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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

believe that commmunication 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, ourgoal 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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OUR APPROACH SN SENN ) g
FROM THE FIGURE OF THE CHINESE INTELLECTUAL ARTIST (WENREN HUA) TO CONTEMPORANEITY. b/ P

DURING THE EIGHTH CENTURY CHINA, A NEW FIGURE OF AN INTELLECTUAL ARTIST WAS BORN: THIS FIGURE WOULD bECOME TOPIﬂ \ ;

CAL IN THE CHINESE CULTURAL PANORAMA AND MAKE ITS WAY TO THE PRESENT DAY. > o a7

WENREN HUA . A\ i, 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 T.HE INTELLECTUAL ¥ B

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 ) NATURE AS. TWO ELEMENTS THAT ARE PART OF THE SAME
SYSTEM: IN THESE TERMS, IN ORDER TO PRESERVE HUMAN LIFE, NA]'URAL EXISTENCE MUST ALSO BE PROTECTED OR ELSE WE WOULD
GO TOWARDS THE DECAY OF BOTH. ‘ '
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MANIFESTO
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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
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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 L 7K #&*“

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.
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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.

SHANSHUI

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




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 : “Wh O disc usses

is that of ecology, in fact this hyper capitalist Village has

massacred the world we live and does not seem to want pain ting in te rmS
to take steps back. Many have already set in motion to O f fo rm II ken ess’

counter this destructive madness, but there is no contest.

In the Village there has recently been talk of environmental h GS the
aesthetics that lashes out against anthropocentrism to unders tan din

concert on environmental beauties, therefore going against 3
one, the axioms of western aesthetics since ancient Greece, O f a C h II
against that conception that sees man as the superior

creature and dominant in the ecumene. This new point Su Dong po
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 %1% (5th century

BCE), a commentary on Yi Jing %%, wrote that “the greatest : » .

virtue of heaven and earth is life” (Rithz KiEE4E), 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

Painting and especially draw-
ing has always been my pas-
sion. Even as a child, | 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, | painted almost ex-
clusively figuratively. | special-
ized in portrait painting and
copied portraits of the Old
Masters, especially Velazquez.
At that time | was already
working mainly monochrome
in pencil and grey chalk. Since
2011 | have focused exclusively
on ink. Since black has always
been my preferred colorin the
artistic process, | 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, | often
think of X-rays when looking
at my works.

As my painting technique
became more and more sim-
plified, | quickly came to the
Japanese conception of art
and thus to the aesthetic con-

cept of wabi-sabi. [The Japa-
nese terms wabi £ and sabi
# 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 %
i) stands for the symbiosis of
both principles.] | have read
many works on Japanese art
philosophy. | think Tadao
Ando % I came up with
a sentence that was mean-
ingful to me: "Reduce, reduce
further and further without
losing poetry". The book Pas-
sagere 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 | agree in many
ways with Daoism, | see my-
self more as an individual in
search of his own artistic ex-
pression. But I'm working on
myself. | also read a lot about
Chan (jap. Zen). | also med-
itate sometimes. However,
Chan seems too harsh and
strict to me. | prefer Europe-

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




Siri, ink and red paint on paper, 50 x 64 cm, 2016

an philosophers like Eckhart
von Horchheim or the Stoics. |
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 |
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 | entered into
with the ink. Whenever | 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 | am
not financially dependent on
the sale of the paintings, | for-
tunately do not have to adapt
to the Western understand-
ing of art for variety and new
forms of expression. | prefer
to stick with Tanizaki Jun'ichi-
ro &% JH—HB: "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. Gotz,
Franz Kline or Hans Hartung
come to mind - their work
was certainly a role model
for me. With the ink | 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, | 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, | 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. | al-
ways use glasses with a wide,
rounded rim. | only use a
specific watercolor paper. |
experimented a lot here in
advance. Originally, | 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. | 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. | also missed the organic
element. An organic design
language has always suited
me. With the glasses | get this
realized well, because the
round shape is already pre-
determined and the chance
when working is even better.
Usually, | 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,
| 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 | decided to use this
technique. In the beginning,
| 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.

| used to try to recreate organ-
ic shapes. However, the more
| 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. | also get
inspired by calligraphy, but
more subconsciously. The
aesthetics of a beautiful font
are very attractive. However, |
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
| 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, | sometimes lacked the
freshness of another color. |
have already tried a few things
in this regard, for example by
setting a red dot. | 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.

| work for the public relations
department of the Koblenz
Hospice Association. | 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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Saint, ink and red paint on paper, 50 x 64 cm, 2017

religious, philosophical and
artistic point of view. For the
first time, | have found a pro-
fessional topic that really inter-
ests me, the work is fulfilling
for me. The more | have to deal
with dying people, the more |
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.

| used to paint every day. A
good work often required ten
works that ended up in the
trash. | 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
| was quite repelled by the
enormous paper consump-
tion of my works. | thought a
painter would only be a paint-
er if he paints regulary. Re-
gardless of losses, | also had
to succeed in creating "mas-
terpieces". The load was great-
est when | had time off. Often
everything went wrong and |
was frustrated. | 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 | 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 | use to paint always the
same and always in black ink.
But | 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. | 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, | 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.




Envas, ink on paper, 50 x 64 cm, 2014
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The theme of the four seasons in the
landscape painting of Wu Dakai = K18
and the personifications of the seasons
in Western production

By: Aurora Vivenzio

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,

SHANSHUI

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 X A\H 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
fi¥%, in his famous Discourses
on Painting by the Monk Bitter
Gourd (& /MAIHEIER)  (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” (Portrat-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

Cezanne, Spring, 314 x 97 cm, 1860-61

Cezanne, Summer, 314 x 109 cm, 1860-61
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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 & 4;)". That flow of
spirit that floods existence, the
qgi <. 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 Mmight seem the only
solution to enter into com-
munion with the Dao &, 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-
qguently 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 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 = K12 in the polyptych of
the Four Seasons: Spring, Summer, Autumn, Winter
HFEMAVU45) . 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 (5# &1l « lAEE IR « BIRRE « K
A KIR). 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 tranquiility. 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-

SHANSHUI

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, Verita 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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Alphonse Mucha, Judstijl
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The “Way"” in Daodejing

and Shobogenzo

By; Hua Zhenzhou

As can be seen from the title, |
aim to examine e the issue with
the term Dao J& or the Way in
Daodejing [Laozi, The Daode-
jing of Laozi, Transl. Engl. by P.
J. Ilvanhoe, Boston University
2002.] and Shobogenzo [K. Do-
gen, Shobogenzo 1EEHRE (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 &, which
is sometimes referred to as the
Way, is composed of two parts,
the foot i_, and the human head
H: 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 Shuéwén Jiézi #i i+
[Shuoweén Jiézi is a Chinese dic-
tionary compiled by Xu Shen
during the Eastern Han (25-206
CE)]: «<Sud6 Xing Dao Yé coéng
chud cong shoéu FrfTiE M Z M
B » 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 Daocism. 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

SHANSHUI
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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: “Dao Ké Dao
Féi Chang Dao iEmiE, dFHiE”
to “The constant principle is not
the principle that can be stated.”
[Lao-tzu, Les Peéeres du Systéme
Taoiste (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. | find this to be admira-
ble, yet the Dao cannot be re-
garded as a mere state spiritual.

SHANSHUI

Michelangelo Pistoletto, Third Paradise

The transformation of many as-
pects must, nevertheless, be the
core of this. This essence had
the yin [H, or concentration, and
the yang [%, 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
J\EN, 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 %#{t. 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: “Dao
Shéng Vi, Yi Shéng Er, Er Shéng
San, San Shéng Wan Wu. &4
—, —A=, A= =AW
[Laozi, The Daodejing of Laozi,
Transl. Engl. by P. J. lIvanhoe, 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-

SHANSHUI

Zhang Lu 3k, Laoziriding a buffalo (% T%FE)




(X M gd 1By uoow ayi BUiyd31oMm Ja3sby Usz usbog

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 H
%% [nature]. Is the Chan # (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 Do-
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 Shobogenzo:

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. Dogen,
Shébégenzé 1EiEHRE (The En-
closure of the Vision of the True
Dharma]), transl. Eng. by G. W.
Nishijima and C. Cross, Wisdom
Books, London 1997, lll, 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. Nirvana [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, Dogen’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 Dogen, the evolution of one’s
experience of life and so-called
self-awareness increases one’s
capacity for understanding and
the state spiritual [R. Ohashi,
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 Kitard and Dogen Ki-
gen, «Philosophy East and West
», University of Hawaii Press, 54, |,
2004, p. 33.]. It is not what Laozi
had in mind, in contrast to the
Buddhist Zen of Dogen, the Way
in sense Daoist in its original
form begins in daily life or the
real world and moves toward
the universal, immersing itself
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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-
guennial 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, Daocism, and Confucianism), particu-
larly that of China and Japan; Nishida Kitard's formation; the study
and critique of Nishida’'s aesthetics-related ideas; the philosophical
contrast between Nishida and Merleau-Ponty.
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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 Béll

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. Asimpor-
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.

- 19 Farbgeschichten,.
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Hanspeter Schneider

Juraj Lipschelr .
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Minerallen |
Zinnober

Zinnober, Cinnabarit. Bergzinnobar, Markur-
blende, Chinesischrot

Zinnober ist Quecksilbar{l 1}sulfid mit der
Formel Hgs, Zinnober ist praktsch nicht in
Wasser I8slich und istsomit eine derganz
wenlgen unglfuigen Quecksilberverbindungen.
Zinnober wurde bereits in der Antike als
rotes Figment eingesewzt, Man findet es auf
vielen andenen YWandmalereien ausverehrist-
lichar Zait bei Hebriarn und Assyrarn, In
Ching war finnaberrot die kostbare Farbe des
Kaisers.

Dle historisch bedeutendsten Vorkammen
Eurcpas liegen in der spanischen Provinz

La Mancha, wo seitrémischer Zeit in derStadt
Almadén Zinnober abgebaut wird. lmWer-
gieich dazu istder berdhmte [talienische
Zinnober vorn Mante Amiata in der Toskana
etwasweaniger feurig, Weitere wichtige
Lagerstitten sindin Slowenien, in der Ukraine
und in Usbekistan, Bekannt fr ihre herver
ragenden Qualititen an Zinnober sind die
vielan Vorkamman Chinas.

Das navirlich varkommende Mineral wird ge-
mahlen und goreinigt. Das Pigmont wird
aberauch durch Reaktion ven Schwefel mit
Quecksilbersynthetisch hergestellt. Dis
industrialle Produkticn begann in der zweiten
Hilfte des 18. Jahrhunderts.
Esistimmerwiader beschrieben warden.
dais ZinnoberMalichichten bei Feuchtig keit
mitunter ausschwarzen, in schwarzen Meta-

zinnober umschlagan, Altan Meistarnwar
dieser Umstand bekannt. Sie haben aus dieser
Erfahrung ibre Zinncbarschidhten mit Firniz-
schichten geschinze, e Kerngrisse hat balm
Zinnoberginen grossen Einfluss auf den Fark-
ten, $o kinnen aus dem gleichen Rohma-
terial Variationen zwischen hell und dunkel,
zwischen leuchtend brillant und pastall
artig mant erzielt werder. Die ganz fein gedieb-
ten, pudrig mahligen Sortan argeben die
hellsten, ins Rotarange changierenden Farb-
téna, grébare Sorton louchten in einem
thefen Dunkelrot. Ble Farbvbne von echtem
Zinnocber laszen sich mit konventionellen
Farkrmitteln nkcht nachmischen, Zinnober lst
die feurigste aller roten Farben.

Derak Jarman, britischer Maler und Filme-
macher, schrieb in se¢inem ketzten Lebensjahr,
wan AIDS geschwdc bt und erblindet. vom
Spitalbett aus einwunderbanres Buch dber
Farben aChramas, Er sagt: «Die Kénigin des
Rots st Zinnober. Keine Farbe ist so territo-
rial, Rotsteckt sain Revierab. ist auf dar Hut
gegendiber dem Spektiurm. Maler verwenden
Rotwie ain Gewirz.s 1

Unabhanglg voneinander assezilerten Arnold
Schénberg undWassily Kandintky diese Farbe
mitderm Klang ven Fanfaren,

Das Pigment kann dunklerwerden unter
Einflussvon Licht. ist jedoch stabil gegen Sau-
reen und Basen.

Mustersaite

Zinnober
CI 77766 (PR 106}

chinedlichas Zinnober
Im Gverschiledenean Koerngrissen

w20

Zur Kormnfeinhait

Grundsdtzlich kann gesagtwerden: Jedas
Pigment hat beziglich der maximalen Intonsi-
tatselnes Farbeons elne ideale Korngrésse,
Eing pudrig fein ausgesicbte Erde ist immer
haller und weniger farbintensiv als die Varian-
ten mit gréberem Korn. BeiZinnober it das
nicht der Fall, Bei minaralischen Pigmentan
lohntes sich oft auch, Fraktionen auszusieben,
die auf dia fainsten Pigmantanteile verzich-
1en! Figmente ohne feinpudrige Antealle be-
stachan oft durch sinen kriiftigeran Farbton,
Das Belsplel auf der gegendberilzgendan
Seite ist ungewShnlich. Die foinsten Aussiebun-
genvon Zinnober (20 W bls 25 p)zelgen elnen
leuchtenden intensiven Rotton, Je gréber das
Eorn, umso braunstichiger und zugleich
dunklerwird der FarbtonvonZinnoker. E3 B
nicht jedem 5tein anzusehen, was an Farbig-
keiten in ihm stecke

Zudem kann gesagtwerden; je gréber das
Figment, desto schwieriger die malerische Ver-
arbeitung dasto unbequemer das Streichen,
Grobkérniges Material ist handwerklich an-
spruchsvallar @ ldsst sich nicht mahr so
geschmeldlg strelchen wihe aln felnes Plgment.
die Materie am Pinzel ist sandig, griesig,
widerborstip, Synthetkcher Zinnober lst fark-
krhftiger als die natiriche Variante. Zinnober,
weelcher aus der Lésung als unldslichar Nie-
derschlag enisteht, zeigt die kriftigste Farbe,
da er am feinsten verteilt ist.

I0-I5p

@

50-63p

B3-100p

=100 p
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Jahannes Vermesr, Madchen mit fotem Hut, 1665
DerHut it mi 2 inneberund slneam schwarzen
Plgment ausgeiihre B1e daroberliegends Lasur
bastaht aus Krapplack,
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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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Hansagelb

CI TPy 3

Hamsagelb 106, Swdlogels

Hansagelb gehortzur Gruppe dor
Maonoazoplgmente,

Das Pigmentwurde 1909 von Hermann
Wagner in Deutschland entdeckt und kam
bereits 1910 auf den Markt Im Laufe des

0. Jahrhundertswurden die giftigen, blei-
haltigen Figmente Chromgelb und Cheam-
arange aus den gingigen Farbsortimenten
ausgeschieden und durch die Menoazopig-
mente ersetzt,

Dhas Pigment zeichnet sich aus durch gute
Stabilitit und Lichtechtheit und hat ein mitt-
leres Deckyvermbgen.

Hanzagelbwar sines der ersten synthetischen
organischen Pigmente, welche kommerziell
grfolgreich wurden und bis heute noch qing
gewisse Bedeutung besitzen. Die Verwendung
indar Malerai geht atwa auf das Jahr 1925
zurick.

wee 7
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Permanentgelb hell

CI3980 (PY 151)

Permanentgelb hell Benzimidalozongelb
Permanentgelt gehdrtzu den

Monoaz oplgmenten.

Dras Figment ist seit 1971 kommerziell
erhdtilich.

Permanentgelt hell hat gute Werte bezig-
lich seiner Lichtechtheit und Stabkilitat,
Exwird abervon Alkalien angegriffen.
Parmanentgelb izt in der Malerai ain ada-
quater Ersate f0r das giftige Kobaligels
{Auraalind und auch fiir den entsprechenden
Cadmiumgelbton.
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Permanentgelb mittel

CH 11781 {PY 154)

Pemmanentgelt mittel Benzimbdalozongell 154
Permanentgelb mittel gehdrt ebanfalls zu
den Monoezoplgmenten und st chemlsch dem
Fermanentgelb hell sehr Ghnlich.

Dias Figmentwurde erstrmals in der Mitte der
siebziger Jahre verwendet.

Permanemtgelb mittel welst einen leicht
ritlichereén Ton als Permanentgelb hell awf.
Dias Pigment ist stabil und sehrlichtecht.

Dag Pigment wird eingesetztzur Herstellung
waon Farben filr die Autemohbilindustrie und
zur Einfirbung ven Kunsistoffen. In der Male-
rai ersetzt es den entsprechenden Farbton
des giftigen Cadmiumgelb.
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Isoindolinongelb

€1 561600 (FY 173)

lseindolinongelb, Sandaringelb
lscindalinongelb gehirt zur Gruppe der
Isgindolinonplgmente.

Das Figment wurde bereits um 1940 ent-
wickelt ist aber erstseit densachziger
Jahren dés 20, Jahrhunderts auf dem Markt
arhitlich,

lssindalinongelb weist eine etwas matte
gelbgriine Farba auf, hat sine susgezeichnate
Stabilithit und besticht durch 2ein hohes
Firbevermbgen.

Dt Pigment istvielfiltig einsetzbarzur
Herstallung von Autolacken, als Farbe fir
GebBludeanstriche, 2ur Herstellung ven
Drucktinten, vor allem aber zur Einfirbung
von Kunststeffen.
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Brillantgelb

Cl 11747 (FY Td)

Brillantgelb, Damargelb

Brillantgelb gehdrt zur Gruppe der
Menoazoplgmente

Das Figment kam im Verlauf des 20. Jahr:
hunderts als Walterentwicklung der ersten
Azopigmente auf den Marke.

Brillantgelb ist eines der besten und wich-
tigsten Figmente seiner Gruppe wd wird bei-
spialsweise zur Harstellungvaon hochguali-
tativen Druckerzeugnitsenverwendat Dig
Lichtechtheit ist sehr gut, Sowohl das Declover-
miigen als auch das Firbevermégen von Bril-
lartgelb sind auffallend hoch, Die chemische
Stabilititist ebenials guy

Brillantg e lb spiekt inewichtige Rolle beider

Herstellung von Farben e die Druckindustrie.

In dar Malgrei hat es wagen seiner Brillanz
das gesundheitssehbdliche und darum nicht
mehr hargestellte Chromgelb arsetzt, Es
wird I Farbenlehren als Primbrfarbe Gelb zur
Mischung von Farbnuancen i ngesetzt.
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Pyramidengelb

16342

Pyramidengelb, Anthrapyrimidingel b
Pyramidengelb gehort zur Gruppe dor
Amtrachinonplgmente.

Dras Pigmentwurde im Jahre 15935 patentiert.
Der Farbion von Pyramidengelb ist etwas
matt und rétlich. Es ist ausserordintlich licht-
echtundwetterfest.

Pyramidengelbwird vor allem bei der Herseel-
lung von Autclacken und Druckfarbanver
wendet. In der Malerei wurde das Pigment als
Ersatz fir Indischgalb wnd auch Gummi Gutti
vargeschlagen.
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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 35000 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. | 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 colorstoriesare 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. | 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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2 Thesphatan 51, 3 Pl st JAITS. 4 Rahns 29105, 190

§ Bamtordrtemarhi 2008, 5.70-74,

Bloiweiss historisch

Kremserwaiss

Tuschen und Tinten

Ostasiatische Tusche, ein ganz besonders Material

Chinesische Tusche
fldssig

Chinesische Tusche
Stangen
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Farberwaid
Indigo

CITETEO (NB 1)

‘Wald, Firberwald, Indigo. Der Name Indlge
stammt wam lateinischen sindicumes, was
sindisdn bedeutet oder waus Indlen kommends.
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Firberwaid. fatis tinctoris, eurapaischer
Inddige, gehdrtzur Familie der Kreuzbialer-
gewadchse, Indischer Indigo wurde aws dar
astinditchen Indigepflanze, ndigefera
tinctoria, aus der Familie der Hillsenfrichtlar
EAOME .

‘Waid ist die einzige europdische Firberpflanze
iir Blaufdrbungen. Erwurde in vielen Gegen-
dan Eurapas kultiviert: in Thiringen, in dar
Provenceund [m Elsass, inSpanien, in lwalken
umnd in England. Es gibt weltw eit mehrens
Indigo-flanzen, mit denen Blaufdrbungen
ausgefihrt werden kEnnen: in Indien, China,
Afrika, 50d-und Mittelamerika. Indlscher
Indige liefert. verglichen mit dem curopaischen
Firberwald, die 30-fache Farbstof frnenge.
Dver britische Maler David Colbes schreibt in
seinem lesenswrerten Buch « Farbpigmenta -
50 Farben und ihre Geschichtes Erstaunliches:
«lim sich den rémischen Leglenaren ent-
gegenzustellen, firbten sich die damaligen
Briten ganz mit dem Waid einund sollen

10 angeblich sogar Julius CHsar inAngstund
Schracken versatzt habenas'

Bereits im Jakr 795 liess Karl der Grasse in
seinan Meizraien Farberwaid anbawen. im
Mitelalter war es diewichtigste Fiarberpflanze
lberhaupt.

1392 konrte Erfurt, wowadhrend 400 lahren
der grésste Waidmarkt Mittelouropas statt-
fand, dank dessen Erldsen eine Universitat mit
vier Fakultiven grinden. In der Bldtezeit
des Waldan baus lebren bn Thiringen dber 300
Driérfervem Export.

Drerek Jarman: «Die Einflihrung von Indigo
rach Europa |9ste Bestiraung aws. Die Ver:
wendung von indischem Indigo stand 1577 in
Deutdchland unter rigarasen Strafen. Ein
Erlass verbotsdas soaben erfundene, schiid
liche und trigerische, zerfressende und
atzende Farberittel. des Teufe s Farbe ge-
nannts [0 Frankreich mussten die Fhirber
einen Eid ablegan, keim Indigo zu benutzen.
Zwei lahrhunderte lang war Indige gesetz-
geberisch umzingelts® Deshalbwurda
des Waidanbau geschizn

1629 konnten in Thiringen nur nach knapp
30 Dérfer vom Waldhandel leben. Als der
Handel mit Indigo endgailtig freigegeben
warden MmussTe verarmien aurspawveit die
ehemals raichen Waidgegenden.

1897 Nach der Synthese von Indigo pro-
duzierte die BASF in Deutschland den blauen
Farizstoff und innerhalb von 20 Jahren
brach der won den Eriten dominierte Markt
fir nathrlichen indiga villig zusammen,
Waid: Aus frischen Waidblittern wurde ¢in Brei
hergesteltund inder Hand zu Kugealn geformt.
Getrocknete Waidkugeln waren lagerfihig
und gelangten in diesar Form in den Handel,
ZFur Extrahiereng des Farbatoffes warwie bei
Indigo eine weiters Farmantierung der Blitter
noetwendig: Die Farber weichten dieWaid-
kugaln in giner Kape (Firbabad)mit Urin und
Wasser einund sezen diese mindestens drei
Tage der Sonnenhitze aus,

' Dawid Colas, «Farbpigmants - 53 Farkan und thre Gaschichtans, Hauptvarag, 2699

12 1 Darsk farman, «Ckioma - Ein Buch der Farbane, Mana Watlag, Barlin, 1985

Musterseite
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Das Waldblau entwickelte sich erst, wenn
das Farbegut aus der Kipe genommen und
an der Luft getrocknet wurde.

Indigo: Die Eliitter der Fflareen enthalten
eime Vorstufe von Indigo. das farblose Indican.
Digsa ligss man tagelang in mit Wasser ge-
filltten Gruben faulenund giren. Ble Gérung
wurde beschleunigt durchA lkehal wred Urin.
Dureh Schilagen der Brihe mit Stdckanwurde
viel Luftesueritaff zugefihet. Durch digsen
aufwindigen Prozess wandelte sich Indican
zuerst zum gelblichen Leuko-Indigo und
konnte anschliessend an dar Luftzu Indigo
axidiertwoerden,

Indigowurde seit der Antike als Textiffarbstof f
und auch als Pigment in der Malereiverwen-
dat, Synthetischer Indigo wird noch heute als
Textilfarbitef eingesey, vornehmlich fir
die legendiiren Blugjaans.

Ini fekn pubverislerter Form kann indige direkt
als Figmentverwendet werden und muss
nicht wie andere arganische Farbsueffe Tusrst
zu Farblack verarbeitat werden. Indigo er-
schelnt in retner Foren fast schrwarz und wurde
deshalb in der Malerei of t mit weissen Pig:
menten gemischt Er st lidhtecht und chemisch
bestiindig.

Anthonywan Dyck

Lord Fohn Stwart und seln Bruder
1638

1 auf Leimeeand

237 146Em

Katienal Gallery Londan

Farbersald
wolle

Farbareald
Seide

Indiga
wolle

Indige
Salde




and to see colors that | 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, | had learned that there are
pigments which cannot be replaced by anything. | felt the same
way about a vermilion that | saw in an ltalian painting of the 15th
or 16th century; only when | managed to purchase a small remnant
of genuine, natural Italian vermilion from Dirk Weber in Bonn did |
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 | got to
know manganese blue, | have been convinced that the following
applies to all pigments: What | don't have, | can't mix. Mixtures are at
best approximations, usable and less usable. And again and again,
when | come across pigments, dyes or old formulas that | don't
know, it's like uncovering little secrets. Finds surprise and delight , g
me." Mixtures always lead to cloudiness. If one wants to use pure, . ‘el Wglod® - g
strong colors, knowledge of many different pigments is of crucial .3
importance. Muntwyler's pigment book imparts it. :
It takes countless hours of work - this is what the authors of this i !
ook have done - to realize such a book - for this we present paint- : Alizarin . Alizarin-Krapplack hell : AlkeasiinKeapplack curkel
ers must be grateful.

But this book is not only an absolute must for the artist, but also for

H o o a oH : ] on
art scholars, who can get to know here almost all colors that have on on on
been used since cave painting, natural and artificially produced, or- O‘O O“ O‘O

ganic and inorganic, also colors that were used for fabric dyeing. I l !
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.

e | 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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Kupfer-Arsen
Schwelnfurter Gran

Mitdsgedn, Parlser Grin, Wiener Grin,
Newgriin, Uraniagriin

Es ist ein Kupfer(ll -arsenitacetat mit der For
mel CulCHZC00); . 3 Cuthsyl.
Grinspanwird inwarmer Essigsiura aufge-
lést und mit einer widirigen Ldsungven
Arsanik (8,5,0;) gemischt, Das griinliche Pro-
duktwird dann in Estigelure gekotht, bis ein
grinar Niedarschlag entsteht,

Der'Wiener Ignaz von Mitis stellte das Fig-
ment um 1800 arstmals dar, 1808 bagann die
industrielle Preduktion in Sehwainfury, und
nach der Verdffentichung dar Rezeptur wurda
esvielerorts in Eurapa hergestelln. Das leuch-
tends lichtachte Pigment war aufgrund des
darmaligen Mangels an besthndigen gridnen
Farben schnall sehr beliebt, Es wurde ab
1830vwar allemvan Impresslonisten und Post
impressicnisten eingesetzt. Wegen seiner
Gif dgkeltwurde Schweinfurter Gran im 20,
Iahrhundert varboten, allerdings erstin den
1860erlahnen,

Das Pigment ist relatir stabil und lichtecht.
€5 |5t dusserst giftlg und wurde In dem melsten
Lindern verboten.

Sdwelnfurter Griln fand in den Drucktape-
tendes 159, Jahrhunderts als dominanter
Farbton eine Anwendung. Erschreckender-
wtise wurden auch Kinderzimmer damit
tapeziart.

Maoderne Analysen zelgen jedoch, dass es
selten zum Tapetendruck venwendetwurde.
Chromgrin und Chremoxidhydrat ist hiufl-
ger zu finden. Wahricheinlich gab e grosse
regionale Unterschiede in der Verwendung.
Auch auf einigen grinen Bucheinblinden in
Frankreich ist eszu finden, Dortistes aller-
dings sehr gut in einem Prateinklabstoff ge-
bunden sodass eine Vergiftung beim Benut-
zen des Buches sehr unwahrscheinlich ist.

e Gefdhrlichlaitven Schweinfurter Grin als
Tapetenfarbe st bis heute Grundlage fir
viala Legendan, Anschainend sei Napabron an
efner Vergiftung durch die arsenhaligen
Tapeten gesterban, Meua kritischa Bewartun-
gen der Analysen lassen jedach fweifal an
dar Tedesursache aufkomman.

Margarete Bruns schrefbu «Binspiter Nach-
komme des Griinspans, das . Mitizsgrins, zeigte
sich als ursriderstenlicher Verfdhrer von
bezaubernder Schédnheit = und geradezu
teuflischer B8sarthgke . Im Jahre 1800 e
in Wien der Edle von Mitis Gift mit Gift. Grin-
span mit Kupferarsenit, und erhielt ein Grin
wen sinmaliger Leuchtkraft. Als Schweinfurter
Grirs, nadh dem Ot selner ersten industrlelk
len Herstellung, solite es bald berdhmt und
berlichtigrwerden: das brillanteste Grin in der
Gaschichta der Malereiundzuglaich die gif-
tigste Farbe, die je ein Maler auf seine Palette

Sthwelnfarier Grin
I TR0 (PG 213

gesetzt hat, DisVorliebe flirdieses Griin als
Dekosationsfarbe soll such Napalesn zum
Verhdngnis geworden sein, In der fewchten
Artmosphiirevan 55 Helena habe sich aus dem
Lchweinfurter Griin der Tapeten seines letz-
ten Domizils eine fldchtbge Arserverbindung
geléstund die Atem|uftvergiftet.

Usniter einem anderen Namen Zeigte e seine
Teufalsfrate wnverhillt: :Uraniagrine, nichts
anderes als Sehweinfurter Grin, wurde als
Mittal zur Insektememichiung verkauft. Als
sich dieser Plerdefuss der prachvallen Farbe
nicht langar varbergen liess. versuchten dis
Hersteller denAbsat zu retten, indem sie mit
den Malern Verstecken spighten und immer
neue Phantasienamen, arm Ende enva siebzig
an der Zahl als Tarnung erfarden, um lden-
titst und damit Giftgeha it der wundervolien
griimen Farbe zu verschleiern (L

Erst dle bestdndige und ungefdhriiche synthe-
tische Mineralfarbe «(Chromeoxidgrin feurigs,
selt 1860 irm Handel, kam dem Schwelnfurter
Grin nahe genwg, wm es ersetzen urd dem
Spuk eim Ende bereiten zu kiinnenas

Pail Gauguin
arleslennes (Mistrall, 1888

'."J.A.
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Qiu Ying /.3 in Dong Qichang's Eyes and
the Situation of Late Ming

Landscape Paintings in "Qiu Ying
colophon {32 3" works

By: Naoto Marukawa

Dong Qichang #H 2 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 b4, 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”,
ez B F&EElk [L] FERE
& 45 Fl 7E %] 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 &4t 111/KiE become the
object of underestimation. However,
Dong Qichang did also paint a certain
number of blue-and-green imbued
mountain and water paintings.

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.
ERESF CIEMIETR) BE—  5lH: [H]
FEHAEL CHBORE & RH) , (F%
FEBAFY CRED , 19974 BT,

#2371, ]Then, in fact, Dong Qichang
and other literati often sold paint-
ings themselves, and often produced

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 fiL#. 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 =
M0  during the Ming dynasty [Four
Famous Ming Painters: Shen Zhou it
Ji, Wen Zhengming CfEH], Tang Yin
JE5 and Qiu Yingl. 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. [FHEFE (fi
WAFIESFEY , (CRITERPFZE) , b
W CRARCH R, 19934E, £5219-227
7. 1In his early years, he studied un-

der Zhou Chen fiki, 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." "2 R ANHEH, BHHEEH. "] In his
later years, he was sheltered by great
collectors such as Chen Guan [4H,
Zhou Fenglai il Ak and Xiang Yuanbi-
an Jiytik, 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 73/ /" often have "Qiu Ying
colophon fL#3K". 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."
[ A s s ObEmE) , %=
TAHER CREWLEY S5BES oA
Wy Bz, BN, WEO, A
EREFE—. " HHEE: (BEHE) ,
BUM . PV ENAL AR AL, 20124, 285705
7o ]

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." [ “fL- %%
NFE TS % A o U2 /N2 Tl 0 AE T
PR FIEAL K 2 Bkt o LS A2 LB AR B A
ZHHHEE . EXEM, USSR Y
Ja 8. BISCIRIR RS HE. KEXGE, 7
Tk (AhEBECE) ®5E T,

ChE ) B0, s,
b B E AL, 20094F, %5193
7o ]

~

"Song Zhao Qianli's Taoyuan Painting ,
which was previously seen at Tang Yin.
Later Wu Taixue bought this painting.
When | saw it before, | was really im-
pressed. When | saw it before, | was re-
ally touched. Now | 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."
[“RBRTHEO (REE) , SEFHH
WZHT, JFEAMERRETY, KL+
Fdke B, MO SOW I LR IGA,
WL, ETHES, BXKEEBNN
Z, KRB HHE: (BEHE) , M
M PR ENHE AR 4L, 20124F, #5698
e ]

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, | realized that his paint-
ing method could not be learned. In
Zen termis, 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." [ “Z=HFiE—
IR, RS, A%, KLk, XL
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e FANizE, BHETAEHME. At
ZTHR, BFxEc. HHAEmAN
K AFEAE, L RHE DL BN,
SEACAE M, FEAS [ SR 2 A, wikE
BESURI i, HARTMESE R, THE R+
JrRI IR, BRAT ). B e,
BiorEEE, FnE. BE. K=%, A —
BEANRME., 7 FHE. (H#EE
Y, bUM: WL ANRFEARHMAE, 2016
4, 65T, ]

"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-

SHANSHUI

self." “WziE, FrTFEHEFEFE. R
AIEIEAEN, MHEANFEEZE. & WX mE
Ui, RNEWRE, JiRemE. mEENL
. wFAL LAE. CEM, BRE,
B dr, BRMIEANT4, S BER
MAE, BFZ, ELEAZ, Ll
REHBEW. FERTE, HEANBEHEIFL
FEH. 7 [vi, 56651, ]

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




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 (E4EE)  (fig1),
emphasizing that the coloring of Gar-
den for Solitary Enjoyment (JikE
i)  (fig.2) copied by Qiu Ying was
"not what | 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 @ 5% 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 Il &%, and
Sun Jianai #/% &, 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
inthe Han Palace (M EHBE) (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 F5F, Wu Yi %
7%, and Li Rihua #=H#, 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
B AJE 7S 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 (354K

(Fig.4) a painting belonging to the cat-
egory of Song dynasty fine brushwork
heavy color T EH ¥t figure painting.
[[HIEARER (EREEADRILE Z D
fzrk) » (CRFEHAFEME B , H
A¥E: k20124, 51200, ]

In addition, the exchanges between
Qiu Ying and the literati of the Wu
school %[7 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 F %+ and Misako
Sugai 2B H 340 &, in one of the few dat-
ed works by Qiu Ying, citing the Cloudy
River Pavilion of Immortality {z=i&l
18K (now in the National Palace Mu-
seum, Taipei, Fig. 5) and the Pavilion
of the Immortal Mountain (il Ll # ]
) (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. [[HIE k%Y, HAXKME ( [&
FAVEE L AL B 2 5 B B s
O W KE OB , (FEELTFRKFEE
Ws2E) (A 20144E553M], #527-28
7. 1 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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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 {flillMX) on both works
was written by Lu Shidao Ffilifii&, a lit-
erati scholar of the Literary School.
Dong Qichang's Record of the Garden
of Solitude (M'k[Hil) or Yueyang
Tower (EBHHE) 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
Fifk 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" &
Z 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 /i JJ; "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

T I 8y o e el AP T R e S Ty T
EXTS AN BT EEE iRt Ky
R 2 R A R R ST O
i iggi%“‘;‘gfa o ] Qifﬁl%@iﬁ;} e rgalized the absorptign and applica- forgeries, which were Iat‘er c:_:mlled "Su-
; :;ﬁg;tg;gl fi‘ﬁfﬁ.} ﬁ : —_— J‘?ﬁ&:ﬁ b ;;g tion of Wen Zhengmlng's‘ bl'ue-gree‘n zhou fakes fﬁj‘l‘l}#". Art hlstprlans have
Zs *;_'fg; iﬁfzf%i'?ﬁ":{ ok o ;ifﬁ?{;ﬁi_i ;‘;“ j mountaln. and water painting. It is been focusing on .thIS subject for the
T AR A A AR G 2L N B A W A worth noting that both of these works  past 20 years, and in 2018 the National
x 5’{;’3' i B gfgfﬁ--ﬂ'l I ﬁ.;; ilrié?%f’é‘t%‘ are painted on paper, which is differ-  Palace Museum in Taipei held an exhi-
— Rk 9 HH%'- 4}5:;&42?;1%11:1 ent from the common silk works of  bition titled "Forgeries - Suzhou fakes
o D Y i gk & ok BB Qiu Ying. It is not difficult to sense that  of the 16th-18th Centuries and Their In-
s Sl B Sl T the coloring style reflects the sense of  fluence".
5 : :;‘ 13& g :E . I*U)* simplicity and elegance advocated by  The term "Suzhou fakes" was originally
il 2 Ko 1L R Wen Zhengming. On the basis of the used among Chinese antique dealers.
@ 515 %Z? i,..%,&;ﬁlt? ochre base, multiple applications of Its production area was concentrated

in Shangtang, Huqgiu, Taohuowu, and
Zhuanzhu Lane in Suzhou. In addition,
the "Suzhou fakes" is not very specif-
ic time distinction, but the Japanese
scholar Itakura Masaaki R & 2% 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.II “E‘%Qﬂegﬂg’ ﬁﬁ%*jﬁg’ ij:
BHIO. EHATE, B mkak, R
IS G fa) R AR VG o &8 AR R0 4 DL AE
THRE R . 7 TRERF (B ) &
TN, M ER R, b Rl EE AR
M, 20124F, 2555200 ]

Zhang Fengyi kX # (1527-1613), Wang
Xideng Ti#% (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 i&#f 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. [[HI1H &
B (M [HRENE] THEX
El ), CRERFR R B = 4D




(AR 2015455341, HN8ul. ]

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
Mmeans. 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. | used to collect a lot of
them, but most of them were fakes." “
RAPLERNE R, RIAN NG HCER,
HZRWE” IR (PBmEE) &=,
SECHEIUEST) 816, & &
RS EIE, 19864, H107W. ]

“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. | heard about the blue and green
mountain and water paintings on silk
made people hate them.” “ R R
RN Z, 20Uk A NEESE, 258n
O H Ak, BATE SRk L4 NI AR
Ko 7 &% (aymHE®E ) &L,

CPART S 84 ) S17M, TRk iE
B, Jbaut: EZFEAE TR, 20104,
ZE30371, ]




Fake paintings in large numbers, the
qualityalsovaries. 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.

[[HIREZEE: (HINFE [EENE]
[PrEE] ), (ERERFLRmEE
ALY (KD 20154E530, $M81. ]

In Li Rihua Wei Shui Xuan records ("
KE Hid) 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
MR 7REEIRY : "Qiu Ying's paintings can
be regarded as a wonderful works in
this century [...] Nowadays, there are so
many fake works in Suzhou that | can't
stand it"  “PUSEAAEART Y bR —
[...I5RITZEAR, HUUICHEE, TAH]
N2 7 HHE (EHEZRBEE)
, (EHE2E) &)\, ™mXEEH, b
e BT H R AE20134E, 537100, ]

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.
| have seen at least 10 of his works. The
compositions, figures, trees and rocks
are fake. " “MLEALTEHGEML, IHZEEHN
RERU L, SR HEREE. TR (
ek rE)  CQUE R (il EREE) &
B, ATF+RIE. KBS SHEE, AH
Nwf, A TR, — B s H
o 7 RER (BNEREERY . (hEBE
Y FM, SiEFEem, b LiE
o H fi A, 19944, 559651, ]

“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.”, “¥&il
Bk, FamE, AVEB, %A,

mAET s Im S AR 7 INVEAT CF
AR A EE) , (ARTE R
H1THE, EMOkES, Jbut: ExEE
Hhrt, 20104, %84-8571, ]

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
(JLE ) (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 # & %. If the
seal at the top of the scroll, "Zhang Shi
Mao Xian 7k[K#%" is that of Zhang
MaoXien, a 16th-century literati, it can
be traced to at least the late Ming and
early Qing dynasties. [ H 1AM CHEAR:
CRepIRERM O R 22) , RR. KREF
Ak, 20154, 20871, ]

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.
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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 (
m#EFE%Z)  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

SHANSHUI

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

(B4 ) , 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 (X EHBEE) ,aswellasa
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
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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 | 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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