-—without
the vine, would be flat.} £11 the energy of the ﬁigﬁxﬁ“gﬁﬁ
composition ds concentrated in the figure. Spiritusl intensity
ceught in srresbed sction. Enife sbout to slide through b%mbua,
as mind slices through illusion in €h'an thousght.

Liang K'ai works with grest spontaneity; bubt his technical
training as Acsd. mester underlies this. Even though figure
#ilves impression of having been dashed off guicklyy it has
sense of solidity; welght of body is camvznc1n4ly digtributed
on two feeby fe eling of articulated body under clothes. Heavy,
brusgue brushstrokes commumicste sure movements of srtist's
h&ﬂ&, this excitement znd energy is imparted to figure of Hui~
neng. Great btechnical aschisvement, even though it sesms spon~
teneovus, dashed off. Such ptgs don't depend on Chten %ﬂllght@ﬁw
ment 50 muek as on firm msesbtery of technigue of ptz.

— 3, Part of Liang K'azi's grestness iz his ability to adant

technigues—--types of brauhwmrg, compogition, ete.--to his
expresaive needs of the moment. When he wants to convey ides of
apiritusl intens 1ty manifested in sction, uses this kind of
D?u%L orik, When he wants to convey sense of repose, uses
ancther kind, as we'll ses later.

3,8, Companion to this is ptg of Ch'an
tearing up a suira i@, . Ch'an Buddhisi i dn't have same
regpect for holy texts that other bBud gt sects ¢id; believed
that widerstonding could be communicated master-to-pupil,
@ir@atly, often in strenge, uninbellikible statements and
guestions, or knocke on head with Stlof,(ﬁh‘ an &1wt1ﬁ“ tries
to have same direct impact on viewer ss knock on head. ) S0
Gh'en master in this pteg i expressing his scorn for written
texts by tearing one to ghreds. Iz ggaé force*wl drawing
communicates this ides diregtlyp--not by degeribing ilg@rﬁ
carefully, byt by absitrsct mode of expression-—using sbsiract
or formel guslitiss of brushstroke.

gater {(slso Huieneng?)

Wt

3,8, Lisng K'2i's measterpiece in "abbrevisited brushwork” menner
is this imsginery porirait of the T'ang poet Li Po, who iz
shown wallking forward snd chanting a posm. In Tskvs Hational
Museum; Je espe National Traassure. 5&%3@9» has no special
connection 7zta Ch'en Buddhism, =n m% Jula%in consider it
a Ch'en sainbink because 1% aeezw to them to communicate some
quality vé Ch'an enlightenment.

artist uses brozd brush for most of i, QGlmlL@ it at &
slant in drewing the robe. Exiremely si e, and yet hzs fe
of bulk, partly through use of hcﬁlﬂg within brushstroke {ava
edge, made by bip of brush, sharper and darker than other.)
5light bulge in front sugg gtg, perhaps, hands under robe.
i. The sucecsss of Liang K'ai's great rk is epperent when we
éﬁmgarﬂ it with an dmits %l@ﬁ¢ This ig in Pelsce Museum, Teiwan.
Often &le@ba %% a forgery,I think., Pitled "Immortal in
Sngg*@ﬁ Ink® ﬁ& Ay I~ . Bignature of Liangl'esi.
In resld Lisng K'ai @ig, every stroke, however loose it looks,
funetions in ysrtravlﬁ flﬁnra. In forgery, lots of splashy,
meaningless brushstrokes. Dosasn't have egonomy of other. Such
pitz ae Ldons E'ai's may look essy to doj everyobody wanbs to
pick up the brush and 4o one. But when vou try, vou find it
ign't eaay 2t all.
8. Strokes for hem of robe, shoss. If you @&w th

ieht think it was =

vy

g defail alone
BlEgem—

1 GeH. vﬁ1§ readable

ot eontext, the brushsirokes

dntt resd 1t ap bob
b way in combext of

¥
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figure, suggest forwerd motlon.
é}m 5. Upper part. Not se much sense of speed, energy in dars
g¥wwr Hui-neng pieture; seems slower, more realaxed. And
ig guality in brughwork is imparted to figure, which seems
also more celm, self-contained. Again, ahetract cuplities of
brushwork sdapted to cherachterizing the sub ect, Thpims is true
of mueh of the best Uhinsse painting, in which certain movements
of the brush characterize a stalk of bamboo or the stem of &
lotus or o bird's beak, catehing the very nature and zabjizek
substence of the thing.
5, Hesd. Only a dozen or so sgirckes, bul very sxrressive——can
feel noble character of man, something of his payechology.

This kind of figure ptg, like similap trend in late Sung
L5, almost comes to ond sfter Sung; ne artists can do 1% on
the same level aftepwerds. Some atbtempts by Jz

ceéasionally by Chinese; but with a Tew egoeptions, never rise
to height of best Buny masiers.

th

nege artists,

%o begsn this series of lectures with & comsiderstion of
the londscapist Li T'eng, and 1 tried to show how one can

construct & stylistic series ouk of the works zssocisted with
the srtist and his foliowers, and judge the avthenticity and
dsting of works attritwited to him secording to one's under-

stending of thelr position within this series.

This method is effective when we are desling with a fairly
conbinuous development, and with an asrtist who seems to have
some congistency in his oubpub. The problem of Liang Krgd is
different: bpecsuse of his less sztable art-higtoricanl situation,
the traditions of ptg he inherited, his involvement with
hisgtory {living at end of dynasty), bis output of ptgs exhibits
s much grester diversity in subject and style. For en artist of
this kind, we have to wry to understond the different dirvections
hig painting tekes in reletion to the d4ifferent circumsiances
under which the ptgs were done. I have %ﬂﬁgﬁffﬁr Tizng K'ai
only in & very guick, inadeguats way; of course more thorough
study would have %o be done wefore we could be confident aboul
solving problems of suthenticity in his works.

¥y Tectures have been neavily weighted toward congiderations
of style, and guesbtions of how %o determine the dating and
suthenticity of ptgs. I felt thet these mathters might be most
useful to vou in supplementing other spproaches you will learn
from other Lectures or from reading. 1 have not given you much
5 om sbout the artists* lives; you can get the
sreat desl of execellent resesrch on the
heen done by Chinese scholars in recent
dies Gepend heavily on it.
Also, the great tradition of Chinese connoiss
contimmed in recent yvesrs by specialists guch mg ¥r. Hegt Pong-
ta of Pelace Museum, who recently published excellent hook on
connoisseurship in Chinese painting.

- A
QUHE. LA

srtiots ¥

3

and all of us in Chinese art st

3 E

Mozt imporitant failing in my lectures, perhaps, is thet in
pursuing matters of style, T nave neglected guestions of the
mepning of 4the pbes, except for oces nal remarks on the
shiLosophicel or met shysieal implications of ¢ successive
modes of 1 ing. Art-historicel studies tod in
the U.3, are giving more sttention to gquestions of
meaning than 1o shyle) ang my own regent stud have mostly
been in thet direction. Perhaps, when I return in Bovember from
teip to Jepsn, I emn give %wo or three extrs lectures on thab
gubiect--on Uh'fam at ptg and how 1t conve Chtan idess;




cg,«

on politiesl and social mesnings in paini

Pinally, T want to gem repest what 1 sz2id at the
heglrnvng, thet I am offering these lectures only in ih%
hope that they can give you some uselul ldeas =
tﬁat surplement or sugment what you learn from *%m ¢

cholars whose lectures you hesr or whose books yeu

hinese pig ranks among the mejer achievements of o
and is sdnired snd studied in meny parts of the war&a, and
our individuzl sbudieg can be sra@%lv enriched by friendly
exchanges of idess and infermation. Guite & few groups and
delegations of U.5., Buropesn, snd Japsvese specislists have
come %o Chine in recent yesrs to StU&J your cﬁllecnxens and
learn from yomr specislists, and have been shown warm
hospitelity by Chinese scholers, museun stefls, and artists.
We have had the appartunlty to welcome some Fhlnare &g%ﬁldwiﬁiﬁ
in Chinese art to the U.3. recently, snd hope to welcome many
more in the fubure. This exchange of peonle snd ideas, as
well s books end ghwkrxz vhotogr_sphs, will have & very
beneficial effect on studies of Chinese painting, leading
to new, higher levels of understending of our subject.

I went 4o express my thanks once more to Professor
Jin Weinuo fmrx end to the Centrsl Academy for giving me
the opporbumity to give these lectures, and for their
hospitality and help in my own research.

Thank vou.




CLP 13>, Rif 6, mChan Pig.

~GA AND OH'A

Phis is the first of two leeiures tha o the
series I'm giving ab Central bAgsd. this aubtumm. First five,
deliversd here in ﬁa§tembar, deslt mostly w. probleme of

ghyle in Ch.plg., using Sung & pre~jung LS ﬁ+g as meberiel

for demonstrating methnods of meking stylistic 5eTies,
determining suthenticity,consgtructings pattern of developme:
of en sriistis cereer, ete. These last two lectures will be

concerned ingbesd w. problems of mesning in Ch.ptg. Firet

Yﬁ~i}%§ will be on “am&enugv"mmtﬁat is Ci,gfgs. of Bung &
= collectbed & &?ﬁ?@%lwr*ﬁ in Japs w~~an& gleo on phbg

,§% with Chjen, or Zen, sect of Budgdhism, Beeont, to be

next %uﬁ& y morning, will be onproblem of socisl & yGi}f&Lﬁ
conbent in un,yﬁﬁ.»uwm st Fformebit btakes, how we recognisne
and define i%.

SGeen~ga, or Ch. Sung-Yusn plgs as they have bﬂsn preserved
in Japen, supplements Sung-Tusn pte as we know it from Chiw
collections: on the whole, kinds of pihe Jos. ecollected
wot meme ss those Chinese appredisbed &tronamitted., Some
GVerlapping, espec. in works of H6.9ung Acadeny maste ?ﬂ,
but for most part, represent guite 4if. views of 3Qﬁ?~&&aﬂ
phes This is not an igplated phenomenon: Wnat we hav
preserved for us of ptg in China, and whet we kpow g%ﬁﬁt it
i only snell frection of whet was sctuslliy produc ad; end
Ouinese disbes, oolnidos 6T dritics & collechors, lergely
debernined what was BT%&%?Y%Q. Sometizes s gingle ptg ds
yrr;:rva& by chance, / mast repregent large ealegory
of ptg uﬁpf was for soume reas@n.guﬁg&s marshly by Chaoritic
so thet collectors, didn'i tresssure & pregerve iv, and
simost nothing #f 1t survives. (h'an {7en) phte is one &
cese: if it were not for hisboricsl HPClaﬁﬁf of ites ex ar%
to Japan, end preservation there, we would know no
aboud 1?wwV1fﬁu*l?g nothing of 1% survives in China.

2

test ymmx spring 1 opgsamized for our Suseun at Us Celif
en exhibition on this treme, called aég@nga, Ch, - of

Sung & Yusn Uynesties as Collected and
,éﬂgan. ils0 held sepinar On This theme. Hince
ik gtzil 1ittle-khown in Ohine, ssemed good

lechurs 2 ﬁl@&, sliows us to consider la yge grobi@m:
whst do we apeak of"Ch'en ptg?v Will refturn
to tnat r‘

3.3' Qf ntgs exported to Japan were from

Twzﬁ I@z

o8, ]
“ﬁr hern Chva
50 Buny of A
cenkar of
lﬂ ohhier yw G?Q
e Cﬁ??lﬁﬁ DI Wi
iwe wilh mEukhsyn
Biver.) £1s0. dups uik i
«tudy mestoy staved g mones ﬁe?lﬁ is He.Onekieng
3&@%, brot baex abtee Lhey avguky re., Bug Hegan
&

“avwrgl e

ring
whara

W

a@ sine An APt cont., Bmany more 1% ,Et ldthesprent
i of dmportetion of Gh'aﬁ, anél Sogersgs; BY th“\
soaine p&wul"r in Jopan, in greid dems & ' >
sortapion ©L . Lheg. WM“MMMNM~ e

ma commeroial 1w
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(5,5, Lots of ptgs imported at this time weve either by
prtists working in the So.Bung Acedemy or imiketions of
them by miner srtiste working cutidde 1t. (Flower pig,
lete 1264, by ope of these; ptg by Ma Yuan.) Ptes of this
kind hdd profound effect on dev. of Jap. pid but that's
& subjiect oubteide our coOnGern.

sBar At this time, small aehools or families of artists were
specializing in ptgs of varticular subjects, working in
cerbain places, producing piciures of a decorative and
gymbolic kind. Peony: pictures: arried mesning of wealth,
cpulence. Also Lotus plolubes, other subjects. Thousands
of these kmported to Japan. Bohool of srtiets in Pri-ling
EQ&Z/FE , present-day ¢h' ang-chouy? 7+} , specislized in
sictures of insectsg and grasses. +

<)) Here is kbe Sung or Yusn pig of chrysanthemums, by
unknown srtist, répresenting this type. Thege phtEs never
teken seriously by Chinese, unless profided with fake
gisnatures of grest masbers.
(Gfhnother detsil. Decorabive pig, and reslistic porirayal
of nestursl subjects, considered low~class by Swng theorista.
hlso, they paid no attention to works of minor locsl mesbters
Phg of chrysaathenums in ink by smome noted scholar-official,
althopsh for lower in srtistic quality then thie, would
have been tressured and recorded. A Chinese bias in favor
of soholer-smabeur srtisis) hos somewhed impoverished oul
heritege of Ch.pbg. by preventing worke of this kind from
surviving, except in Jap. collectitng.

@;é} Pty of gqueil. & pumber of these preserved in Japsle
sually ebtrib. to couxd artist Li Ao-chung, who gpeciali.ed
in phg guail; but really by EnonymoBs, small nesters.
Praditionsl Chinese crities, to this day, pelieve thet fine
pige must be done Wy fepous menbers: glways Try 1o attech

o mame Ho the pig. By good friend and tescher ¥Yang Chi-
chTien plweye arguecs thalt Way.

CE%ﬁB&ﬁQﬁ%@f phg of guail, on lower ariigtic level, by some
minor LTAth cent. megter. barge output of these; they

survive only in Jepan.

{%;?} inother subject for specislist artists was figh.
Fometimes just the "pleasures of fishy ~,§§ﬁ¥ s sense ol
frecdom of movement, harmony with @nﬁi?ﬁ%ﬁ%ﬁﬁw—ﬁa&i g
idesn. Sometimes CLTD lepping Unwerd, symbelizing geholar
stpiving For nigh official TEnK

v 0}

e

Cé,é; Sguirraks o populsy subjeot-—don' t know what the
gignificence of the Lhems wos. Two ariists to whom they
cre ptbribs in Japan: Sung-t'ien 7t W end Yung-t'ien

g . Seither recorded din Cminese records. Bxistence
of Sung~tiien sttested by ssple and one signed work; Yung-
$rien is brLy & nmmes Guite 2 few. srtiste who exist in
thnia oway only 8n names atteeped To 0ld ghge in Japan;

presumably smell 1oea] mmstevs, loag-Torgotten in Chine.

S,50 Ptes of stalks of tall bamboo growing by rocks: a
mumber of thege in Japen, mostiy attribs o an ariied



311'é§ﬁ§~4 ﬁ:'fﬁ§ Another whoe is known onl
e of fLrze tEZG wtgg 1ﬁgew1bmd ﬁy Chinese Ch'an
priest named I-sghan T-ning — & ~”‘§E who came %0
J&paﬁ in 1299 and died in 1317. So presemdly late Sung,

L3th cent. phtgs. ﬁ@fiﬁ, nothing eult? like them Mreaffvbé in
L;zn&d&%@t ohtan ptes, originmslly—- of wminor local .
artisis, sgein, not Oh'awn vriesits. Put sdopted into Ch'an '
context in Japen. Perhaps were brought back by wmonks whe
went to Ching, later wxE were bung in Ch%an temples, as
simole, unostentatious decorstion,or for conbemplation?
Ferhaps used that way alse in Chinsse temples—-no records.

{ B

t

~

ég;g;'%ﬂﬂﬁg late Sung phtg of two stalks of bamboo in rein,
in ink monochrome. wulte different from stendard Chipese
ink-bamboo ptg tradition, stands outside that develcd
Artist dogsn't care aboulb brushwo establisghed wa
; asrranging leaves, eic., or preserving heritage of
= ﬁ) T ung, etc. as mcé ler-artists did. Instesd, concentrates
on direct exverience of Qﬁgact, isolated, contemplated. I
wilkl spesk later about z—lg que 1tv, end how it relates to
Cu'an: Tor now, just we int out thet it 1s present
inoworks th origing

o zcial sss J(‘,L with
Ch'!sn, but were adopled 1pts Qm'f

ke

tion

1Y
Giila

s context in J:

'b,ﬂ;}ugﬁa“c@gﬁ after razn‘ BTON.. 13%@ or early 14th cent.
» omisty middleground

. Hoan with brosd
gpace; fog risss from wet earth. EVﬁc tive,spacious sceneg.
Artist éia*eg ardg proper Chinsse brushwork, compositlon

works in wet, loose manner. Hard to £it into Ch.ptg ss w
know it from Chinese sources) gome peosnle even try to deny
Chinezeness of these pigs, cell them Xorean, © S NRSE .
(;i;,gaﬁ they are Chinese; similay pictures appear in the
@meﬁg%ﬁﬂﬂh ”QT%@PS in Sung-Yusn ytﬁ%AlmiG?tC 3
Wingpo TH1eTe Sung verisc. Belong Lo local school in H
Uhekisng region, oﬁﬁﬁdﬁii sffected by siyles of ﬁeﬁ&emg
(Li Treng, Hesis Kuei etc.) but later, looses.
leii@rataé in Chin , probably 2§Xﬁ1$§@2$3§%&%ﬁ a@cgu”a
critics disparsged i%, or 1g10vf§ it.

T

P
&, 8. Another work of

e types weter buffslo in river,
nerdboy on shore, done in brosd, wet groks £ oink. Ve
m&y b@ inclined at first %o dismiss such plgs as minor,
5 SE ) bhf only revenling our ﬁrhﬁztza?f} inese bisz
ve heve § i t gur understanding of Ch.potg.
Mﬁé mg’ _; ' WhE 5 odn Ohins, snd thet this
ind of gsreenl zs0r cengorship,
g which has w 4 out
ﬁr &1$sau. rtgs gerved

n hels to fill og@ tﬁzs bﬁaﬂmpigta i ,%?
N N . wlidf
s ke wte. (G0 back ﬁme\Qn right.)
2 uss tklﬁ T@rm 25 %ﬁaugﬂ

W it were @ precise onge-~zg
. hougn we Mrew eractily owhet we megn when we spesk of
3 o i vy 2 e
?%%f?.%ﬁ ﬁ?h’ﬁ g 0 ”Ck*an»taung hue " Ylenes " Bubt in fact we
= gﬁfn = ﬁambar of different tblag gnd goould dlsbinguish
= &

ween them. We con brosden tha @u@ﬁﬁzan Yo zak:
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what kinds of relationships can a ptg. have to a religious
sect, or to a philosophical school or doctrine? Wexfimd
kemkxkhexr If we speak of Bufdhist pbga, i.e. ptg of the
orthodox Buddhist sects, the matier is relatively simple:
ptgs of Buddhiat subjects, done for use in Buddhist
ceremonies, for worship in Buddhist shrines and temples,
etc. But for Ch'an, or Gonfucianism, not so simple.

Some of the possible relamtionships are theses

-~ The ptg can depict some deibdy or maxk saint within the
gect; it can, that is, be an icon.

-~ It can depict some story or personage associated with

that sect.

-~ It cen be used somehow in that sect--as an object of

worship or contemplation-~even when its gubject has no
special comnection with the sect.

% It can be painted by & member of that sect (a priest-
painter, ete.)

% It can somehow embody, or express, the idemls of that
sect or that doctrine. It can be a kind of pictorial
expressdon of its beliefs. Thim is the most complex kind
of relationship, the most difficult to define, and in
the end the most interesting.

We can speak of Confucian pbg, for instence, as ptg that
portrays scenes Trom the 1ite of Copfuciul or some other
philosopher of the school; ptg that represents didectic
anecdotes from the Confucian writings (scenes of filial
piety, etc.); ptg. that functioned somehow in & Confucian
context {(e.g. in a Confucian temple}; or ptg. done by
Confucfan scholar-amateur artvists, which transmits some
gquality of their Confucisn cultivetion, and sc¢ preserves
Confucian values over the centuries. (I wpote an article
on this subjeet years ago: "Confucian Blements in the
Theory of Ptg.")

Now we will go through the same series, with examples,

for Chtaen pteg.
Q;;::DAH anonyrnous, pte of Bodhidharma, Yuan dyn. (Signature
of Yen Hui i 5 , probebly not genwine.) Thig is Ch'an
ptg in simflest pense: Bodhidharma was the seml-legendary
Indian master who brought Ch'an doctrine to China in 6th

century, snd so became the first Ch'an patrisrch in China.

8¢~ Bodhidharma sometimes depicted facing = stone cliff,
meditating, while his disciple {ihe Second Patriarch)
Hui-k*o tries %o persuade him of his seriousness. (At
last Hui-k'o custs off hig leoft hand to convince him of
bhig gseriousness, and Bodhidharms takes him as a disciple.)

JHers is smme subject as depicted by 13h cent, mmster
ang B'ai, i goroll in Shanghsi Kuseum, I devoted ocne
in 8 series to Liang K'ai, and sbowed how he
master in the Imperisal Academy,
Pz, Phie sceroll is still more

t the gubject is Ch'an.
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is in t%% Shen useum. Po~tgl was be lﬂgv@& to ﬁ& an
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& remembrarcl, to recsll the master'e taachznﬂ %ut dimo hl“

gersﬁﬁa$z?j. Personeto-person tronsmission was very important
n Un¥en, & number of poriraits of dhis ?xﬁa were brought

bazk to Jepsn by wonke who wernt o Ohing to gtudy, and are
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'One of Oh'sn monk-amateurs in late
specisliged in pitg grepes; th‘ .

_this is part of - phenomenon

bygag?t ur artlsts, and yel, very

' séigl&né&

";J%u%,eatch the

] ‘ “leaves turning in
L ce, twistmng tenérils. Thi ' e of best Ch'an
ptg* sets it apert from rest of ink-ptg tradition.

S~ Another monkwamateur, o Tza—%‘ing/é@ §}*’ , 4id ptegs

of gresses--~plainest of subjects, plain styie, or no style—-

no sense of deliberate, pre-existing style in either picture;
sriiriskrearksx artist works free of conventions, constraints
3ch phes were condemned by éritics for representing trivisl,

- vyulgar subjects and for sloppy brushwork. They misged the

: peznt, of courge.

gta. ?hzs splashed
ziso, had been done garlier by other artists. Seo
we tan ask: in what mnse is this a Ch'zsn painting? Artist
wesn't even & Ch'an PBuddhist; belonged to Tvien~t'ai sect.
Whole concept of »Ch'an Ptg” becomes problemetic,
ﬂsking this question brings us Back to the guestion I
tionship can & ptg have

Tiy I try to -avoid any
doctrine or ides
ught 4t into being. People
sueh,ptgs 5 this typiecally say: if the
an Buddhnist, couldn't have pid.
1cture. But if identification of artist as Jo-fen
193 is correct, artist wasn't a Ch'an Buddhist. Never-
ptg is generally regarded as masterpiece of Ch'an
e ig it that?
4o suggest that whatever the artist!
: we. can never know), %
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Firsts like Ch'an, the ptg is suggestive, not explicit;
it doesn't tell the viewer all that he needs to know, but
offers hints, a few identifying detsils in the nidst of a
lot of emorphows, non-descriptive brushstrokes.

Second: Like Ch'an, it presents an ordinary scene: no
spectacular mountaing or extraordinary scenery. Ch'an
transforms everyday experience into mystical, or ftranscen-—
deted, experience; so, in its way, does sueh a ptg as this.

Third: like Ch"an, the pte presents a unified worid, not
one made up of a lot of separate things, %o be read part
by part. In Chvan experience of workd, one spprehends i%
dbrectly, as unified field, without intellectusl analysis
or sense of thig-vs.-that. Such a ptgs as thig, gimilarly,
is apprehended all at once; as immediate axperiencej one
doesn't stop to admire style, or resd details. So it is a
pietorial parallel to Ch'an mode of experiencing the world.,

Pourth: another kind &f immediscy and intensity is camght
in the brushwork, which trensmits the sure, swift movements

. of the artist's hand and brush. This parsllels the sudden,
spon us actions and ufterances of the Ch'an masters,
which reveal their gtate of enlightenment.

1 could add other parsllels, but these should suffice to
make my poisbe thet this kind of ptz offers structural

¥izm affinities to Oh'an doctrine that account For THS

o €553 L EEXERXIEY viewer's acceptance of it as “Ch'an
ptg, ™ whatever the artist mey have intended.

I'would suggest thet whenever we are fTaced with problem
of interrelating styles and idess, we can best do it in
this way: not asking "How did this style arise out of this
idea?” but rather, "Why was this style chosen as congruent
with this idea?" or "Why is a ptg in this style experienced
as suited o this idea, in harmony with 1t?"

ﬂné‘hher set of ptgs of “Eight Views of the Heiae-Hsians
Heglon, " in a related style, is atiributed to Wu~ch'i, the
greatest of the Ch'an masters of painting. He was born in the
early 13th cent., and must have died shortly after 1280; he
he latter part of his 1life near Hengchow. Hundreds of
depen are attrib. to him; only a few of them can be
a8 really by him.

ié,, Ehtan
i WOYIELs,
anong
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&,5other: givbon mother clutching child, sitting far
from viewer, at end of branch. In Chtan this subject can
represent, as I remarked eariier, humen desires 1o be
trgnscended; crane couwld be fubile nugen desire for
eternal life, since erane gymboliges that. But animals
are pex§ayed portrayed with too much dignity, poignancy,
to be simply ckaricabures of humen désires; deeply
percepbive studies of animals that seem to comment on,
not travesty, the human condition. ‘

Note detazil of branch: done in ¥x lax, "sloppy”
Cbrushwork. T Mu-ch'i had used standard, “"proper”
brushwork, by Chinese standards, his pte would have taken
on sn artistic dimension,to be perceived as artistie
creation, work of men working within culture. As it is,
iT sebms quite otless, and all The more moving as an
images Just as Ch'an Buddhism cuts through barrier of
Insellectusl analysis and established patterns in its
perception of the world, so doeg Ch'an ptg eut through
convenbions, including standard ideas of "good brushwork,"
to mehieve its immedisey of effect. But this approach
] turned the Chinese eritics » gainst 1t: writers of
£ ate 13th and 14th cent, condemn his pigs as crude and
vulgar, "suiteble omly Tor n monks huts, not for
refined gppreciation.' Hig ne works, as a CconsSaQuUBnNCe,
are all pregerved in Japan.

S;8.yThis ptg of an arhet meditating bears a seal of Mu-
ch'i, and its similerities in style to the White-robed
Kuen-yin make it acceptable as nis work, I think. A
mysterious, disturbing pictures the rocks all point inward
towsrd the arhat, as though threatening; = huge serpent is
coibed around him, with its head in his lsp, looking up
menacingly. But he econtinues +o meditate, oblivious to

all this, and impervious.

L number of other, legser ptas bear Mu-ch'i's seal,
but in most cases it was added in Japan ¥o works by his
followers, which were imported in large numbers. This
picture of a dove in bamboo, which wags in our exhibition,
ig one that may reslly be ryom Mueeh'i's hand. Agabn, the
pleture avoids thinese econventions of brushwork, and standzr
armengements of bamboo 1enves ete., s¢ much that the first
reasction of a Chinese viewer might still be: this is gimply
pad pte. My friend W “pkfien otill says this about
Bpech'id his imeg % his brushwork is weak.
However, 1%t is & agas, ' which permits
the picture its , Qirect effect. It presents
+the cal mmboo without any inter-
veping .

Having seen
such & pte =8 3
atirib. to Nu-ch'i,
Ch'an ptg. 1t is exb
persimmons don't seem to
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sny established image with set meaning: they just exist.
The underlying messege, if there is one, igs see things
for what they are, don't intellectyalige them. The ptg
appesrs so simple and artless that 1t might seem 10 be
beyond analysis. However, if we do analyze it as an

artistic structure, we see that iijessentiall Bopaade
a single form, spread laﬁeral}{y @;%petitions of
with glight variations in shape and plodementy and strong
contrasts in ink tone. The darkest form is in the centery
another, slightly lighter, at one gides another s%ill
lighter at the other side; and 0 forth, in a clesyly
stepped {or scaled) arrangement. The effect of this is

to approximsge the way the eye perceives, the phenomenon
of focus: sharpest and clearest in the center, less and
less clearly defined farther out. 50 one takes in the

six permimmons, visually, as & single image, instead of
"resding® them one by one.

‘eturning %o the bamboo ptg attrib. to T'an Chih-jui,
& minor local master of ink bemboo pictures, we find
$hat this artigl hizs used exmctly the same system. it is
a i ecti thod of giving the pig a guality of
w 13%h centdl

vtg.
S0 we realize that even the most spontamaoug-looking
offects depend, in fact, on a kind of artfulness; but the
artist, through sg supreme skill, is able to disguise this,
moake his picture seem &s artless as a work of nature. Phis
is one of great schievements of thtan pbe; but slso of
some of the best Ch.ptg. of other neohools end periods as
well, One has to be a highly accomplighed artist to do
thig; one doesn't necessarily have %o he a Ohtan Buddhist.

I resalize thet I have mode the concept of gh'an ptg
much more problematic #@nd unclear than you thgught it
was going to bej but relstionshipg betwsen works of art
and idees and historical circumstances will always be
Problemetic and uncleal. 1 gimost hesitate to ask for
gquestions, since they will probably be questions that I
can't snswer; but I will try, if there are any.

Hext Monday morning, my last lecture will deal with
the complex question of social and politiesl content in
¢h. ptg, what forms it takes and how we find i% and
interpred it. ‘



