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believe that communication is within reach and 
almost automatic. Be it via the Internet or the ease of 
trade of goods, this inevitably leads to superficial and 
mostly false communication. This vision is decidedly 
wrong, because it leads to shallow knowledge, spread 
of prejudice and cultural arrogance. Unfortunately, 
there is no easy solution for the intercultural 
communication problem, therefore an intellectual and 
cognitive effort is required, along with a desire to study 
and gain deeper knowledge. Thus, our goal is to create 
a language suitable for establishing a cultural dialogue 
that is structured and not superficial.
This magazine aims to give a voice to the 
contemporary Chinese and non-Chinese scholars 
and artists. Our purpose is to create a cultural bridge 
between two great cultures, in order to establish a rich 
and fruitful dialogue in the sphere of Chinese painting. 
Chinese mountain and water painting is one of the 
main artistic expressions in China, characterized by 
more than 1500 years of evolution and revolutions, 
and has found a new golden age of creativity and 
expression in the contemporary times. This magazine 
will introduce some modern and contemporary 
Chinese artists, theories of Chinese painting and the 
views of environmental aesthetics in a way that is 
reachable for everybody, from the academic world to 
any curious mind interested in the field of Chinese art 
and culture.
Our hope is to popularize an artistic expression that 
could have a positive impact on our lives, enabling 
us to cross certain limits subconsciously imposed by 
the western culture, from the very roots, such as the 
concept of reality, our existence, our place in this world 
and how we relate with it. Every cultural system has 
replied to these basic questions, but the answers are 
all different, and art is one of the deepest expressions 
that embody all of these diverse conceptions.
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Editor in Chief

Zuha Rasheed
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Art in a general sense is the expression of 
a subject, its ideas, feelings and visions of 
the world. Likewise, artists rooted in their 
culture, has the opportunity to express 
the mental mechanisms of their culture, 
its origins and theit own interpretations 
of the world. For this reason, intercultural 
studies are of fundamental importance, 
and art is one of the best means to 
investigate. This could apply to modern 
art, traditional art, or to that which has 
suffered foreign influences. Any form of 
art in any situation is the mirror of the 
culture from which it comes from and is 
imbued with its aesthetic ideas. Therefore, 
the study of art from different cultures and 
historical periods will enrich the artist’s 
expressive abilities. The vision of nature, 
the vision of humans, and the aesthetic 
ideas of Western and Chinese culture are 
often almost the opposite, but this does 
not exclude the possibility of dialogue. We 
strongly believe that Western art can be 
enriched through knowledge of the latter. 
At the same time, however, we must be 
careful about what it brings and how it is 
imported, and above all, we must not allow 
external cultures to prevail over indigenous 
cultures. For this reason, dialogue must 
be undertaken with wisdom and in 
full knowledge of the facts, not only by 
transferring information, but also by having 
a deep knowledge and understanding 
of both cultures in order to find an 
appropriate mean of communication. This 
is the most difficult aspect of intercultural 
exchange, as we are living in the age of 
globalization and international capitalism. 
In the so-called “global village” we believe 
we have unlimited cognitive possibilities 
with minimal effort and we are led to 
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Our Approach
From the figure of the Chinese intellectual artist (wenren hua) to Contemporaneity.

During the eighth century China, a new figure of an intellectual artist was born: this figure would become topi-
cal in the Chinese cultural panorama and make its way to the present day.

Wenren hua 文人画, is one who follows the humanistic values   and teachings of the tradition, updates and applies 
them to the artistic-intellectual needs of his time. This process has never stopped, and still persists in the contem-
porary world.

The Wenren hua encompasses the poet, the painter, the calligrapher, the theorist, the scholar and the intellectual  
in a single figure, and sees the cultivation of the spirit and mind as one of the main purposes of his/her work.

In this way, a close link is established between practice and artistic theory; at the same time there is no separation 
between the arts, and there is a common thread between intellectual practice and material application.

Of course this figure is closely linked to Chinese cultural heritage, but this does not make it less compatible with 
the artistic-cultural needs of Westernized contemporaneity.

It also fits naturally into the trend of Environmental Aesthetics, which is an expressive channel of contemporary 
art and of fundamental importance, given that the biggest problems that afflict our societies are often linked to 
the environment and the destructive approach that contemporary men have towards it.

Respect for nature and the need to preserve it by living with it in harmony are intrinsic elements of traditional 
Chinese thought and that of the wenren hua, which see man and nature as two elements that are part of the same 
system: in these terms, in order to preserve human life, natural existence must also be protected, or else we would 
go towards the decay of both.
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inevitably leads to a cultural flattening,
against this self-proclaimed global 
Village. It does not have the ability to see 
neighbouring villages, since it believes that 
all possible villages are within itself.

We as Sino-artists (some of non-Chinese 
origin, devoted to the study and practice 
of Chinese painting), will focus on the 
areas concerning our cultural sphere, 
precisely that of Chinese art. Especially 
those related to painting, with a particular 
eye for landscape painting, which from 
now on we will call according to the 
Chinese denomination, Mountain and 
Water painting.

“shanshui hua 山 水 画“

The main will is to communicate with the 
Village through our art and our words, to 
present one of the many shaded areas 
with which it is scattered. Our task is to 
find a language that is intelligible to the 
Village as well as faithful to the original 
meaning. Without smoothing its diversity, 
without avoiding clashes, without 
sweetening the pill. In this way it will be 
the Village that will make the effort to 
understand, and only in this way will the 
communication be successful. In fact, we 
trust in the Village’s ability to understand 
languages not forged by itself.

The reasons that drive us in this 
campaign are varied and erudition is 
not one of those. At best it can be a side 
effect.

One of the biggest problems of the 
Village is that it believes that movements 
of progress and evolutions only exists 
inside itself, that it has reached the status 
of “modern”, and those who are not 
indigenous come from a static culture, 
backward and anchored to the past; 
without the use of the means forged by 

the Village and without its revolutionary 
spirit no one can participate in the 
dialogue of contemporaneity. Therefore, to 
finally get into the subject, in the Village, 
Chinese painting is traditional, therefore 
linked to the past, unable to evolve, 
something good just for the art history 
books and museums, worthy of respect, 
but with the same respect that is given to 
archaeological finds.

There is no conception of a modern or 
contemporary Chinese painting, also 
because when the term Chinese painting 
is pronounced, for some reason it is 
always accompanied by the adjective 
“traditional”, which clearly denies the 
concept of modernity. Chinese art can 
only be defined as modern if expressed 
through the means and processes of 
modern western art.

Revelation! There is modern and 
contemporary Chinese art; mountain and 
water painting has been evolveing for at 
least 1500 years, and continues to evolve, 
and other painting exppressions are even 
older. As obvious as it seems, China is 
extremely large, therefore there are many 
centres of cultural irradiation, and for this  
reason there are various schools within 
China that follow different pictorial ex-
pressions. Consequently there is not just 
one movement of contemporary Chinese 
painting.

We find ourselves living in the era of 
globalization. Thanks to the infosphere  
we live in, with just one click we can be in 
Togo, with two clicks you can be stud-
ying Sanskrit, with three you’re already 
updated on what’s going on in Bhutan, 
and with four more clicks you’re listening 
to a piece played with the duduk, and 
immediately after we could be looking at 
two whirling dervishes. In half a day we 
become experts in Armenian music, Sufi 
spirituality, Himalayan geopolitics and in 
any other aspect of world culture.

Fantastic. Finally, a world without cultural 
barriers, devoted to the exchange 
and access of mutual knowledge. In 
this global village without borders, 
we dance to the beat of superficiality, 
sloppy culture and of cultural arrogance, 
where ignorance is adorned with two-
dimensional images, where the concept 
of “knowing that you do not know” 
has been abolished, although without 
knowing.

It's important to note that, in this Village 
the chief is western, the customs and 
habits are also mostly western, and so 
is the linguistic and material means of 
communication along with most of the  
intellectual expressions and world views 
of its inhabitants. The inhabitants tend to 
ignore what is found outside the Village, 
not by choice, but by condition, not out 
of lack of curiosity, but because of limited 
means. The Village is truly global on a 
physical level, it truly embraces the entire 
earth’s surface, but in fact it remains 

on the surface, it does not deepen, and 
if it deepens it does it in its own way, 
as it would in the centre from which it 
developed. In fact, the Village is ancient 
and full of History and histories, it has 
always had multiculturalism, always 
in expansion and translation, but only 
recently has it reached global status.

The Village is now global, so everyone is 
welcome but the rules to follow are those 
of the Village head.  Everyone can bring 
something to the table, but it will still 
have to be adapted to the matrix of the 
Village.

With these premises, it is possible to face 
and analyse infinite issues concerning the 
actual state of the alleged globalization. 
For instance, how it believes to know 
different cultures, but in reality this 
knowledge is based only on a store of 
empty images which are then filled with 
the world view of the aforementioned 
head of the Village. The same goes for 
that mercantile capitalism that has 
arrived at every corner of the globe, but 
gives the best of itself only if we follow the 
needs of the Village.
We stand against a single world view, 
when in fact there are many. The ones 
that does not support diversity, but 
translates them, one that does not make 
them participate in the debate with their 
own voices, but accepts them only after 
a trial of metamorphosis. We are against 
the imperialism of tastes and customs, 
of judgment, of means of expression, 
and of what to express, a situation which 

MANIFESTO
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Our main objective follows:

To spread the knowledge of 
contemporary Chinese painting outside 
of China, and to give voice to the great 
artists of the last century as well as to the 
new young artists.

Why is it important you may ask? For 
starters, in order to make sense of the 
term globalization. But above all, to enrich 
the Village and to redefine its ideas of 
intellectual absolutism.

Chinese art, together with all the other 
intellectual expressions of China, refers to 
a system of values that has come down to 
the present day from ancient times. This 
great apparatus of knowledge and ideas 
has influenced and is still influencing 
the world view of Chinese people and of 
course also their artistic expressions. 
The same discourse can be re-proposed 
in a general way also to the evolution 
of the western mind, a process that 
probably was less coherent than the 
Chinese one, which however led to 
the formation of various expressions 
of thought rooted in the conception of 
the world that the Village forged during 
its evolution. And this is exactly the key 
point of our reasoning, once the world 
interpretation system is established, 
it is almost impossible to get out of 
it, as it is invisible, and its boundaries 
unrecognizable. Because it being the 
only view you know, you believe that it 
is the only view that exists. It’s like those 
unfortunate people who were chained in 
the platonic cave. It wasn’t until someone 
came in from the outside, did they realize 
the condition they were in.

This was also the case for China until the 
mid-nineteenth century. China behaved 
like the Village, just another Village that 
did not see those who were outside 
of it, except of course through its own 
modalities. And even though external 
cultural influences were accepted, it was 
always retranslated in Chinese terms, just 
like the Village does. As a consequence, 
there was a sense of cultural superiority 
compared to that which was not 
Chinese. Until one terrible day, when the 
barbarians arrived with cannons and 
rifles and destroyed the armies of the 
great empire. On that day, besides the 
fall of many lives, many certainties also 
fell in terms of value. Their system had 
not protected them from catastrophe, 
as it once did since the dawn of Chinese 
culture. This was not the first time that 
China fell into the hands of foreigners, 
and every time the foreigners were 
sinicized. Thus, their cultural continuity 
persisted. However, the value system was 
still slowly collapsing to the point where 
it almost disappeared. Since then it has 
rebuilt itself, but the system of the other 
foreign villages took a hold as well, strong 
of its modernity.

Accordingly, in contemporary China it 
can be said that there are two systems, 
the original and the imported one. The 
same could be said for the world of art, 
but art can be applied at will on any area. 
This has created a unique situation where 
the two worlds communicate with each 
other, sometimes one taking over the 
other, creating conflicts but also at the 
same time a fertile ground for creativity.

It is exactly for this reason that we want to 
make this new system of thought known 
to the Village, only then will it be able to 
see its own boundaries, so that it will be 
able to ask new questions and give itself 
new answers.

Let’s take a concrete example. The 
ancient western visual arts and the 
Renaissance up to modernity, basically 
acted in the field of mimesis. In painting, 
all the techniques to represent the visual 
aspect of the surrounding world comes 
together. Now coming back to the Village, 
to top it all, there was this terrifying 
yoke called Albertan’s perspective. The 
Village gave a great deal of value to the 
sight, making it almost the only tool for 
perceiving reality. Establishing invisible 
perceptual borders because they were 
all-encompassing. However, at a certain 
point artists and intellectuals got tired 
of this conception, and thus historical 
avant-garde was born. Unfortunately, not 
knowing any other way of perceiving the 
world other than the anthropocentric one 
of the gaze, they found themselves in a 
rather uncomfortable position, so much 
so that the path ended with destruction 
of the form and that of the painting itself, 
and having to resort to new media to be 
able to express themselves. It is precisely 
for these reasons that in contemporary 
era we refer to paintings as an “old 
lady” who keeps up with new artistic 
expressions with great difficulty. 

So where is all this getting at? In China, 
the influence of western art came 
between the late 1800s and early 1900’s. 
The first to arrive was via Japan, the 
realistic techniques of the Barbizon 
school. And what were the most shocking 
innovations for the Chinese? Mimesis, 
focal perspective, chiaroscuro, and all 
those techniques which at the time in 
the West were considered regressed, 
representatives of a system that in those 
years the avant-gardes despised because 
of its anti-contemporary expressions. Why 
was this seen in China as revolutionary 
and innovative? Because traditional 
pictorial theories disgusted the view 
and representation of form as perceived 

by our eyes, therefore it was an almost 
completely unexplored area.

China has had the good fortune of 
meeting and accepting a different way of 
interpreting the world, so why should the 
Village be deprived of it?

Just how much could a new way of 
understanding reality help the old 
painting of the Village? A whole world 
would open up, which should not mimic 
the Chinese one, but be inspired by it.
So, we also take sides against the 
supremacism of sight and consequently 
against anthropocentrism. Our desire is 
to introduce these new visions, these new 
conceptions, and these new values. Not 
that the Village is completely unaware 
of it, but this knowledge is hidden in 
academic publications, accessible only to 
those interested in the subject, but very 
far from the world of contemporary art or 
anyone else.

To conclude, we will introduce one of 
these intrinsic aspects of Chinese art 
which can be of great help and source of 
inspiration for our beloved Village. Why 
is mountain and water painting of great 
value in the contemporary world and why 
should the Village re-evaluate it? In the 
great pictorial experience of the Village, 
landscape painting as an independent 
genre born late, and died early. The fact 
that in China it is already the higher 
form of painting and has a millennium 
and a half of history should make us ask 
questions about how it has probably been 
underestimated. Well, in reality it has 
not been underestimated, in fact there 
is no right and wrong in art, it has been 
evaluated according to the means of the 
Village head, according to its conceptions 
and ideas. And it is precisely for this 
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“who discusses 
painting in terms 

of form likeness, 
has the 

understanding 
of a child”

Su Dongpo

reason, we must open the doors to new value systems.

Art cannot be alienated from the reality in which it is 
produced, and one of the most important themes for us 
is that of ecology, in fact this hyper capitalist Village has 
massacred the world we live and does not seem to want 
to take steps back. Many have already set in motion to 
counter this destructive madness, but there is no contest. 
In the Village there has recently been talk of environmental 
aesthetics that lashes out against anthropocentrism to 
concert on environmental beauties, therefore going against 
one, the axioms of western aesthetics since ancient Greece, 
against that conception that sees man as the superior 
creature and dominant in the ecumene. This new point 
of view, at least for the Village, is one of the basic aspects 
of Chinese ethics. Philosophy and aesthetics are found 
in the texts at the base of Chinese culture, at the basis of 
Confucian philosophy and Daoist thought and continues 
to be repeated till modern times. A conception that does 
not just appreciate environmental beauties, but its holistic 
conception of the universe puts man on the same level as 
any other creation of nature. In Yi Zhuan 易传 (5th century 
BCE), a commentary on Yi Jing 易经, wrote that “the greatest 
virtue of heaven and earth is life” （天地之大德曰生), this is 
to say that the greatest virtue is to create an environment 
where all life forms and natural elements can coexist in 
harmony. 

For this reason, too, the category of still life does not exist in 
Chinese painting, in fact for the Chinese artist it would be 
absurd to paint lifeless subjects.
For these and other reasons, the Village and the artists that 
reside in it will benefit from learning Chinese art. Mountain 
and water painting will inspire them, the beauty of nature 
will awaken the minds and set the minds in motion. The 
boundaries of the Village will begin to appear and we can 
finally begin to break them down.
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Reduction to the Essentials – 
an Autodidactic Path to the Non-Representational
By; Marcus Kneip

Versus, ink on paper, 50 x 64 cm, 2012

cept of wabi-sabi. [The Japa-
nese terms wabi 侘 and sabi 
寂 are usually mentioned in 
the same breath. Wabi stands 
for the plain, simple, essential 
and sabi for the maturation 
process of aging. Especially 
the way of tea (jap. Chado 茶
道) stands for the symbiosis of 
both principles.] I have read 
many works on Japanese art 
philosophy.  I think Tadao 
Ando 安藤 忠雄 came up with 
a sentence that was mean-
ingful to me: "Reduce, reduce 
further and further without 
losing poetry". The book Pas-
sagère Du Silence by Fabi-
enne Verdier is also of great 
importance for my work. This 
artist lived in China for many 
years, where she was initiat-
ed into the secrets of Chinese 
calligraphy and painting by 
old masters. Her work is mag-
nificent, her paintings are very 
fine and show great sensitivi-
ty. Although I agree in many 
ways with Daoism, I see my-
self more as an individual in 
search of his own artistic ex-
pression. But I'm working on 
myself. I also read a lot about 
Chan (jap. Zen). I also med-
itate sometimes. However, 
Chan seems too harsh and 
strict to me. I prefer Europe-

Painting and especially draw-
ing has always been my pas-
sion. Even as a child, I was fas-
cinated by Japan, although 
my conception of art at the 
time went in a completely 
different direction, that of the 
Baroque. But I've always liked 
the simple dignity of Japa-
nese architecture and the na-
ture mysticism of Shintoism. 
At first, I painted almost ex-
clusively figuratively. I special-
ized in portrait painting and 
copied portraits of the Old 
Masters, especially Velázquez. 
At that time I was already 
working mainly monochrome 
in pencil and grey chalk. Since 
2011 I have focused exclusively 
on ink. Since black has always 
been my preferred color in the 
artistic process, I decided to 
go with this shade complete-
ly. I liked the essence and sim-
plicity of the black ink. In its 
simplicity, it dispenses with 
everything non-essential. 
Working with black ink leads 
me to the essence, I often 
think of X-rays when looking 
at my works.
As my painting technique 
became more and more sim-
plified, I quickly came to the 
Japanese conception of art 
and thus to the aesthetic con-



P
 1

7

P
 1

6
Si

ri,
 in

k 
an

d 
re

d 
pa

in
t o

n 
pa

pe
r, 

50
 x

 6
4 

cm
, 2

0
16

an philosophers like Eckhart 
von Horchheim or the Stoics. I 
think their philosophy has lot 
of similarities with Chan and 
Daoism. It impresses me how 
cultures have come to such 
similar results of wisdom. 

I've often been asked why I 
only get involved in this mini-
malist form of art. The answer 
is very simple: nothing else 
satisfies me. It's like a kind of 
marriage that I entered into 
with the ink. Whenever I try 
to change the technique, it 
doesn't bring me any spiritual 
development. Only painting 
with ink seems to be the right 
way for me. And since I am 
not financially dependent on 
the sale of the paintings, I for-
tunately do not have to adapt 
to the Western understand-
ing of art for variety and new 
forms of expression. I prefer 
to stick with Tanizaki Jun'ichi-
ro 谷崎 潤一郎: "Mastery, that's 
just the patina that results 
from many years of tireless 
polishing." 

The limitation to a few ab-
stract, spontaneous lines may 
have resulted from my enthu-
siasm for informal art. Sponta-
neously, pictures of K.O. Götz, 
Franz Kline or Hans Hartung 
come to mind - their work 
was certainly a role model 
for me. With the ink I found 
my own way. Julius Bissier's 

work, especially his inner con-
frontation with himself and 
his work, also influenced me 
greatly. 

In my early 40s, I found my 
own style. The non-rep-
resentational came more and 
more to me in my spiritual 
search. It was my individu-
al way of expressing myself. 
In the first few years, my ink 
paintings were often even 
more representational. One 
can recognize new figures in 
it. Admittedly, I have often 
tried to depict organic crea-
tures – marine animals or 
plants – in an abstract way. 
This, however, gave way more 
and more to the creation 
of organic forms, or rather 
signs, which were supposed 
to be new, which no eye had 
ever seen before. And they 
shouldn't imitate calligraphy 
either. This sentence by Ju-
lius Bissier serves as a guide-
line for me: "A picture should 
be like a sign: concise, simple, 
true, hard as nature, happy as 
nature and sad as it." 

My paintings are designed 
with glasses and with the 
discreet use of a brush. I al-
ways use glasses with a wide, 
rounded rim. I only use a 
specific watercolor paper. I 
experimented a lot here in 
advance. Originally, I mainly 
relied on the capillary effect of 
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Forced, ink on paper, 30 x 40 cm, 2013
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the water in interaction with 
the paper. I quickly began to 
manipulate the flow of move-
ment of the ink in the water 
with brushes. However, the 
results were too comparable 
to existing works by other art-
ists. I also missed the organic 
element. An organic design 
language has always suited 
me. With the glasses I get this 
realized well, because the 
round shape is already pre-
determined and the chance 
when working is even better. 
Usually, I first squirt the ink 
onto the paper using a small 
dispenser bottle. This may or 
may not be moistened. On 
the basis of the lines, which 
were created largely random-
ly, spontaneously and quickly, 
I begin my work: mainly with 
glass, then with a broad-bris-
tled brush. My works are cre-
ated within a few minutes. 
That was also one of the rea-
sons why I decided to use this 
technique. In the beginning, 
I painted like the old masters 
– layer by layer. Pictures took 
weeks. That wasn't for me at 
all, I was looking for the spon-
taneous. 

I used to try to recreate organ-
ic shapes. However, the more 
I dealt with Far Eastern phi-
losophy, the "reproduction" 
faded into the background 
and the strokes and organ-
ic structures took on a life of 

their own, an anthropomor-
phic form as an independent 
being or living organism. This 
is also where ideas of Shin-
toism come into play for me: 
everything organic has a soul. 
This is also my personal view 
of things in nature. I also get 
inspired by calligraphy, but 
more subconsciously. The 
aesthetics of a beautiful font 
are very attractive. However, I 
don't copy calligraphic signs, 
my way is that of "giving birth“ 
to signs. Something is finding 
its way out of me. As soon as 
I approach the picture to be 
painted with a ready-made 
idea, it comes to nothing. 
First comes chance, if one can 
speak of coincidence, then 
the conscious. 

After painting almost exclu-
sively monochrome for 11 
years, I sometimes lacked the 
freshness of another color. I 
have already tried a few things 
in this regard, for example by 
setting a red dot. I also color-
ed backgrounds. The result, 
however, was too garish and 
striking for me. However, in 
my eyes, only the black ink al-
lows for the spiritual depth of 
my paintings.

I work for the public relations 
department of the Koblenz 
Hospice Association. I have 
always been interested in dy-
ing and death, both from a 
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Plunato, ink on paper, 50 x 60 cm, 2012
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religious, philosophical and 
artistic point of view. For the 
first time, I have found a pro-
fessional topic that really inter-
ests me, the work is fulfilling 
for me. The more I have to deal 
with dying people, the more I 
ask myself about the meaning 
of my life. What can you look 
back on when you're dying? 
My paintings are my children, 
my legacy to posterity. 

I used to paint every day. A 
good work often required ten 
works that ended up in the 
trash. I already mentioned that 
the thought of the sustainabil-
ity of my art brought me from 
other techniques to ink paint-
ing. However, at some point 
I was quite repelled by the 
enormous paper consump-
tion of my works. I thought a 
painter would only be a paint-
er if he paints regulary. Re-
gardless of losses, I also had 
to succeed in creating "mas-
terpieces". The load was great-
est when I had time off. Often 
everything went wrong and I 
was frustrated. I felt that it was 
the satisfaction of my ego that 
devoured so much material. 
Compared to the "passions" of 
many other people, this con-
sumption may be harmless, 
but it bothered me enormous-
ly, especially since there were 
already so many works avail-
able. Nevertheless, a creative 
person cannot live without 

creating something. So in the 
meantime I started drawing 
again. Many drawings were 
made, the paper waste was 
significantly less than with the 
ink paintings. But these draw-
ings had no soul. They may 
were sophisticated, but lacked 
any form of spirituality for me. 
So my art works only with ink. 
Many people in my personal 
environment can't understand 
that I use to paint always the 
same and always in black ink. 
But I don't mind that anymore. 
The Far Eastern conception 
of art in particular teaches us 
to be frugal and mindful with 
our material. That's what I've 
learned in the meantime - 
even if there are sometimes 
setbacks that lead me back to 
my earlier thoughts and con-
cerns. I know that my work is 
evolving. However, no longer 
to the extent and pace of pre-
vious times. In addition, my 
pictures are not intended to 
serve an idol of their own, but 
to show me the way to a uni-
versal spirituality or to inspire 
me to do so. Maybe one day 
I'll be completely independ-
ent of it. Maybe they serve as a 
catalyst for me. In some of my 
works, I had the impression 
that the Dao was taking its 
course - with me as a medium. 
My journey should continue 
into the non-representation-
al, towards signs or unknown 
symbols with their own soul.
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Envas, ink on paper, 50 x 64 cm, 2014
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The four seasons are often un-
derstood as "stationes" halts 
of the sun in the circular path 
of the year and four periods in 
which the journey of the life-giv-
ing star is divided, marked by 
solstices and equinoxes. In both 
Eastern and Western cultures, 
it has found its form and signif-
icance supported by symbols 
and allegories. As scholar Chen 
Huijie states in Flowers of the 
Orient: The Four Seasons in Chi-
nese Painting from the 10th to 
the 20th Century, “From orchids 
to bamboo, from chrysanthe-
mums to peach blossoms, the 
intention of Chinese painters 
has always been to visually inter-
pret their spirit and, no less, the 
various relationships that intrin-
sically link it to the human soul 
and nature”. We see that West-
ern painting almost follows the 
same line, although it tends to 
present it in a completely differ-
ent way. Throughout the centu-
ries of Western culture, there has 
always been a need to give an 
anthropomorphic form to the 
four seasons, which often took 
on feminine forms. In the Mid-
dle Ages, the first form of icono-
graphic representation of these 

cycles is often associated with 
the zodiac signs and labor. Such 
as the tiles of the master of the 
months of Ferrara that adorn the 
grandiose Porta dei Pellegrini, lo-
cated in the center of the south-
ern side of the Cathedral, or like 
the more famous tiles by Bene-
detto Antelami in the Baptistery 
of Parma. The need to confer an 
anthropomorphic aspect to the 
seasons linked to the months is 
an attempt by Western man to 
facilitate the representation of 
the indefinable and intangible 
nature of time and to be able 
to internalize it and make it his 
own. In an attitude almost close 
to the desire to commune with 
the life cycle of nature, this ex-
pedient just described seeks to 
make nature close to the hu-
man one, or as such in order 
to interpret and understand it, 
and in some cases, it also seeks 
to justify a series of actions and 
habits that are ritually carried 
out by every population.   

    In a good portion of landscape 
and ink painting production, the 
theme of the four seasons never 
takes on an anthropomorphic 
form, but rather animals, plants, 

The theme of the four seasons in the 
landscape painting of Wu Dakai 吴大恺 
and the personifications of the seasons 
in Western production
By; Aurora Vivenzio

Giuseppe Arcimboldo, Four Seasons
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birds symbolically allude to that 
season, which in turn is an alle-
gory of the various phases of hu-
man life, or reflects some qual-
ities and moral virtues. What 
strikes about the attitudes of the 
artists of these great cultures is 
the mode and approach they 
have with the natural entity. In 
Chinese art, it has always been 
considered an autonomous 
subject, endowed with its own 
personality that the Wen Ren-
hua 文人画 must interpret and 
rework to feel in communion 
with nature. In contrast to the 
West, which has always sought 
to make its conflicting, dual part, 
nature, "humanizable," rather 
than interpreting it, it submits 
it to a system of meanings or 
makes it understandable to hu-
man language, bordering on full 
submission. Only in the Baroque 
period will nature assume a sta-
tus of high art, ceasing to exist as 
a subgenre for the petite bour-
geoisie, and assuming a higher 
value until the intimate mani-
festations of Romantic painters 
such as Turner. Although the 
Impressionists, influenced by 
Japanese Ukiyo-e prints, will be-
gin to depict nature, landscape, 
and consequently the four sea-
sons as an autonomous subject, 
they will continue to maintain 
a scientific, observational, re-
search-oriented attitude, rather 
than full integration with the 
phenomenal data of nature.
Even though Van Gogh had at-

tempted to give full autonomy 
to the natural subject in works 
such as Branch of Almond 
Blossoms (1846-1848), Bridge in 
the Rain (1887), and Sunflow-
ers (1888), he had limited him-
self to trying to humanize and 
spiritualize nature through his 
nervous lines. Like the Roman-
tics before him, he implement-
ed one of the precepts contra-
ry to that professed by Shitao 
石涛, in his famous Discourses 
on Painting by the Monk Bitter 
Gourd《苦瓜和尚画语录》 (ear-
ly 18th century, Qing dynasty), 
that is: “distance oneself from 
the dust” (Shitao 2014: 135-139), 
in other words, to emancipate 
oneself from any form of egoic 
attachment and to open up to 
naturalness, in order to grasp, 
through the brush, “awareness 
of the very flow of life, in its giv-
ing itself, [...] in its passing with 
the rhythms not always harmo-
nious of the seasons, of the years 
[...]”. Like him, all Western artists 
oppose their own creative inte-
riority to reality, their own “por-
trait-wanting” (Porträt-wollen), 
crystallizing through allegory 
the constitutive impermanence 
of time. It is not the form of time 
that coagulates in the work re-
vealing its own metaphysical 
essence (Kunst-wollen), but it 
is the absence of form – the dy-
namic “void of permanence” – 
that paradoxically comes to life 
in the immobile sign of painting. 
Affirming that “the great image 
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has no form” (Jullien 2004) thus 
means highlighting how, not 
only in the realm of painting but 
also historically, China has never 
felt the need for a compartmen-
talization of time, but has rather 
sought to “grasp the fundamen-
tal, homogeneous and unitary 
unity of the 'transmission of the 
Way' (daotong 道统)”.That flow of 
spirit that floods existence, the 
qi 气 manifests itself through 
sinuous lines, alternated by now 
clear, now full, now dry, now 
wet strokes, and by bird's-eye 
perspective compositions from 
above to below, remain foreign 
in the seasonal landscape pro-
duction of many Western artists. 
Therefore, perhaps the path of 
personification and iconogra-
phy and symbolism of the four 
seasons might seem the only 
solution to enter into com-
munion with the Dao 道, with 
nature by Westerners. Another 
problem that arises and clearly 
emerges is precisely the way of 
treating this medium in relation 
to nature. Westerners will con-
tinue to see, as we have stated 
previously, painting as a means 
to depict an object more elo-
quently than in reality itself: in 
pictorial representation, as Hans 
Georg Gadamer emphasizes in 
Truth and Method, the depicted 
undergoes “a growth in being, 
an increase of being” by virtue 
of which the original acquires 
'more reality”. Therefore, even 
the depiction of nature is not 

merely a copy of a depicted be-
ing, but neither is it an arbitrary 
sign: the painting rather main-
tains an ontological commun-
ion with what it represents and 
at the same time increases its 
'being' leading to visibility. The 
depicted landscape then ap-
pears ontologically more power-
ful than the 'real' one by virtue 
of its revealing function of the 
subject's essence, its character, 
its personality. “The problem”, 
notes Baudelaire, “is not to copy, 
but to interpret in a simpler and 
brighter language”.

Put in these ontological terms, 
symbolism for Westerners be-
comes the only possible ap-
proach to understanding things, 
as they are simulacra that help 
us understand the real nature 
of things by dressing them in 
clothes or hats that serve to re-
define visible reality. And this is 
what language tries to express. 
For this reason, if for a part of 
landscape painters, it is essential 
to complete the visual meaning 
of a work with poetry and cal-
ligraphy, then for the works of 
Western painters, allegory is its 
direct correspondence. We find 
this operational mode in many 
works of painters between the 
seventeenth and nineteenth 
centuries such as: from the 
portraits of Arcimboldo (1563), 
Circle of Rosalba Carriera, first 
half of the XVIII century, in the 
Four Seasons of Cezanne (1901). 
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Spring, summer, autumn are depicted as female figures. 
Spring is associated with buds and flowers, summer with 
leaves, spikes, fruits, autumn with vines. And winter is as-
sociated with the white of sidereal dawn. A color that is 
also taken up in the representation of landscape paint-
ings by the painter Wu Dakai 吴大恺 in the polyptych of 
the Four Seasons: Spring, Summer, Autumn, Winter《
春夏秋冬四条屏》. Each part depicts a landscape of a dif-
ferent season, portraying the same mountain in four dif-
ferent weather conditions, each of which, starting from 
right to left, is respectively titled with the main and char-
acteristic subjects of the same composition: Flowering 
Trees and Spring Mountains, Shady Caves and Summer 
Springs, Rustic Cottages and Autumn Rivers, Jade Rocks 
and Winter Waterfalls (芳树春山·幽壑夏泉·秋溪逸居·玉
岩飞泉). What emerges, as in many works, are the natu-
ral phenomena that occur: the flowers and vegetation 
are lush, bringing a sense of vitality. The mountains are 
green, the water is clear, and the enveloping white clouds 
give the precise intention, also due to the orientation of 
the composition and spatial and perspective arrange-
ment, of being immersed in this scene, bringing both us 
and the viewer to appreciate the beauty of the natural 
landscape. Subsequently, there is the representation of 
summer, tranquil and serene, using variations of tones 
and the prosperity of the trees to reflect the lush sum-
mer vegetation. Compared to spring, the colors chosen 
for summer are more intense, giving the painting a feel-
ing of fullness, and at the same time, the viewer is envel-
oped in a sense of tranquility. Follows the representation 
of autumn, characterized by the predominant use of red 
tones. The mountains are covered with amaranth-color-
ed leaves, and the sun shines luxuriantly even though 
winter is approaching. The last representation of winter 
focuses mainly on snow-capped mountains. The entire 
painting conveys a sense of quiet, with everything at rest, 
and it almost seems possible to perceive its atmosphere, 
of calm, silence, and contemplation. Human presence is 
reduced to very few houses hidden among the moun-
tains. Each work is dominated by a main color represent-
ing the season: green for spring, blue for summer, red for 
autumn, and white for winter.

Hugh Ramsay, Four Seasons
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With these works, Wu Dakai has 
skillfully utilized his artistic abil-
ities to paint the magnificent 
views of the four seasons in the 
northern region. The contrasts of 
light and shadow are balanced, 
and the skillful use of shades and 
tones in black and white, along 
with the dissipating morning 
mist, creates a balance between 
the real and the imaginary, lead-
ing to a perfect fusion of all the 
elements of nature represented. 
Although this series depicts the 
four seasons, the landscape is 
always full of vitality and auton-
omous life. Even the human fig-
ures scattered throughout the 
painting are represented simply 
but dynamically, with a variety 
of movements and forms that, 
however, serve as a backdrop to 
nature, which remains the main 
subject of the painting without 
any pretense of depicting an-
ything else to the viewer other 
than what appears.
Often, as we were saying, in alle-
gorical representation, the pas-
sage of seasons is narrated, but 
also and always the representa-
tion of the course of life, from 
youth to old age, a condensed 
cycle that aims to represent a 
limited but fundamental time 
in which we exist. Spring has al-
ways been portrayed as young, 
carefree, free, beautiful, naked 
in orange or pink silk attire, cov-
ered in flowers, smiling and sun-
ny in Western painting, while in 
the works of Chinese masters, 

spring is the embodiment of 
youth, with incredible vitality 
representing the beginning of 
everything and expressed with 
the lush green color of vege-
tation, rather than pink; while 
summer is flourishing and im-
mense in its giving itself to the 
world like wheat, a predominant 
color in Western compositions, 
while in Chinese painting, it is 
the crystalline and clear blue of 
the sky and water; autumn man-
ifests with warm, soft colors, of-
ten depicted by grapes and or-
anges, while in Chinese painting 
by the red of the leaves; finally, 
winter has similar chromatic 
traits, leading to the epilogue. 
Its figures are covered, hidden, 
but still plump, smiling in an-
ticipation of their awakening in 
Western depictions. Like Janus, 
the double aspect, dormant 
and latent, is clearly manifested. 
However, few representations 
are associated with landscapes 
in all phases; absolute serenity, 
humanity is noticeable; nature 
itself is not always portrayed, 
and to these figures, for exam-
ple, in the works of the Judstijl 
by Mucha, they are often devoid 
of a natural landscape and are 
immersed in trees whose colors 
denote the season. In Hugh 
Ramsay's polyptych on the Four 
Seasons, 1902, women are por-
trayed against a colorful back-
ground, and in the predella, we 
find the same bucolic landscape 
in four different climatic condi-

tions. Even in these works, it is evident that the Western character of 
painting emerges, namely that it tends to be a sensitive manifesta-
tion of the subjective “essence” of the author and his model, as well 
as a historical monad, i.e., an “integral expression of the religious, 
metaphysical, political, and economic tendencies of an era”. In the 
work of Wu Dakai, on the contrary, it is not the essence that mani-
fests, but the ‘void’ as the author's non-self and, at the same time, 
a cosmic monad, which transposes nature into forms as imperma-
nence, an immense scenario of dynamic processes that transcend 
both the limits of the subject and those of the historical context. 

[Cheng, F., 2016, Vuoto e pieno, Brescia, Morcelliana.

Shitao, 2014, Discorsi sulla pittura del monaco Zucca Amara, edit-
ed by M. Ghilardi, Milano, Jouvence.

Gadamer, H.G., 1983, Verità e metodo, edited by G. Vattimo, Milano, 
Bompiani.

Jullien, F., 2004, La grande immagine non ha forma, edited by M. 
Ghilardi, Costabissara, Angelo Colla]
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"Painting is the great rule of the natural variation of things in 
the world, the essence and beauty of the form and strength of 

mountains and rivers, the continuous process of the force of 
creation, the flow and propagation of the life energy of Yin and 

Yang, through brush and ink one can represent the sky, the 
earth and the ten thousand things and cultivate oneself."

Shi Tao
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The “Way” in Daodejing 
and Shōbōgenzō
By; Hua Zhenzhou

As can be seen from the title, I 
aim to examine e the issue with 
the term Dao 道 or the Way in 
Daodejing [Laozi, The Daode-
jing of Laozi, Transl. Engl. by P. 
J. Ivanhoe, Boston University 
2002.] and Shōbōgenzō [K. Dō-
gen, Shōbōgenzō 正法眼蔵 (The 
Enclosure of the Vision of the 
True Dharma), transl. Eng. by G. 
W. Nishijima and C. Cross, Wis-
dom Books, London 1997.], that 
is, the discussion on the shared 
subject of Daoism and Bud-
dhism, and the analysis of their 
relationship beginning with the 
Dao. As is generally known, the 
texts that the “Buddha” spoke 
contend with the hundreds of 
writings that the Dao dictated. 
But what exactly is the Dao? 
Where is it? How can the well-
known Way difficulties that are 
entangled in these two sectors 
be resolved?
  The Dao could be translated 
as Way, in addition to being in 
a verbal sense, the “moving”, 
it is the “process”, but it is also 
the “proceeding”. The Chinese 
character for the Dao 道, which 
is sometimes referred to as the 
Way, is composed of two parts, 
the foot 辶, and the human head 
首: this relates to a “human walk-
ing”, it also means “to speak” or 
“to say”; for this reason, it also 

has a rich meaning. Just as it 
said in Shuōwén Jiězì 説文解字 
[Shuōwén Jiězì is a Chinese dic-
tionary compiled by Xu Shen 
during the Eastern Han (25-206 
CE).]: «Suŏ Xíng Dào Yě cóng 
chuò cóng shŏu 所行道也从辵从
首», which means that the Dao 
is compost of walk and head. As 
a result, we can understand the 
relationship between the con-
cept of Way (which if it could 
be traversed, practiced entire-
ly, or accomplished, would not 
be the true Way, the authentic 
Way). However, we cannot just 
focus on the semantic aspect; 
we also need to think about it 
more deeply.
Daoism is the native religion 
of China, as is evident, where-
as Buddhism a foreign religion 
from India, comes as a younger 
brother of Daoism. However, the 
stream quickly became strong-
er, and with it, Buddhism’s inde-
pendence from the local religion 
was established. It is possible to 
say that the absence of a defi-
nition is the primary aspect of 
Chinese religion. Such a trait 
has been necessary since an-
cient times. The Dao cannot be 
defined by a conception. It can 
only be continuously learned in 
all its varied facets and multiple 
aspects endlessly. Everyone’s 
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perspective on the Dao is valid, 
both readers and thinkers. 
French Léon Wieger’s transla-
tion of this idea is “Principle”. 
The first opening line of Daode-
jing, in which Laozi’s most well-
known testimony: “Dào Kě Dào 
Fēi Cháng Dào 道可道, 非常道.” 
to “The constant principle is not 
the principle that can be stated.” 
[Lao-tzu, Les Pères du Système 
Taoȉste (The Fathers of Daoism), 
Transl.it. by L. Wieger, Luni Edi-
trice, Milan 1994, p. 21.] Further-
more, Wieger explains the Dao 

in the synthesis of comments, 
where this phrase is interpret-
ed as a state in which there was 
not yet a sensible being. When 
we human beings experience 
something, it means that this 
thing stimulates us, which im-
plies that we can only perceive 
sensitive things. 
According to Lao Zi, the Dao is 
unspeakable and unmentiona-
ble, making it impossible to be 
known. I find this to be admira-
ble, yet the Dao cannot be re-
garded as a mere state spiritual. 

The transformation of many as-
pects must, nevertheless, be the 
core of this. This essence had 
the yin 阴, or concentration, and 
the yang 陽, or expansion, im-
manent qualities. Contrary to 
popular belief, the Dao itself is 
neither moving nor keeping si-
lent. For instance, just because 
the color of the leaf changes 
from green to yellow in autumn 
does not mean the green itself 
has changed, rather, it just sig-
nifies that the leaves’ color has 
changed. To clarify the notion of 
Daoism, we can also analyze the 
dialectical relationship between 
the two polarities (yin and yang) 
through the image of Bagua 
八卦, in which the black part 
and the white part transform 
into each other. The cycle is the 
place where the movement oc-

curs. This movement in Chinese 
is called Bianhua 變化. The Dao 
is such a place that is both out-
side and beneath the transfor-
mation.  
It is worth noting that Michel-
angelo Pistoletto, the renowned 
Italian artist, also created a sym-
bol that represents the contrast 
between two opposite polari-
ties. This symbol is called “The 
Formula of Creation” and it dif-
fers from the infinite mathe-
matical symbol. In this system, 
the central circle is formed as a 
result of the other two elements 
that are in opposition. Pistoletto 
defines his concept as the “Third 
Paradise”: “By the Third Paradise 
we mean the third stage of hu-
manity, in which the first para-
dise, the natural one, and the 
second paradise, the artificial 
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one, merge to proceed towards 
the regeneration of civil soci-
ety.” [M. Pistoletto, La formula 
della creazione (The Formula of 
Creation), Cittadellarte Edizioni, 
Biella 2022, p. 313.] Thanks to the 
third paradise, the two polari-
ties can find a state of balance. 
The root of his thought original-
ly derives from traditional West-
ern Ontology, the so-called third 
paradise plays the role of foun-
dation that supports collisions. 
For Laozi, the Dao has never 
been generated, it is thorough-
ly one original form, everything 
is, in a way, the Dao itself. Ergo, 
in the Daoism non exists such a 
third element, all of them are a 
unity.
Therefore, in Bianhua, the Dao is 
not merely a concept like that of 
the “Third Paradise”, The process 
of change moves from one con-
dition to another it indicates the 
relationship between mobility 
and immobility, it could be also 
described as the “continuity of 
discontinuity”. 
The relationship between yin 
and yang is also set; however, 
it does not exclude changes in 
ownership from developing. In 
a mathematical sense, yin and 
yang can be viewed as 0 and 
1, which are not only the basic 
modes of things but also perme-
ate all phenomena and mani-
festations. Like a piece of paper 
having a forehead and reverse 
that are in contrast but insep-
arable, there is a visible aspect 

and an invisible aspect present 
here. Another illustration is the 
body of a young lady, which is 
the yin for a young man’s body 
while also being the yang for an 
old man’s body; consequently, 
the two features are not clearly 
defined, but each aspect has a 
plurality of forces or a variety of 
forces. Because yin and yang co-
exist simultaneously and for the 
same purpose in the system of 
yin-yang which is not a system 
of two dualistic objects in which 
there is, it would be appropri-
ate to see this system as one 
of indeterminacy, represent-
ing a relationship of transfor-
mation. The so-called principle 
between them is at the same 
time transcendent and imma-
nent of the universe, the Dao is 
unnameable, and ineffable, de-
spite this, it is always present in 
everything. It goes far beyond 
being a “principle” in the sense 
of the philosophy of ancient 
Greece, for which there exists 
one principle that never chang-
es. According to Daodejing: “Dào 
Shēng Yī, Yī Shēng Èr, Èr Shēng 
Sān, Sān Shēng Wàn Wù. 道生
一, 一生二, 二生三, 三生万物.” 
[Laozi, The Daodejing of Laozi, 
Transl. Engl. by P. J. Ivanhoe, Bos-
ton University 2002, Cap. XLII, p. 
45. In this chapter, Laozi dedi-
cates to show his cosmological 
view. ] This means that the Way 
produces the One. The One pro-
duces two, two produces three, 
and three produces the myri-
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ad creatures. Although the Dao 
may produce the One, it is the 
form original of the One itself. It 
has the potential to be One, and 
it can then fragment this unity, 
and divide it. Because the One 
is behind the Oneness of the in-
numerable beings, or in other 
words, for Laozi, it must be the 
absolute of the absolute and no 
exists an aspect contractional in 
the Dao or the True Way in this 
sense. However, it doesn’t mean 
that the Dao produces or gives 
birth to another thing, accord-
ing to the Ancient Chinese phi-
losopher, the One corresponds 
to Dao, it is just another form of 
Dao, the Everything is formed 
but lacks any kind of support, so, 
the absence of definition consti-
tutes the whole world itself, and 
everything emerges from which 
it is, therefore, the Dao is active 
and dynamic. This quality ena-
bles Buddhism and Daoism to 
converge.  
Let’s examine the growth of 
Buddhism in China, from the 
second half of the Tang dynasty 
to the eleventh century, Confu-
cianism and Daoism worked in 
tandem to prepare for the great 
Song dynasty Renaissance (960-
1279). Together, they continue to 
criticize Buddhism. In a certain 
sense, it was the end of tradition-
al Buddhism’s peak in China. 
However, a Buddhist-inspired 
response has been planned for 
a while. A new current that op-
posed grandeur, ceremonies, 

and parasitism, a new currency 
called for a return to simplici-
ty, pure intuition, and Ziran 自
然 [nature]. Is the Chan 襌 (in 
Japanese Zen), which departs 
from the Great Vehicle’s scho-
lasticism and draws from Dao-
ist mysticism for its explosion of 
ideas, verbless instruction, and 
spontaneity. During this time, 
the famous Buddhist master Dō-
gen (1200-1253) arrived in China 
in 1223 and left for Japan in 1227. 
Meditating Chan, a conducive 
environment for contemplation 
of the True Way in the sense of 
Buddhism, said in Shōbōgenzō: 

The Buddha-way, at the time 
of the first establishment of 
the will, is the Buddha-way; 
and at the time of realization 
of the right state of truth, it is 
the Buddha-way. The begin-
ning, the middle, and the end 
are each the Buddha-way. It is 
like someone walking one thou-
sand miles: the first step is one 
in a thousand miles. Though the 
first step and the thousandth 
step are different, the thousand 
miles are the same. [K. Dōgen, 
Shōbōgenzō 正法眼蔵 (The En-
closure of the Vision of the True 
Dharma]), transl. Eng. by G. W. 
Nishijima and C. Cross, Wisdom 
Books, London 1997, III, p. 55.]

The aforementioned Way serves 
as a metaphor for a life’s jour-
ney. The relationship between 
universality and particularity 
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is practically discussed by the 
Buddhist master in this para-
graph. Both are the questions 
as the essentials of the practice 
experience. On the one hand, in 
the usual sense, a step typically 
consists of a part of the whole 
travel because there is a particu-
lar step compared to the entire 
path; therefore, it is absurd to 
say that a part includes the en-
tire path. On the other hand, 
the view of Buddhism differs 
from what ordinary men think:  
The entire path is not simply 
the sum of all juxtaposed steps; 
rather, each step has the end al-
ready involved, and every detail 
is identified with the entirety of 
the path as well as the end. A 
step as such becomes inclusive 
of every specific step and be-
comes universal. A step, howev-
er, remains unchanged; only the 
experience has made its “sim-
plicity” richer. In this sense, a 
single step includes a thousand 
miles, just as a thousand steps 
include the entire travel might 
be said. Nirvāna [This a Bud-
dhist terminology that means 
freedom from suffering.] or en-
lightenment can be thought of 
as the culmination of the Zen 
Buddhist path; in fact, it is just as 
much the aim as the Way itself. 
The Way, then, is the act of walk-
ing itself, not a path to follow 
nor a person who is walking. We 
must live and forget happiness 
if we want to achieve real happi-
ness, forget the goal of the jour-

ney, and arrive at it, just like the 
attitude of life. Chan or Zen has 
generally accepted the Daoist 
concept of Way or Dao, whereas 
it is incorrect to assert that the 
two Ways are identical in every 
aspect. 
As we’ve seen, Dōgen’s Bud-
dhist Zen thought, in particu-
lar, is very much like a religious 
doctrine that emerges from the 
actual or real historical world, 
enhancing men’s inner lived ex-
perience and progressing to the 
point of “self-awareness”, which 
becomes thoroughly commu-
nicable with this actual or real 
world. In other words, according 
to Dōgen, the evolution of one’s 
experience of life and so-called 
self-awareness increases one’s 
capacity for understanding and 
the state spiritual [R. Ōhashi, 
Zen e filosofia, «Simplegadi», 
10, XXVI, Padova 2005, p. 126.]. 
His goal is not the explanation 
of the real world but the attain-
ment of a pure state of mind in 
which all explanations become 
superfluous [R. Raud, “Place” 
and “being-time”: Spatiotem-
poral Concepts in the Thought 
of Nishida Kitarō and Dōgen Ki-
gen, «Philosophy East and West 
», University of Hawaii Press, 54, I, 
2004, p. 33.]. It is not what Laozi 
had in mind, in contrast to the 
Buddhist Zen of Dōgen, the Way 
in sense Daoist in its original 
form begins in daily life or the 
real world and moves toward 
the universal, immersing itself 

everywhere, and reduces in daily life, whereas the only “constant 
principle” is the transformation. It is possible to think of the Way of 
Experience and the True Way (Dao) itself as having a paradoxical re-
lationship – “continuity and discontinuity”. 
In the final analysis, the word Dao which is used very frequently in 
Daodejing has two senses:  one is a concept absolute that goes be-
yond experience, and the other one is the practical world itself, we 
cannot recognize it concretely, but we need also to practice and ex-
perience it. In other words, the Dao is as transcendent as immanent, 
the explanation dialectical for the world where we live is necessary 
for Daoism and, consequently, the original theory of Daoism could 
not be merely considered as a production of religion. Although Dao-
ism and Buddhism have reached their full potential in two distinct 
ways, however, no distance cannot be overcome. We may say that 
Buddhism allows the Daoist Way’s flower to bloom while enhancing 
its beauty.

Hua Zhenzhou is a Ph.D. candidate in Philosophy at the University of Pad-
ua, with a research project that involves the meeting between Western 
and Far Eastern philosophy beginning with Nishidian thought about the 
field of aesthetics. course
In 2011, he graduated with honors from the University of Art of Nanjing. 
Degree thesis with excellence, with an art project entitled “COLD”, part 
of the permanent collection of the Institute of Art of Nanjing. In 2015, he 
graduated from the Academy of Fine Arts in Rome. He developed a quin-
quennial experience in teaching Figurative Arts, Drawing and Painting, 
and Theory of Art in secondary school. 
His research can be broken down into four sections: traditional Far 
Eastern aesthetics (Buddhism, Daoism, and Confucianism), particu-
larly that of China and Japan; Nishida Kitarō’s formation; the study 
and critique of Nishida’s aesthetics-related ideas; the philosophical 
contrast between Nishida and Merleau-Ponty.
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"What is called the highest level, is one which 
grasps the spirit of things. All paintings must 

possess the resonance of the spirit to be consid-
ered treasures of time. Otherwise, even if they 

are done with skill and ingenuity, they are noth-
ing more than commercial objects. It is called 

painting, but it is not."

Guo Ruoxu
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There are books that you search for all 
your life and hope to hold in your hands 
one day.
By; René Böll

The color book Pigments - Dyes 
- Pigment Analyses of Paintings 
- Color Stories is one of them for 
me. Stefan Muntwyler (painter, 
color researcher), Juraj Lipscher 
(chemist, specialist for pigment 
analyses) and Hanspeter Sch-
neider (graphic artist, book de-
signer, specialist for printing) 
are the ideal team to compile 
such a book. It takes such en-
thusiasts - and a team of co-au-
thors - to produce such a work. 
One notices the book grateful-
ly that with the production of 
the texts, the Color spreads, the 
extensive chemical analyses, 
with sentence, pressure(!) and 
organization humans with de-
votion worked. Especially also 
very elaborate 18 color printing, 
makes the tremendously dif-
ferentiated reproduction of the 
pigments possible. This is ex-
plained very well in the book. As 
a reward for these years of work, 
a so to speak com-pendent work 
on pigments has been created, 
which ideally complements the 
numerous painting technique 
books and books such as Vikto-
ria Finlay's The Secret of Colors 
- A Cultural History or Marga-
rete Brun's The Riddle of Color: 
Matter and Myth and the many 
painting technique books (Do-

erner, Wehlte and others). This 
quality of illustrations can only 
be achieved by a book. As impor-
tant as the Internet has become, 
this is where the indispensable 
quality of a book, an incompa-
rable reference work with, in ad-
dition, exciting color stories and 
analyses, becomes apparent.
The team of authors turns to 
the materiality of color, they col-
lect everything about pigments 
and dyes that an artist should 
know in order to know about 
his material. In this completely 
redesigned and revised, greatly 
expanded edition, (almost) all 
the pigments on paint strokes 
that are realized in printmaking 
excellence are presented. Cer-
tainly, for the artist, the search 
for the 'perfect' palette is an un-
fulfillable endeavor. On its basis, 
every painting artist can com-
pose his own palette, which has 
none of the superfluous color 
mixtures presented on the color 
cards of many paint manufac-
turers, which, as it is so beautiful-
ly said in one of my color books 
from the beginning of the 20th 
century, are made for the 'lazy' 
painter. Only pure, unblended 
pigments are presented in this 
book.
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Color - this publication once 
again makes impressively clear 
- is material and immaterial at 
the same time. Regardless of 
whether one approaches it as a 
physically tangible object or as 
a phenomenon that cannot be 
fixed by any scientific category, 
one pole always refers to the op-
posite pole. Color is already 'by 
nature' never only material, but 
also never without materiality. 
Our perception and experience 
of color spans what for the phys-
icist is a component of light, for 
the physiologist is a sensation 
that reaches the brain through 
the eye, and there, as color infor-
mation transformed into color 
sensation, is perceived and felt 
by us as a certain color, and for 
the psychologist is the object 
of its direct effect on us. Colors 
may therefore be the object of 
scientific investigation as well 
as the occasion for philosophi-
cal reflection - in all fields they 
elude the attempt of their 'final' 
definition.
Nevertheless, an intensive ex-
amination of the phenome-
non of color as such is rather 
left to chance. This may be due, 
among other things, to the fact 
that dealing with and occupy-
ing oneself with colors requires 
a great deal of patience and 
perseverance. Very small details 
are often decisive for the forma-
tion and training of attention 
for the differentiated language 
of colors, such as the hint: "A 

very interesting effect can be 
achieved if a varnish-like spinel 
black tempera coating is over-
laid with halogen or phthalo-
cyanine blue. The optical effect 
obtained corresponds to an ex-
tremely dark, in no way repre-
sentable, almost metallic shim-
mering black" or -The variable, 
richly colored composition of 
the umbers causes something 
else. Since they unite almost all 
colors in themselves, they can 
harmonize with all surround-
ing colors as a complementa-
ry color. (...) Today's widespread 
umbers are mostly mixed from 
iron oxide yellow and iron oxide 
black. If no further pigments are 
subsequently added, they lack 
the characteristic green, red and 
violet content of natural um-
bers, which makes them a real 
wall-lighting artist (...) It is also 
these little hints that make the 
book so valuable for the expert. 
Here someone shares his years 
of experience and makes the 
work easier for us painters. Also 
the newest pigments like Vant-
ablack and YInMn-Blue and the 
chemical formula of all colors - 
important for the practitioner to 
be able to estimate among oth-
er things different drying times 
- are explained. Also great are 
the colors that can be found at 
St. Gotthard, with such beautiful 
names as Murmelibaubraun. An 
example to look for colors even 
in similar places.
This and hundreds of other hints 
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enable me as an artist to get to 
know the material once again 
in a hitherto unknown depth, 
as an example only the more 
than a dozen green earths list-
ed here and the many black 
pigments. Also great are the 42 
core blacks and charcoals that 
Muntwyler has worked out and 
also tells us how to make them 
ourselves.
In order to be able to 'demon-
strate' this - in the literal sense 
of the word - the technical 
printing reproduction quality 
and the graphic design of the 
color proofs produced by Stefan 
Muntwyler in years of work are 
of decisive importance. This has 
been achieved in an outstand-
ing and impressive manner. The 
book was printed in 18 colors, 
which was the only way to rep-
resent the colors appropriately.
Very important are the pig-
ment analyses: from the Grotte 
Chauvet about 35,000 years 
ago, through the Egyptians, who 
produced the first pigments ar-
tificially, to modern artists, the 
pigments used are explained. 
It also becomes clear which 
colors that were available, they 
did not use: e.g. the cave paint-
ers, whose paintings are certain-
ly among the best works of art 
in the world, did not use green 
earth. But they took, as it is 
known from the Australian Abo-
rigines, long journeys to find the 
best ocher or even to exchange 
it for other objects. They knew 

very well which materials were 
the best for their purposes. I of-
ten stand in front of a painting 
and wonder which pigments 
the painter might have used. 
Many of these questions are an-
swered here.
It is astonishing that, for exam-
ple, Hokusai and Constable al-
ready used Berlin blue, a color 
that van Gogh also used a lot. It 
is clear that many artists tried to 
use or at least experiment with 
the most modern pigments 
available at the time. Turner, for 
example, used not only the rel-
atively new cobalt blue men-
tioned here, but also baryte 
yellow, chromium oxihydrate 
green, synthetic cinnabar, and 
chrome yellow and red. Some of 
these pigments appear on Turn-
er's palette just a few years after 
their discovery. It is also very in-
teresting to see how Muntwyler 
made the paint strokes, to see 
how much care is needed.
Exciting color stories are told, e.g. 
about true purple, the queen of 
colors, or about carmine made 
from lice blood or about indigo 
(the color of blue jeans). And last 
but not least, the etymology of 
the word color is reported.
The search for the material nev-
er ends, there are always new 
pigments that enrich. I myself 
had the good fortune to visit 
Muntwyler in his studio, which is 
more like a laboratory, to enjoy 
his hospitality and to exchange 
ideas with him for half a day, 
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and to see colors that I had never seen in the original - like the real 
purple, which costs almost 2,500 € per gram!
It is a special merit of Muntwyler/Lipscher/Schneider to present the 
colors in their individual appearance, in their unmistakable charac-
teristics, without resorting to questionable psychologizing terms.
For me, it is therefore easy to understand when Muntwyler de-
scribes how he was searching for a certain blue of the Apulian sky 
and could not mix it with any of the conventional blue pigments 
and finally came across manganese blue: "My persistent search had 
finally been rewarded and, moreover, I had learned that there are 
pigments which cannot be replaced by anything. I felt the same 
way about a vermilion that I saw in an Italian painting of the 15th 
or 16th century; only when I managed to purchase a small remnant 
of genuine, natural Italian vermilion from Dirk Weber in Bonn did I 
manage to match the red tone exactly.
There are many theories about colors. For example, about how to 
mix all colors from the three basic colors yellow, magenta and cyan 
+ white and black. However, anyone who tries to mix a tone such 
as dark ultramarine blue or heliogenic green will immediately no-
tice how nonsensical these theories are. Muntwyler takes the exact 
opposite view and puts it to the test in practice: "Ever since I got to 
know manganese blue, I have been convinced that the following 
applies to all pigments: What I don't have, I can't mix. Mixtures are at 
best approximations, usable and less usable. And again and again, 
when I come across pigments, dyes or old formulas that I don't 
know, it's like uncovering little secrets. Finds surprise and delight 
me." Mixtures always lead to cloudiness. If one wants to use pure, 
strong colors, knowledge of many different pigments is of crucial 
importance. Muntwyler's pigment book imparts it.
It takes countless hours of work - this is what the authors of this 
book have done - to realize such a book - for this we present paint-
ers must be grateful.
But this book is not only an absolute must for the artist, but also for 
art scholars, who can get to know here almost all colors that have 
been used since cave painting, natural and artificially produced, or-
ganic and inorganic, also colors that were used for fabric dyeing. 
The colors of the "Old Masters" are also presented in detail. One can 
see very well what rich spectrum they united in themselves. As an 
example, Gummi Gutti (Gam-boge), which in its original differenti-
ated colorfulness has nothing to do with today's new Gummi Gutti, 
but has a much duller, more complex tone.
I would have liked this book as a beginner much trouble and de-
tours would have been saved and it is worth its price ten times over.
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"When there are ten thousand books in your mind, 
and your eyes are filled with the wonders of the 
past and the horse-drawn carriage has left its 
tracks halfway around the world, you may start 
using the brush."

Zhao Xihu
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Qiu Ying 仇英 in Dong Qichang's Eyes and 
the Situation of Late Ming 
Landscape Paintings in "Qiu Ying 
colophon 仇英款" works
By; Naoto Marukawa

In the middle and late Ming Dynasty, 
the vast majority of green mountain 
and water paintings came from the 
hands of professional painters who 
were mainly folk painters. For profes-
sional painters, painting was purely a 
means of earning a living. Perhaps due 
to the pride of the literati, the topic of 
literati painters selling their paintings 
was rarely seen. However, by the end 
of the Ming Dynasty, literati painters 
also began to exchange their works for 
money or goods in a very high-profile 
manner. Among them, the relation-
ship between Dong Qichang's paint-
ings and calligraphy and money trans-
actions has been recorded, and it is 
said that when a customer ordered a 
painting, the higher the price was, the 
more attentive the painting would be. 
[管庭芬《芷湘笔乘》卷第一 引自：[日]
澤田雅弘《潤例の発生と展開》，《書学
書道史研究》（东京），1997年第7期，
第23页。]Then, in fact, Dong Qichang 
and other literati often sold paint-
ings themselves, and often produced 

Dong Qichang 董其昌 is celebrated in 
the history of Chinese painting as one 
of its most important painters, and the 
theories he formulated on the North-
ern and Southern schools 南北宗, as 
well as on literati painting, have never 
ceased to exert profound influence. 
Because he extolled the merits of 
brush-and-ink, and due to his claiming 
that: “the two Li’s, father and son, of the 
Northern school, painted landscapes in 
colours […] Wang Mojie of the Southern 
school began to paint in light washes”, 
[北宗则李思训父子着色山水 […] 南宗则王
摩诘始用渲淡] almost all previously con-
ducted research has focused on ink 
and wash painting. In this concept, the 
contrast between professional paint-
ers and literati painters is very sharp, 
and the "Northern painters" who spe-
cialize in painting green mountain and 
water painting 青绿山水画  become the 
object of underestimation. However, 
Dong Qichang did also paint a certain 
number of blue-and-green imbued 
mountain and water paintings.

   1

green mountain and water paintings 
that favored the Northern School. This 
kind of tendency is a state where the 
elegant and the vulgar are mixed to-
gether. Dong Qichang created the 
North-South theory in order to break 
out of this situation. But the problem is 
that today's understanding of Chinese 
painting and Northern Sect painting is 
often stuck in Dong Qichang's criticism 
of Qiu Ying 仇英. Dong Qichang was 
born a few years after Qiu Ying's death, 
and his theories were not established 
until a few decades later. Therefore it 
is still unclear what the entire range of 
"Qiuying-type" works and their evalua-
tion was at the time of Dong Qichang's 
activity in the late Mind Dynasty.

The most frequently cited artist of the 
Northern School in Dong Qichang's 
treatise on painting is Qiu Ying, who 
was the only professional painter 
among the four Wumen painters 吴
门四家  during the Ming dynasty [Four 
Famous Ming Painters: Shen Zhou 沈
周, Wen Zhengming 文征明, Tang Yin 
唐寅 and Qiu Ying]. Although the ex-
act dates of his birth and death are 
not clear, it is certain that he was the 
youngest of the four painters, active 
from about 1494 to 1552. [单国霖《仇
英生平活动考》，《吴门画派研究》，北
京：紫禁城出版社，1993年，第219-227
页。] In his early years, he studied un-

der Zhou Chen 周臣, and his level of 
copying Tang and Song paintings has 
been described as "copying the paint-
ings of the Tang and Song masters, all 
of which are able to depict the real 
thing." ["摹唐宋人画，皆能奪真。”] In his 
later years, he was sheltered by great 
collectors such as Chen Guan 陈官, 
Zhou Fenglai 周凤来 and Xiang Yuanbi-
an 项元汴, and had the opportunity to 
directly copy ancient paintings. It can 
be said that although he was a profes-
sional painter, he had the opportunity 
to study in a superior environment. In 
his early years, Dong Qichang was of-
ten at Xiang Yuanbian's home to view 
his collection, and should have seen 
Qiu Ying's fine works. After the late 
Ming, Dong Qichang's most frequent 
reference to professional painters was 
naturally Qiu Ying, and here he most 
clearly expressed his opinion of paint-
ers. In addition, it is worth noting that 
the late Ming and early Qing dynasties, 
a large number of folk circulation of 
green landscape of fake paintings "Su-
zhou fakes 苏州片" often have "Qiu Ying 
colophon 仇英款". In this paper, the au-
thor tries to analyze Dong Qichang's 
view of Qiu Ying and the actual state 
of the "Northern Zong" mountain and 
water paintings commonly found on 
the market in the late Ming Dynasty 
through the comparison of Qiu Ying's 
paintings and Qiu Ying's Suzhou fakes.
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1. Dong Qichang's Criticism of Qiu 
Ying and Qiu Ying's Paintings

In Dong Qichang's evaluation of Qiu 
Ying, although most of them are crit-
ical, but occasionally leave a higher 
evaluation, not a comprehensive nega-
tion of it.

"Qiu Ying copied Zhao Boju Guangwu 
crossing the river, keen on Li Gonglin 
Danqi Jianlu and Chen Juzhong Wen 
Ji's return to Han, ancient and elegant, 
colorful and beautiful flavour, among 
the modern masters he is the first." 
[“右仇实父临赵伯驹《光武渡河图》，衷
于李伯时《单骑见虏》与陈居中《文姬归
汉》二图之间，位置古雅，设色妍丽，为
近代高手第一。”董其昌：《容台集》，
杭州：西泠印社出版社，2012年，第705
页。]

This is Dong Qichang inscription on 
Qiu Ying copy of Zhao Boju Guang-
wu crossing the river picture. In order 
to praise may also contain some ele-
ments of exaggeration, but said "an-
cient and elegant, colorful and beauti-
ful" and "among the modern masters is 
the first", can be said to be a very high 
evaluation. In addition to this there are:

"Qiu Ying's Penglai Immortal Painting. 
Learning from Li Zhaodao's method of 
Immortal Mountain Painting. Qiu Ying 
considered himself to be in Zhao Bo-
ju's legacy. Inscribed by Dong Qichang. 
Qiu Ying is the successor of Zhao Boju. 
Shen Zhou and Wen Zhengming were 
also not in his painting style. Inscribed 
again by Dong Qichang." [“仇十洲蓬莱
仙弈乃冷谦本。谦学小李将军所谓心死方
得神活仙家之秘藏也。仇实父以赵伯驹为
之自当速肖。董玄宰题。仇实父是赵伯驹
后身。即文沈亦未尽其法。玄宰又题。”
卞永誉《式古堂书画汇考》画卷二十七，
《中国书画全书》第十册，卢辅圣主编，
上海：上海书画出版社,2009年，第193
页。]

"Song Zhao Qianli's Taoyuan Painting , 
which was previously seen at Tang Yin. 
Later Wu Taixue bought this painting. 
When I saw it before, I was really im-
pressed. When I saw it before, I was re-
ally touched. Now I look at Qiu Ying's 
copy, and the painting is really fine. 
Although Wen Zhengming was also a 
fine painter, he could not surpass him." 
[“宋赵千里设色《桃园图卷》，昔在唐寅
见之都下，后为新都吴太学所购，余无十
五城之偿，惟有心艳。及观此仇英临本，
精工之极，真千里后身，虽文太史悉力为
之，未必能胜”董其昌：《容台集》，杭
州：西泠印社出版社，2012年，第698
页。]

Dong Qichang often mentioned Zhao 
Boju, to comment on Qiu Ying, and 
praised its "exquisite work". He even 
thought that Shen Zhou and Wen 
Zhengming were not as good as Qiu 
Ying's "exquisite workmanship". In 
these inscriptions, Dong Qichang ex-
plicitly praised Qiu Ying's "exquisite 
workmanship". Interestingly, his crit-
icism of Qiu Ying also focuses on his 
"fine workmanship".

"In the school ofLi Zhaodao, there was 
Zhao Boju and Zhao Bosu who painted 
with great delicacy and elegance. The 
later imitators of the school were only 
similar in form, but not in elegance. In 
the Yuan Dynasty, for example, there 
were Ding Yufu and Qian Shunju. Five 
hundred years later, there was Qiu 
Ying. He used to be very familiar with 
Wen Zhengming, so Qiu Ying's reputa-
tion was great. However, after Qiu Ying 
painted, his ears also began to lose 
their hearing, and his painting style 
was very painful. After learning to paint 
for fifty years, I realized that his paint-
ing method could not be learned. In 
Zen terms, it is like taking a long pain-
ful training. It is not like Dong Yuan, Ju 
Ran, Mi Fu, etc., who realized the path 
to Buddhahood in a flash." [“李昭道一
派，为赵伯驹、伯骕，精工之极，又有士
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气。后人仿之者，得其工不得其雅。若元
之丁野夫、钱舜举是已。盖五百年而有仇
实父，在昔文太史亟相推服，太史于此一
家画不能不逊，仇氏故非以赏誉增价也。
实父作画时，耳不闻鼓吹骈阗之声，如隔
壁钗钏戒顾，其术亦近苦矣。行年五十。
方知此一派画，殊不可习。譬之禅定，积
劫方成菩萨，非如董、巨、米三家，可一
超直入如来地也。”董其昌：《画禅室随
笔》，杭州：浙江人民美术出版社，2016
年，第65页。]

"The way of painting, the universe is lo-
cated on the hand of the painter. There 

is nothing but vitality in front of their 
eyes, so they tend to live longer. Paint-
ing carefully being a servant of the cre-
ationresult in a loss of life and will stop 
the vitality. Huang Zijiu, Shen Shitian, 
Wen Zhengzhong, became old; Qiu 
Ying had a short life, Zhao Wuxing died 
when was more than sixty, although 
Qiu and Zhao are different character, 
but both are use to practice, not to 
painting for for pleasure. Since Huang 
Gongwang began to open the door to 
painting, he has been enjoying him-

self." “画之道，所谓宇宙在乎手者。眼
前无非生机，故其人往往多寿。至如刻画
细谨，为造物役者，乃能损寿。盖无生机
也。黄子久、沈石田、文徵仲，皆大耋；
仇英短命，赵吴兴止六十余，仇与赵虽品
格不同，皆习者之流，非以画为寄，以画
为乐者也。寄乐于画，自黄公望始开此门
庭耳。”[Ivi.，第66页。]

Dong Qichang said that although 
Zhao Boju had a "scholarly spirit", his 
imitators did not have "elegance" but 
only "craft", which was a loss of life. 

That is, "both are use to practice, not 
to painting for for pleasure". He be-
lieved that Qiu Ying, as a professional 
painter, could not paint purely for his 
own pleasure, but inevitably painted 
for his livelihood. Here, Dong's opinion 
of Qiu Ying's "fine workmanship" has 
changed to a low opinion of "meticu-
lous painting".

From the above comments, it can be 
seen that Dong Qichang was high-
ly concerned about Qiu Ying's "fine 
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workmanship", sometimes praising 
and sometimes criticizing, saying that 
it was not necessary to learn. So, what 
are the characteristics of Qiu Ying's 
green mountain and water paintings 
as pointed out by Dong Qichang. Dong 
Qichang mentioned in the inscription 
of Zhou Jin Tang 《昼锦堂图》 (fig.1), 
emphasizing that the coloring of Gar-
den for Solitary Enjoyment 《独乐园
图》 (fig.2) copied by Qiu Ying was 
"not what I used to practice". Because 
there is no inscription, it is not clear 
whether Dong Qichang saw it direct-
ly. Qiu Ying's Garden for Solitary En-
joyment, currently in the collection of 
the Cleveland Museum of Art in the 
United States, is a long scroll depicting 
the main scenes mentioned by Sima 
Guang 司马光 in his account of Garden 
for Solitary Enjoyment. Sima Guang's 
solitude recurs throughout the picture, 
reflecting his interest in "solitude". On 
the right side of the picture, there are 
nine calligraphic works written by Wen 
Zhengming: Sima Guang's Record of 
the Garden of Solitary Joy, seven in-
scriptions of the Garden of Solitary Joy, 
and Su Shi's poem Sima Junshi's Gar-
den of Solitary Joy,  and other poems, 
which is a combination of calligraphy 
and painting. On the back there are 
also the colophons of Xiang Yuanbi-

an's grandson, Xiang Yukui 项禹揆, and 
Sun Jianai 孙家鼐, among others. The 
painting is a large blue-green moun-
tain and water painitng with a low de-
gree of overall coloring, and the over-
all feel of the stone green is relatively 
light. Each scene is carefully depicted, 
with the figures, bamboo groves, flow-
ers, plants, and animals all outlined in 
very fine ink lines and then colored. 
Each small object is differentiated by 
a variety of colors, and even the cover 
of a small book placed in the room is 
also differentiated. The light stone-
green color is evenly applied several 
times, making the handwriting almost 
invisible. This is the exact opposite of 
Dong Qichang's Day Jin Tang, and it 
shows great skill in coloring. The style 
of the painting is clearly derived from 
Song dynasty courtyard paintings, and 
the degree of refinement has even sur-
passed the prototypes of the Tang and 
Song paintings it imitates.

Qiu Ying's masterpiece, Spring Dawn 
in the Han Palace 《汉宫春晓图》 (now 
in the National Palace Museum, Taipei, 
Fig. 3), which has been confirmed as 
a reliable masterpiece, is also similar, 
displaying very delicate brushwork 
and colors. At the end of the painting 
there is Xiang Yuanbian's handwritten 

ink inscription, which reads, "The de-
scendants will be protected forever, 
and it is worth two hundred pieces of 
gold," as well as inscriptions and post-
scripts by Wang Shou 王守, Wu Yi 吴
奕, and Li Rihua 李日华, among others. 
Through their exchanges, it is also pos-
sible to speculate that Dong Qichang 
may have seen the painting. The Jap-
anese scholar Tsukamoto Maromitsu 
塚本麿充 pointed out that the painting 
can also be seen gold clay and pig-
ment mixing, or the back of the color 
application and other more special-
ized techniques, perhaps also be influ-
enced by the Dao Lian Tu 《捣练图》
(Fig.4) a painting belonging to the cat-
egory of Song dynasty fine brushwork 
heavy color 工笔重设色 figure painting. 
[[日]塚本麿充《北宋的彩色の成立とその
伝承》，《東洋日本美術史と現場》，日
本埼玉：竹林舍2012年，第120页。]
In addition, the exchanges between 
Qiu Ying and the literati of the Wu 
school 吴门 are also well known. Dong 
Qichang also said, "In the past, Wen 
Zhengming wes very much admired.  
His work as a painter cannot be inferior 
to Qiu's paintings, so the price was in-
crased due to appreciation" The artist 
said, "the price was incrased due to ap-
preciation." This can be understood as 
their friendship. Qiu Ying's experience 

of exchanges with Wen Zhengming 
and his successors also triggered a cer-
tain blend of literati painting style and 
professional painting style. It can be 
seen that Qiu Ying also painted land-
scapes with pavilions in the style of the 
Wumen literati.

With regard to the results of Qiu Ying's 
exchange with the literati painters, 
Noriko Miyazaki 宫崎法子 and Misako 
Sugai 須貝美紗貴, in one of the few dat-
ed works by Qiu Ying, citing the Cloudy 
River Pavilion of Immortality 《云溪仙
馆图》 (now in the National Palace Mu-
seum, Taipei, Fig. 5) and the Pavilion 
of the Immortal Mountain 《仙山楼阁
图》 (now in the National Palace Mu-
seum, Taipei, Fig. 6) as examples, point 
out that Qiu Ying was influenced by 
Wen Zhengming in terms of his col-
oring. [[日]宫崎法子，須貝美紗貴《「云
溪仙馆图」「仙山楼阁图」から見る仇英
の山水画風の展開》，《実践女子大学美
術史学》（东京）2014年第3期，第27-28
页。] The study points out that Qiu 
Ying's early works were dominated by 
representations of the human figure, 
and that the proportion of landscapes 
began to increase in later years. By the 
time of Cloudy River Pavilion of Im-
mortality  and Pavilion of the Immor-
tal Mountain, Qiu Ying had already 
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realized the absorption and applica-
tion of Wen Zhengming's blue-green 
mountain and water painting. It is 
worth noting that both of these works 
are painted on paper, which is differ-
ent from the common silk works of 
Qiu Ying. It is not difficult to sense that 
the coloring style reflects the sense of 
simplicity and elegance advocated by 
Wen Zhengming. On the basis of the 
ochre base, multiple applications of 
very light stone green and stone green 
are applied, employing very subtle lay-
ers of color tones. As Qiu Ying was not 
a skilled calligrapher, the lower-case 
version of the Fugue of the Immortal 
Mountains 《仙山赋》 on both works 
was written by Lu Shidao 陆师道, a lit-
erati scholar of the Literary School. 
Dong Qichang's Record of the Garden 
of Solitude 《独乐园记》 or Yueyang 
Tower 《岳阳楼图》 may also be a land-
scape of pavilions in this literati style 
of painting. Although the colors have 
become lighter, the painting style of 
the figures, pavilions, and beasts in the 
landscape, whether it is Cloudy River 
Pavilion of Immortality  or the Pavilion 
of the Immortal Mountain, are very 
fine works. Whether it is the courtyard 
院体 style of painting or the Wu literati 
style of painting in green and color, it 
is still the kind of painting method of 
piling up work and showing off skills 
that is contrary to the "truthfulness" 真
率 pursued by Dong Qichang. This kind 
of production process is clear painting 
method is actually better to imitate, 
and Qiu Ying was still alive when al-
ready famous, so in the period of Dong 
Qichang was active, a large number 
of "Qiu Ying colophon" fake paintings 
have appeared on the market.

2 The Wanli 万历 "Qiu Ying colophon" 
and the "Suzhou fakes"

Starting around the late Ming Dynas-
ty, certain painters in the Suzhou area 
began to produce a large number of 

forgeries, which were later called "Su-
zhou fakes 苏州片". Art historians have 
been focusing on this subject for the 
past 20 years, and in 2018 the National 
Palace Museum in Taipei held an exhi-
bition titled "Forgeries - Suzhou fakes 
of the 16th-18th Centuries and Their In-
fluence".
The term "Suzhou fakes" was originally 
used among Chinese antique dealers. 
Its production area was concentrated 
in Shangtang, Huqiu, Taohuowu, and 
Zhuanzhu Lane in Suzhou. In addition, 
the "Suzhou fakes" is not very specif-
ic time distinction, but the Japanese 
scholar Itakura Masaaki 板倉聖哲 in the 
"Wanli Youshou compilation" found 
such an article, wrote:

"There are a lot of fake antique items. 
Especially the Suzhou area is very 
bad, all the literati sell fake works 
to make money. Zhang Fengyi  and 
Wang Xideng they lived their lives that 
way."“古董自来多赝，而吴中尤甚，文士
皆糊口。近日前辈，修洁莫如张伯起，然
亦不免向此中生活。至王伯榖则全以此作
计然策矣。”沈德符《万历野获编》卷二
十六，杨万里校点，上海：上海古籍出版
社，2012年，第552页。]

Zhang Fengyi 张凤翼 (1527-1613), Wang 
Xideng 王樨登 (1535-1612) from the 
middle of the Jiajing period to the ear-
ly Wanli period produced many fake 
paintings. Of course, the fake paint-
ings they produced are not considered 
representative of Suzhou fakes, but 
only part of the large number of fake 
paintings produced in Suzhou. In ad-
dition, Itakura points out that the Su-
zhou fakes painted by the Ningbo art-
ist Zhao Zhe 赵浙 in the fifth year of the 
Wanli reign were already in circulation 
in Beijing only twenty years later. This 
means that "Suzhou fakes" were ac-
tually circulating in many parts of the 
country at a very rapid rate. [[日]板倉
聖哲：《蘇州片と「倭寇図巻」「抗寇図
巻」》，《東京大学史料編纂室紀要》
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（东京）2015年第3期，第118页。]

The so-called "Suzhou fakes" are differ-
ent from previous fakes. For one thing, 
they were produced in large quantities 
by a group of people at the same time. 
Secondly, these works were produced 
purely for the purpose of forgery. Its 
means are mostly tampering with the 
author's identification of the name, in-
scription, stamps and painting treks, 
and the use of fake collection stamps, 
claiming that the painting is owned 

by a famous collector, as well as other 
means. The imitation object was both 
ancient and modern famous painters. 
The name of the forgeries are most-
ly Li Sixun or Li Zhaodao in the Tang 
Dynasty, Zhao Boju or Zhao Bojiao in 
the Song Dynasty, Zhao Mengfu in the 
Yuan Dynasty, Shen Zhou and Wen 
Zhengming as well as Qiu Ying in the 
Ming Dynasty, etc. By the time of the 
Wanli period, the fake paintings of the 
Four Painter of the Wumen had also 
become common.

The Ming and Qing people left such re-
cords in the literature:

"There are many such small paintings 
in Suzhou. I used to collect a lot of 
them, but most of them were fakes." “
吴中此等杂小图最多，余旧时亦有数本，
但多系伪笔”孙鑛《书画拔践》卷三，《
景印文渊阁四库全书》第816册，台湾：台
湾商务印书馆，1986年，第107页。]

“There used to be a lot of fake paintings 
in the Suzhou market. They were very 

good at deceiving people. They said 
they were fake from hundreds of years 
ago. I heard about the blue and green 
mountain and water paintings on silk 
made people hate them.” “自前明吴中
市估即多，摹仿以欺人为能事，迄今数百
年伪迹日伙，绢本青绿山水尤令人闻而生
厌。”崇彝《选学斋书画寓目记》卷上，
《历代书画录续编》第 17册，王燕来选
编，北京：国家图书馆出版社，2010年，
第303页。]
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Fake paintings in large numbers, the 
quality also varies. Part of the high-qual-
ity forgeries are even later mistaken for 
the real thing, and even some of the 
collection of the Qing government, 
and some circulated in Japan that are 
regarded as a treasure. These works, as 
well as functioning as reproductions, 
also spread the fame of some artistis. 
[[日]板倉聖哲：《蘇州片と「倭寇図巻」
「抗寇図巻」》，《東京大学史料編纂室
紀要》（东京）2015年第3期，第118页。]
In Li Rihua Wei Shui Xuan records 《味
水轩日记》 there are sporadic accounts 
of fake paintings by Qiu Ying, although 
Li Rihua believes that there may also 
be Suzhou pieces mixed in with the 
authentic works. In the same period 
Dong Qichang also agreed, he noted 
in Qiu Ying After the Red Cliff Fugue 《
又后赤壁赋》: "Qiu Ying's paintings can 
be regarded as a wonderful works in 
this century [...] Nowadays, there are so 
many fake works in Suzhou that I can't 
stand it." “仇实父在本朝当为妙品第一
[...]今吴门多赝本，当以此稱量，无令前
人受屈。”董其昌《董其昌著述跋辑佚》
，《董其昌全集》卷八，严文儒主编，上
海：上海书画出版社2013年，第371页。]

Of course, these fake paintings are nat-
urally not as good as the real ones.

"His work is like a miracle. Those who 
imitate him can only imitate the mod-
eling, but not the spirit of the painting. 
I have seen at least 10 of his works. The 
compositions, figures, trees and rocks 
are fake. " “仇实父英画法神妙，临摹者纵
能规其形似，要难得其骨髓也。予所见《
仙山楼阁》《汉宫春晓》《山庄避暑》等
图，不下十余幅。其位置亭台楼馆，点缀
人物树石，不过画工伎俩，一望而知其伪
矣。”朱逢泰《卧游随录》，《中国书画
全书》第十册，卢辅圣主编，上海：上海
书画出版社,1994年，第965页。]

“The smoke and clouds of the moun-
tain form and the modeling of the pa-
vilion and the expression of the figures 

are all well expressed. The brushwork 
completely surpasses the level of other 
provisional or fake paintings.”，“溪山
出没，亭台向背，人物瞻顾，皆有神情，
笔意非专诸港临摹赝本能及”孙星衍《平
津馆鉴藏书画记》，《历代书画录续编》
第17册，王燕来选编，北京：国家图书馆
出版社，2010年，第84-85页。]

From these comments, it can be seen 
that the imitations of Qiu Ying's paint-
ings that appeared in the Suzhou were 
only "similar in form", but did not have 
the "marrow" or "manner" that Qiu 
Ying possessed.
The style of the Jiucheng Palace Scroll 
《九成宫图》 (now in the Osaka Munic-
ipal Museum of Art, Fig.7), which is a 
Suzhou fake "Qiuying colophon" work, 
is clearly typical of Suzhou-fakes blue 
and green mountain and water paint-
ing. This painiting, which is thought 
to have been made between the late 
16th and 17th centuries, has the collec-
tion seal of Yang Sisheng 杨思圣. If the 
seal at the top of the scroll, "Zhang Shi 
Mao Xian  张氏懋贤" is that of Zhang 
MaoXien, a 16th-century literati, it can 
be traced to at least the late Ming and 
early Qing dynasties. [[日]大和文華館：
《特別展蘇州の見る夢》，奈良：天理時
報社，2015年，第208页。] 

This picture depicts the Jiucheng Pal-
ace, the palace of Emperor Taizong of 
the Tang Dynasty. The height of the 
picture is only 31.8 centimeters, but 
the representation is extremely deli-
cate. The roof of the palace, the inte-
rior layout, the stone steps and other 
details of the decorations are all very 
finely drawn, and even the expressions 
of the characters in each point of view 
can be clearly seen. It can be said that 
this work should be one of the best 
quality Suzhou pieces. Mineral ma-
terials such as stone green and stone 
blue are brightly colored and are used 
in large quantities in the picture. It can 
be seen that a great deal of labor and 
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material resources were expended on 
this work. The problem with this work, 
however, is that the trees and stones in 
the depiction of the landscape scene 
are painted in an overly stereotypical 
and taut style, and the lines are not 
soft enough and are very stiff. The fo-
liage and outgoing branches are also 
barely layered and very flat.
In the market of late Ming paintings, 
works as flat and overly technical as 
the Suzhou fakes style should be rec-
ognized as images of Qiu Ying's paint-
ing style. Among the surviving works of 
Qiu Ying, it is rare to find green land-
scape paintings in the style of Cloudy 
River Pavilion of Immortality  and 
Pavilion of the Immortal Mountain, 
which were influenced by the literati 
of the Wu school.

Dong Qichang in his early years vis-
ited the Xiang Yuanbian's collection, 
Xiang Yuanbian was one of the main 
collectors of Qiu Ying, for this rea-
son Dong Qichang should have seen 
many authentic Qiu Ying paintings. 
so the Painting Zen Room Essays 《
画禅室随笔》 and other documents 
should be more reliable. However, the 
key problem lies in the Suzhou paint-
ing scene itself, which was filled with 
a large number of fake paintings. As 
far as Dong Qichang's criticism of Qiu 
Ying is concerned, it can be said to be 
more moderate. However, most of the 
professional painters of the late Ming 
were too "craftman" and all of Dong 
Qichang's criticism of Qiu Ying was in 
line with the characteristics of Suzhou 
painting. It can be said that this style 
of painting is the real situation of the 
late Ming professional painters' blue-
green mountain and water painting. It 

is also a typical example of the "North-
ern School" style of painting criticized 
by Dong Qichang.
  As mentioned above, this paper starts 
from a comparative discussion of Dong 
Yuan's, Huang Gongwang's and Qiu 
Ying's paintings of Duluo yuan tu or 
Yueyang lu, as written in the inscrip-
tions of Dong Qichang's Di jin tang tu 
《昼锦堂图》, and centers on Qiu Ying's 
Duluo yuan tu and a few paintings of 
pavilions and landscapes, which are 
now in existence. In the hands of Qiu 
Ying's patron, Xiang Yuanbian, Dong 
Qichang most likely witnessed such 
exquisite works as Spring Dawn in the 
Han Palace 《汉宫春晓图》, as well as a 
class of paintings such as Pavilions on 
Immortal Mountains, which embod-
ied an eclecticism with the literati of 
the Wu school, and thus he may have 
sensed a grasp of the characteristics 
of professional paintings, and perhaps 

saw the possibility of integrating lite-
rati paintings with professional paint-
ings. A close reading of Dong Qichang's 
words reveals that his assessment of 
Qiu Ying was not entirely negative, but 
sometimes simply favorable to his level 
of craftsmanship.
In later years, a large number of Qiu 
Ying's "Suzhou fakes," which were of 
poor quality and only "look-alike," were 
in circulation. Even the higher-quality 
Suzhou fakes of the Jucheng Palace 
Scroll are bland repetitions of paint-
ings in terms of green landscape tech-
nique, and I am afraid that the low-
er-quality paintings that populate the 
streets are even more dismal. Such for-
geries and Qiu Ying's authentic paint-
ings formed a state of jade mixed with 
stone for a while, which led to the re-
sult that numerous literati criticized 
professional painters as a whole.
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