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ORIENTALIA HELVETICA
Chinese paintings in the Charles A. Drenowatz Collection

CHU-TSING LI

UNIVERSITY OF KANSAS

Since the arrival by sea of European missionaries and traders in China

during the i6th century, there has been a constant flow of art objects
from China to various parts of Europe. Porcelains, jades, bronzes,

lacquer wares, enamels, furniture, screens, and many other objects have

found their way to palaces, private homes and later museums ofLondon,
Paris, Berlin, Amsterdam, Stockholm, and other cities. However, it
was only in the 2oth century that painting and calligraphy, regarded
by the Chinese as the highest forms of their artistic expression, have

caught the attention of museum directors and private collectors.
Undoubtedly, the great exhibition of Chinese art at the Burlington House,
London in 1935/36, with a large group of objects lent by the Chinese

Palace Museum and many other works borrowed from both public and

private collections in Asia, Europe and America, was a turning point in
this new interest. Unfortunately, the Second World War interrupted its

development. More recently, the Marco Polo Memorial Exhibition of
Chinese Art at Venice in 1954, though not so extensive as the London

show, was also a great stimulant in collecting activity in Europe. Among
the most important collections of Chinese painting built up in the course
of more recent years is the one owned by Mr. Charles A. Drenowatz of
Zürich.

The remarkable history of Mr. Drenowatz' collecting activity is that
he didnotbegin until the mid-19 co's, when sources ofpaintings directly
from China had been cut off by recent political development on the
mainland. Up to that time, museums and collectors had been more interested

in earlier paintings, such as those ofT'ang, Sung and Yuan dynasties

(10th to 14th centuries) than those of later dynasties. It was partly due
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to the greater availability of later Chinese art, and more significantly, to
the changing aesthetics of modern Western painting, making appreciation

of later Chinese artistic expression possible, that Ming and Ch'ing
(late 14th to early 2oth century) paintings began their appeal to the
Western eye. The exhibition at the Wildenstein Gallery in New York in
1949 and the one on Chinese landscape painting at the Cleveland Museum
ofArt in 19 54 both became milestones of this new development. As one
ofthe very few private collectors of Chinese painting in Europe, Mr.
Drenowatz concentrated his attention in Ming and Ch'ing works. The result
is that, in the course ofabout one decade, he has built up one of the most

important collections of Chinese painting in Europe.
In collecting, the taste of the owner is always the most significant

determining factor. With a strong interest in Chinese philosophy and

culture, Mr. Drenowatz has developed an eye and taste for Chinese art
that parallel some of the Chinese literati connoisseurs. The main interest
lies in landscape painting, regarded by the Chinese as the most important
expression in their art. A taste for the black and white, the very simple

expression of the Chinese painter, is also an outstanding factor. Following

the development of Chinese art during the last three hundred years,
he has gathered together some fifty paintings, in hanging scrolls,
handscrolls and albums, in the Chinese literati tradition. The more
colorful, decorative and narrative approach of the academic and

professional schools, once very strong in China, is not much represented

in this collection. From the literati point of view, all art must
be an expression of the superior taste and unconventional approach
of the artist. This is what is followed throughout the Drenowatz collection

of paintings.
Two remarkable scrolls in this collection are exceptions to this main

interest in landscape. Both are figure paintings that show strong ties with
the past, in both subject matter and style. The first, a short handscroll

depicting a secret emissary sent by Emperor T'ai-tsung of T'ang dynasty

to obtain the priceless piece of calligraphy by Wang Hsi-chih from Monk
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Pien-ts'ai by trickery (fig. i), ' has a signature of Chao Lin of the middle
of the 14th century, who was the grandson of Chao Meng-fu (1254-
1322) and son of Chao Yung. According to the inscription, the painting
is a direct imitation ofa work by Yen Li-pen, a famous painter of the 7th

century. Although the original ofYen's painting is no longer extant, his

composition is still known to us through a number of close copies. A

comparison between the Chao Lin painting and these copies shows that,
in spite of his imitation of the T'ang master, Chao is quite original in his

new approach to the classical model. The changes he makes in the painting

reveal that, while trying to retain the realism of the T'ang painter,
he was striving to achieve the aesthetic and pictorial values developed in
the Yuan period. The other figure scroll, The Fourfoys of?o Hsiang-shan

(fig. 2),* is a work of Ch'en Hung-shou (1599-1652), in conjunction
with his son and a pupil. A long scroll, it follows the early convention of
figure painting in dividing the painting, according to the subject matter,
into four separate scenes, with inscriptions in between which are poems
written by the T'ang poet Po Chii-i, who is the main character that

appears in all four scenes. While the painting seems to be an original
creation of Ch'en Hung-shou, the style is derived from the T'ang and the
Five Dynasties, thus showing a strong archaic approach. These two figure
scrolls, therefore, present two aspects of Chinese painting in its tie with
the past. Both try to express something new in the name ofadherence to
the past. In the 14th century scroll, the artist searches into the T'ang
period to discover a new sense of poetry and spirit consonance and to
make this quality more outstanding in his own interpretation, as a way
of expressing the literati taste for the pure aesthetic in a troubled world.
On the other hand, in the 17th century scroll by Ch'en Hung-shou, the

T'ang style is turned into a new mannerism as a reflection of the artist's

1. Reproduced and discussed in Werner Speiser et al., Chinese Art: The Graphic Arts,
Universe Books, N.Y., 1964, color plate 15.

2. Reproduced in Cheng Chen-to, The Great Heritages of Chinese Art, Shanghai 19 54, X, pis.
7 and 8 and some other publications from the mainland and The Arts of the Ch'ing Dynasty,
London, 1964, Nr. 39.
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attempt to preserve his own individuality and identity in the corrupt
world of late Ming and the upside-down-world of early Ch'ing period.

In a way, these two figure scrolls furnish us with a key to understand
the landscape paintings, which constitute the main body ofthis collection.
Landscape painting in China began to be an independent subject for high
artistic expression in the ioth century. Its development from the ioth
to 14th centuries reveals a change from the archaic, idealistic,
realistic to expressionistic, setting definite types and models for later
artists to follow. During the Ming and Ch'ing periods, to which all of the

landscape paintings in the Drenowatz collection belong, there is a

persistent effort on the part of the painters to return to the earlier models
from Sung to Yuan. However, among the major artists, this desire to
follow earlier examples is only a point ofdeparture to break new grounds
for new expression. At least, this is the general practice of the literati
painters of the Ming and Ch'ing periods.

The most important school of literati painting in the Ming period is

the Wu School, which centers in the city of Soochow and covers also a

number of the surrounding districts. A wealthy as well as beautiful city
in the lower Yangtze River area, Soochow began to be one of the great
cultural centers of China during the 14th century. While local talents

in art and poetry abounded, many famous writers and painters from
other parts of China also flocked to the city. During the first years of

Ming dynasty, the unfortunate persecution ofmany scholars and officials

by Emperor Hung-wu seems to have interrupted the brilliant development

of the late Yuan period. However, by the second half of the 1 cth

century, the city seems to have recovered from this tragic interlude.
From that time on Soochow was, for more than a century, the great city
of Chinese painting, with dozens of new talents in every generation.
While some artists took the professional line, producing pleasing, colorful

and decorative paintings for the rich, most of the serious artists belong
to the literati tradition. Well-educated in the classics and the arts, most
of them served for some years as officials but usually retired early or
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declined appointment and spent their time with their intimate friends,

writing poetry or painting pictures. Their work is the expression of a

highly sophisticated culture. Their art goes beyond the limits of
representation and expresses their taste for simple form, pure content and

deep feeling.
In this connection, one can gain a great insight into the Wu School by

a number of outstanding examples. The earliest landscape in this group
is also a hitherto unpublished, earliest dated painting of Shen Chou

(fig. 3), the founder of the school. Different from the ones by Shen Chou

usually known to us, which are mostly done in his later years revealing
a combination of influences from Yuan artists Ni Tsan and Wu Chen, this

painting, depicting a monk standing on a stone bridge looking up to huge

pine trees and lofty mountains, is in the style of another Yuan painter,
Wang Meng. The date of the painting, 1461, is extremely important,
for it shows that it was executed at the age of 35, when he was yet to
form his own style. This relationship with Wang Meng is only natural,
for Shen Chou's great-grandfather, according to documents, was a good
friend of the late Yuan artist. There were works of Wang Meng in the

family. Most important, according to Wen Cheng-ming, Shen Chou's
famous pupil, Shen himself in his early years imitated the works ofWang
Meng. It seems to be logical to think of this painting by Shen Chou as an

important link between the Yuan and Ming schools of literati painters.
There is a close parallel between WangMeng's Literary Gathering in Forests

and Springs of 13 673 and the Shen Chou painting, which eventually led to
the latter's better known Lefty Mt. Lu of 1467 now in the PalaceMuseum,
Taiwan.4

Compared with these paintings, the Drenowatz painting brings out one
of the important facets of Shen Chou's development, namely his early

3. This painting is reproduced in Shina Nanga Taisai, Tokyo, 1935-1937, IX, pl. 83, and
Shen Chou kuo kuang chi, Shanghai, 1908-1912, V. pl. 13. A different version of the painting is
shown in Chûgoku Meigashû, Tokyo, 1935, II.

4. This painting is reproduced, among others, in Three Hundred Masterpieces ofChinese Painting
in the Palace Museum, Taipai, 1959, p. 219, and Chinese Art Treasures, Skira, Geneva, 1961, pl. 94.
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experiments to find his own style. Unlike Wang Meng's mastery of the

swaying rhythm and lyrical quality, Shen Chou is much more straightforward

and robust. He could follow Wang Meng's approach to depict
his feeling for nature in terms of the complex formation of mountains
and tall powerful trees, for he was able to approximate the Yuan artist's
style, already quite an achievement for a young man at that time. But at
the same time, he seems to have realized that, instead ofdepending more
on forms ofnature, he could develop more by expressing through brush-

work. This seems to be the direction of his development. With an eye
on the works of the other late Yuan artists, such as Huang Kung-wang,
Ni Tsan and Wu Chen, he simplified his paintings, concentrated on
expressive brushwork, and eventually reached a stage where he showed a

style more related to his own personality.
This shift from dependence on shapes of nature to the use of brush-

work is one of the qualities that make him so much respected by later

artists, and is also the foundation stone of the Wu School in the literati
painting development. The same pattern of development can be found
in the works ofhis leading disciple, Wen Cheng-ming, who also worked

on the Wang Meng elements during his earlier works, but again turned

to a greater sense of freedom and brushwork during his last years. Some

ofWen's pupils are represented in this collection. Two paintings by Lu
Chih (149 5-1576) show the range of this follower of Wen. A small

painting of a high mountain surrounded by clouds is derived from the

tradition of Mi Fu and Kao K'o-kung, but done with a greater sense of
freedom and a stronger emphasis on brushwork than those of these Sung
and Yuan masters. In contrast, Lu's handscroll shows his more typical
style, combining elements from both Ni Tsan and Wang Meng to form
a personal approach, a very common practice of many Ming artists.

A different facet of the art of Soochow is represented by a scroll of
Hsieh Shih-ch'en,5 who combines some of the Wu School quality of

5. Reproduced in WOO Jahre Chinesische Malerei, München, 1959, pl. 61, and Michael
Sullivan, Chinese and Japanese Art (The Book of Art, IX), Grolier, N. Y., 1965, flg. 295, 1.
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Shen Chou with elements of the Che and academic schools, such as the

narrative interest, the use ofmist, and the Southern Sung approach. This
is what makes him more a Che School painter than a Wu School painter,
in the eyes of later Chinese critics. A recently acquired album of
landscapes in the Southern Sung tradition painted in the i6th century
(fig. 4), identified by the 17th century connoisseur Kao Shih-ch'i as

a work of the famous collector Hsiang Yiian-pien (1525-1 £90), also

shows another aspect of the Wu School. Though not native of Soochow,
but of Chia-shan to the southeast, Hsiang is by taste and association very
much related to the Wu approach. However, in this album, if we can

attribute this to him, he shows the breadth of his taste by imitating the
Southern Sung compositions, with their interest in mist, in the wash

technique, and in asymmetrical composition. But his brushwork betrays
a training from the Wu School.

The Drenowatz collection is richest in the painting of 17 th century

China, representing the various schools and directions pursued

by many artists in that disquieting period. We can see, from the examples

in this collection, the continued florescence of the Wu School
tradition in Soochow during the 17 th century, although none of the painter
seems to equal either Shen Chou or Wen Cheng-ming in their achievement.

A small fan painting by Ch'en Lo, active in the beginning decades

of the 17th century, is a typical work revealing the same delicate and

refined style derived from Wen Cheng-ming, while a hanging scroll

by Ch'en Huan, dated 1604, probably his best-known extant work,
displays his assimilation of the bolder and more creative side of the same

master, in the exploration of the potentials of a long, narrow, and

vertical format to unfold the drama and movement of the mountain. A

snowscape by Chang Hung, dated 1643,6 carries the more realistic trend
in the Wu School in its interest in the depiction of famous scenic sites in
the surrounding area of Soochow to a new romantic and poetic mood.

6. Reproduced in IOOO Jahre Chinesische Malerei, pl. 74, and Roger Goepper, The Essence of
Chinese Painting, London, 1963, pis. 74-75.
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Another painting in the same vein, an autumn landscape by Hsiang Sheng-

mo (i 597-1658), ¦ grandson of Hsiang Yiian-pien, is also a combination
of an interest in realistic landscape and a nostalgic mood of the literatus.
The same interest seems to be achieved in a small landscape by Sheng

Mao-yeh, also of the early 17 th century, by his introduction of some of
the elements from Southern Sung, especially the mist, to heighten the

sense of drama and romantic mood from the ordinary scenes. Again, the

vitality of the late Wu School is demonstrated in another direction, a

landscape in the style of Ni Tsan by Yün Hsiang, dated 1646.8 It is an

affirmation of the tie between the Wu School and the late Yuan,
especially the four great masters. In particular, Ni Tsan, with his purity and

simplicity, was regarded by Ming literati artists as the supreme master
of the i-pin (the untrammeled class), the ultimate expression ofwen-jen-
hua (literati painting). Yün Hsiang's painting is a good example of how
later artists can draw endlessly from the same master inspirations for his

own work without losing the potential for his own creative expression.
Finally, an album by Shen Hao, one of the very few extant works of this
late Ming painter and critic, is a good example showing both the strength
and weakness of the later development of the Wu School. Of the eight
paintings in this album, called Silent Poetry, seven are based on past masters,

ranging from Ching Hao of the ioth century to T'ang Yin of the
16th. They all reveal the strong interest in past masters, the perpetuation

of the style derived from the early founders of the Wu School, and

the elegant brushwork of the later painters of this school. The last leaf,

a self-portrait depicting himself 'meditating Ch'an under a frosty sky',
is a good picture of how the literati painters see themselves in the early
17th century. It is this self-consciousness that marks the beginning of an

end of a great artistic tradition in Soochow.

Meanwhile, the achievement of the Wu School inspired so much
interest in the surrounding areas that other schools, more or less exten-

7. Reproduced in lOOOjahre Chinesische Malerei, pl. 77, and Roger Goepper, Chinesische

Malerei, Berne, 1967. 8. Reproduced in 1000 Jahre Chinesische Malerei, pl. 75.
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sions of the Wu, sprang up during the 17th century. Most important
and influential is the Sung-chiang School. Sung-chiang, located right east

of Soochow, is another rich district of the Yangtze River delta, near the

present day Shanghai. Its importance as an art center also goes back to
the 14th century, when such painters as Ts'ao Chih-po were leaders

among literati poets and artists. But the great period of the Sung-chiang
School was undoubtedly that of the early 17 th century, when it replaced
Soochow as the new leader in the world of painting and calligraphy.

The importance of the Sung-chiang School in the history of later
Chinese painting cannot be over-estimated. Its greatest contribution lies

in its new theoretical foundations established by Mo Shih-lung, Tung
Ch'i-ch'ang and Ch'en Chi-ju. Most epoch-making is the theory of the
southern and northern schools of landscape painting from T'ang dynasty
until Ming, formed by Mo Shih-lung who was active in the last years of
the 16th century. It is this theory that gives literati painting a firm
foundation in both aesthetic and historical senses as the supreme expression

of Chinese painting. In fact, in this theory, the Wu School is

depicted as the inheritor of this great tradition. Another major contribution

of the Sung-chiang School, for which Tung Ch'i-ch'ang is

primarily responsible, is the development ofa bold and free brushwork that

eventually revolutionizes later Chinese painting. Turning away from the

delicacy and refinement of the late Wu School, Tung's use of pi (brush-

work) is a result of his intense study and analysis of the brushwork of
earlier masters, especially those of Sung and Yuan and of his attempt to

go beyond their more realistic functions to attain a semi-abstract, pure
formal excellence. This is what he means by the statement:

'From the point of view of the wonders of nature, painting is no
match for actual landscape. From the point of view of the excellence
and exquisiteness of brush and ink, landscape is then no match for
painting. '»

9. Cf. Osvald Siren's Translation of the same passage in The Chinese on the Art of Painting,
Peiping, 1936, p. 138.
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The Drenowatz collection is in possession of several important pieces
of the Sung-chiang School. One of the rarest pieces is a landscape by
Mo Shih-lung (fig. 5) which, according to a colophon, dates to 1575 or
before, the earliest dated work known by this artist, when he was probably

still in his early twenties. The painting can easily be considered as

an example of the Wu School of the late 16 th century, still under the

strong influence of Wen Cheng-ming. However, there is already something

in this painting that seems to have marked the future direction of
the Sung-chiang School, for Mo's painting suggests some qualities of
Huang Kung-wang's work. It is an interesting direction. During the

early part of Ming, the main influence from the Yuan period came from

Wang Meng or Ni Tsan, with Wang's qualities very strongly developed
in the works of Wen Cheng-ming and Ni's in Shen Chou and Lu Chih
and other painters. Eventually, as mentioned before, in the later development

of the Wu School, the Ni Tsan qualities, ranked as the i-pin in the

criticism ofthat time, seem to have become the supreme ideal of literati
painting. However, at the same time, a new interest in Huang Kung-

wang, which was tied to the 1 oth century painter Tung Yuan, gradually
became dominant. This direction was probably shaped more in the Sung-

chiang School than anywhere else, for which Mo Shih-lung and Tung
Ch'i-ch'ang were mainly responsible. Undoubtedly, Huang Kung-
wang's works, probably the freest and most spontaneous among those

of Yuan artists, fit more into the theories and practices, especially the
ideas on brushwork, of this school. Mo Shih-lung's painting thus can give
us some indication of the beginning of this new direction, which
eventually blossomed in the works of Tung Ch'i-ch'ang and his followers.

Two paintings by Tung Ch'i-ch'ang are in this collection. These two
landscapes, painted in 162410 and 1625 (fig. 6)" respectively, are very

10. Reproduced in Laurence Sickman and Alexander Soper, Art and Architecture of China,

Baltimore, 1956, pl. 141 B, and Catalogue ofP'ang hsü-chai Collection, Shanghai, 1940, vol. IV.
11. Reproduced in 1000Jahre Chinesische Malerei, pl. 116, and Osvald Sirén, Chinese Painting:

Leading Masters and Principles, N.Y., 1958, vol. VI, pl. 265B,and Roger Goepper, Chinesische

Malerei, Berne, 1967.
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similar in style. Executed some fifty years after Mo Shih-lung's painting,
they show the culmination of the theories and stylistic development of
the Sung-chiang School begun in Mo's ideas. Departing from the sweetness

and sentimentality of the Wu School, Tung's paintings exhibit an

uncompromising and formidable search for the poetic quality of pure
brushwork, sacrificing the representational function of traditional
Chinese painting. His achievement became the new foundation from which
much of the Ch'ing paintings sprang.

Regarded as the greatest calligrapher and connoisseur ofhis own time
and respected as a high official and scholar, Tung enjoyed a prestige so

high that no painter before him seems to have matched. Consequently,
his ideas, his style and his taste exerted a tremendous influence on the

younger artists of his own time. However, the degree of acceptance of
Tung's ideas varies from one painter to another. For example, the two
fan paintings by Li Liu-fang (1575-1629), one ofthem dated 1617, in the

Drenowatz collection, show close affinity to Tung Ch'i-ch'ang's works,
although he tends to be more abstract and more simplified rather than

oppressive in the master's works. On the other hand, the album of Ku
Shan-yu, grandson of Ku Cheng-i, one of the founders of the Sung-chiang
School, is more pleasing and sentimental, quite close to the works of the
late Wu School. Another album, of 12 leaves, by Shen Shih-ch'ung, a

good friend of Tung Ch'i-ch'ang, is the work of an artist whose interest
lies more in absorbing the spirit of Sung and Yuan masters, a major
aspect of the Sung-chiang theory, than in exploring the potentials of

pure brushwork. In other words, the brushwork of Shen Shih-ch'ung
is still closer to that of the Wu School rather than that of Tung Ch'i-
ch'ang. In the same way, the hanging scroll dated 1630, by Pien Wen-

yu, " another close friend of Tung, displays a style that blends Tung's
innovations with the traditional refinement of his native Soochow.

The contrast between the approach of Tung and those of his friends
and followers in the Sung-chiang district gives us a good idea of the

12. Reproduced in Speiser, op.cit., pl.63.
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greatness of Tung Ch'i-ch'ang and of the theories of the Sung-chiang
School.

The most important political event in the history of 17 th
century China is undoubtedly the rise and the eventual dominance of the
Manchus over the whole of China during the middle of the century.
In spite of the persistent decadence and corruption of the Ming
administration from late 16th century until its downfall in 1644, the Manchu

conquest was a tremendous shock to the literati, especially those who
saw this event in their advanced age. This group of intellectuals are

generally called 'The Ming Loyalists' or 'The Remnant People ofMing'.
Even though they spent the last ten or twenty years under the Ch'ing
dynasty founded by the Manchus, their outlook and their ideas were
still those of the previous dynasty. In the same way, many painters in
this group show a clear-cut late Ming style.

The Drenowatz collection has several paintings that belong to this

category, all showing the diversity of style with some geographical
overtones. A long handscroll by Hsiao Yün-ts'ung, dated 1656, entitled

Returning Home to One's Origin,I3 is a panoramic landscape depicting
actual sceneries of the Wan-ling district of Anhwei province. The

painting is in reality an imitation of a composition by a Ch'an monk

living in that district, whom Hsiao visited shortly before painting the

scroll. A native of Anhwei himself, Hsiao's style is typical of the

Anhwei School to which also belong such prominent 17th century
painters as Cha Shih-piao and Monk Hung-jen whose style originated
from Ni Tsan. In this scroll, Hsiao's style can best be described as that
of poetic realism, a blend of the literati approach with topographical

depiction. Yet the sense of purity and sublimity so typical of the Ni
Tsan tradition is still a clear mark of Hsiao's painting.

Another handscroll in this collection, a landscape in the style of

Huang Kung-wang, dated 1650, by Lan Ying (1585-1664),I4 is an inter-

13. Reproduced in Shina Nanga Taisai, XV, pl.40-45. Shen Chou Albums, 1930, 2 vols.

14. Reproduced in 1000 Jahre Chinesische Malerei, pi. 79, and Sullivan, op.cit., fig. 192.
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Plate i. Chao Lin (ca. mid-i4th c), Hsiao I Obtaining the Lan-t'ing Scroll by Trick, handscroll, ink on paper.
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Plate 2a. Ch'en Hung-shou (1599-1652), 77ie Four Joys of Po Hsiang-shan: Composing verses. Handscroll, ink and colour on silk.
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Plate 2 b. Ch'en Hung-shou (i 599-1652), The Four Joys of Po Hsiang-shan: Wandering aimlessly. Handscroll, ink and colour on silk.
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Plate 2 c. Ch'en Hung-shou (i 599—1652), The Four Joys of Po Hsiang-shan: Listening to good music. Handscroll, ink and colour on
silk.



mu

<-\Trï

à ¦'.-¦.

^" ',;

U
' A
<*¦

it
t
iff

*
î

t
ft
«

Mi ti
i
ti
ft
TS it «
1«

&
Plate 2d. Ch'en Hung-shou (i {99-1652), The Four Joys of Po Hsiang-shan: Meditating Buddhism. Handscroll, ink and colour on silk.



£,*k <.

^P%
Plate 3. Shen Chou (1427-1509), Landscapefor Priest Pi-t'ien, dated 1461, hanging scroll, ink

on paper.



il

Jt
i\ I

LH

S^î?
X

^tf

m

Su
Plate 4a. Hsiang Yüan-pien (1525-1590), attributed to, Album of Landscapes, ink on paper.



Ellfuis -

ÎP*

•.

s^i/:**:

V

-

<

'

¦'¦

M

PR
El

*^6
Plate 4b



'S* ¦

Si
X3*—~r 3ULÌ

m.
>Vi_^

¦r* ^
» ft

eg
FF!

mOs
ItZSJJag

j&at^ -.

Plate 4C



Vh
a?

rfàXÇ ì

^
j% ¦ ,^;m •

^\\ • N\ Sk*v\
Piate 4d



Ïi*ï5
», a -f *. * A

S.

- I

/v >¦

-t1* A -^

/
/

:,^s

m<**

Si
¦r

-ï

/v~ tf
w
•i
â*nA»

«.«
s*
4«

Plate 5. Mo Shih-lung (ca. late i6th c), Landscape, dated 1575 or before, hanging scroll,
ink on paper.



B

I * £

A- <i *
1 " '¦ C" *' -u

''ï' r* t i¦i •* fr * 7

n ft "f «

nviTa * ^ /• y

flr É»M£» .ï
iHy î "p11.

-*..

f ßJst *
S «H

»fc

ilaS

Z« ^y

Plate 6. Tung Ch'i-ch'ang (i 555-1635), Landscape, dated 1625, hanging scroll, ink on paper.



*r'£Êt ?*w*

* X
,9Ì

¦ a&

ß * à!•*«¦
fc_••

A4

I MIEÇ,

5« «
Plate 7. Kung Hsien (d. 1689), Panoramic Landscape, hanging scroll, ink on paper.



s- «î /»* S
;? £ M »-» i-'i
» »-

10 * «. îi^v
.i- .w Vfl- rt* * J f~V-*-
- <*-* S*-. :\. * ****% l i."V j-* a

* Ì ï
». -f

m y*»K

s -«v „
¦'. **&*-s v. J*

«a

*W>* rrc:.-v

Z-*
V->¦» '.-s V

f^F:

¦****•»* J- mm$
*r*

-=*-¦^ -^ ',**v;
T-.,'

«¦dm ¦***»*

Plate 8. WuLi (1632-1718), Landscape, dated 1693, hanging scroll, ink and colour on paper.



d I ->T- ft «v- h%. -inédit W mid?

¦M
aklifer

^ ^?k| \.$ï-r m^iè^^

s^

*pM»S
CÏÈU
cTrT<# kft àfc£*$*X*3. m gfJh m*'•fr WP

4v JLÄ *rf§&a Ä=tao kL»M *« W
*TS 1

rtp«M «
£Mfar„L'>

f i 3/^3

csk?AT CW

iês 3z£»
m «•

•^v! :~r.* **..

Si' £&5»-»

^ä .VM-~.*,r**S»

Plate 9a. Chin Nung (1687—after 1764), Album of Landscapes Illustrating Poems and Essays, dated 1736, ink on paper.



- mnu¦\
S

-v-.

i-n

^ SS1rTSWS. ^tvSmsv *V 'S ~T t^ri ass»^ PS*ä5HrT. :.vo~>*R2¦\ 33?"ff 1-^v sgHÄ 1«a N'(»À" Vfr VU) MSi &*S" 41mn I¦*«¦ BÄ
»ILi -Aï«-:^ «#1ife^ibb& te-asv

1»sS «ft,"*4I Sfë«fe
$^* % «'-¦y- :

mr%.

^P^
« v> .-f •*-, *-r*>*m

-» *r *ê££2!?-~ '*

Plate 9b



iim& tiff »LT.»I Vs -u
W.VEa it« •*>_.,Zât

mm$m% ÌVs s«ì'«»^»Ì"2jt^- ^
- -i»iL =?¦nsillèèm

Y >t

J^V
''HSSirc'ym mV'

;-—
~T2**!^F .-1

-'-«'•'.,,„, i.'iS 3^*,:.:» •.

fi»£ffavii UUjljJllilM .¦..«Vf*
¦*{ l.lft.

<:^ ii_j

' vw xw

^ft& to fc-X

iß li^P^-
Plate 9 c



s® fw\m i^fcâr.:-v~

¥î mi*1
S3

r1 S*
;JL

«?

•v ¦ -. y/
M/£

S* AaMS« i(VU

K IIÏXmtRf.

r ac*g5K

-f

BT-r/l?
i w r-

/Tq& tBLu
1itÄ

£?A; 3~^ ^^
Plate 9d



'<•--,

I ^ S3^==

w C Vr Y-
A

V1 /Miai,
ni%

'•' ' -7 ^^ i ¦ t

ê^m i\ r Ys^ ,- .¦>•S/• &^
\ ' a e / -aft

X

Il 4 *&

V/ 7/miWA *¦::
£F KS #^$&?£Îîfse casr -¦• y-

m#S rr^§* -r;r.- *#'* .tf *r

HI A -a.î-, r-

"
'-.

f '$&%%*mn^ *IL ft*^Ji«S -<-.

¦u$» ,-}:¦
SSpA Hu.

fs"& •*rïp$7»*0$ESÄs
lîfj rfaîS t,r> 0*K tm %

1ÏÏ7r<
Plate 9 e



lg»
1

K

£)

.A

.•
:<[

A
&j

^

%*s'

F

¦¦

r/tf

:

K

gnSkâk,
¦*?¦•.Vt~.

kU;

-.-'

c
-.

*f

«

?'

M

5W

h
--->
¦•-

•*?.

b£

-¦

-i

X

'
«.

V.

m

T..«.

'-

m

U*^

Â
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ORIENTALIA HELVETICA I3

esting work in relation to the Chinese view of art history. Lan Ying
has generally been regarded by Chinese critics as the last major figure
of the Che School, referring to the group of painters from Chekiang

province that derived from the Southern Sung Ma-Hsia style and flourished

in the irth century. But Lan Ying seems to have two sides.

On the one hand, he painted a large number of grand landscapes,

usually after some Sung masters, in a style that seems to be close to
that of the Che School. On the other hand, as a good friend of Tung
Ch'i-ch'ang, he was also very much affected by the new trends in the

early 17 th century. This scroll is a good example of the more literati
expression in Lan Ying's art.

One of the most impressive paintings in the whole Drenowatz collection

is undoubtedly the panoramic landscape by Kung Hsien (fig. 7)^
who, in spite of the fact that he lived until 1689, still always

regarded himself as a Ming loyalist. Though evidently influenced by the
ideas of Tung Ch'i-ch'ang, he did not merely follow the late Ming
master's style, but attempted to carry further the search for a style that
could best express his inner feeling. While members of the Nanking
School, of which he was the leader, did not paint in a common style,
he developed a dark, sombre approach that fully reveals his feeling of
loneliness and his outlook of the world as a vast, tragic and desolate

land. This panoramic landscape is one of the most powerful and

dramatic expressions of Chinese art, a work that matches the tragic grandeur

of such world masterpieces as Michelangelo's religious paintings
and sculpture and Beethoven's symphonies.

The legacy ofTung Ch ' i-ch '
ang can best be seen in a group of painters

living in the district of T'ai-ts'ang, not far north of Sung-chiang,

15. Reproduced in Sickman and Soper, op.cit., pl. 149 ; Sullivan, op.cit., fig. 243 ; Swann,
Chinese Painting, Paris, 1958, p. 133 ; Sherman E. Lee, A History offar Eastern Art, London, 1966,

fig. 596; The Arts ofthe Ch'ing Dynasty, London, 1964; Sullivan, IntroductiontoChinese Art, London,
1961, pl. 138 ; Ashwin Lippe, Oriental Art, Spring 1956 ; Tosò gen min meiga taika,n Tokyo, 1929,
pl.419; James Cahill, Fantastics and Eccentrics in Chinese Painting, Asia Society, N.Y., 1967,

no. 25.
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during the 17 th century. Two artists, known as the two earlier Wangs,

Wang Shih-min (1592—1680) and Wang Chien (1598—1677), were
pupils of Tung Ch'i-ch'ang and Ch'en Chi-ju and had the fortunate

opportunity to study the collection of paintings of old masters in their
hands. As a result, they took the theories of Tung very seriously and

sought to practice especially a strong imitation of Sung and Yuan masters.

This is their classicism. However, while these two Wangs'
outlook seems to be directed mainly toward the past, that of the two later

Wangs, Wang Hui (1632-1717) and Wang Yiian-ch'i (1642-1715), is

more toward the future. In a broad sense, Wang Hui was the fulfillment

of Tung Ch'i-ch'ang's idea of a 'great summation' and of Wang
Chien's ideal in his endless study of the great masters. The landscape

by him in the Drenowatz collection, dated 1695,l6 is a good representation

of his mature style, the result of a long period of intense study of
Sung and Yuan masters and of his teachers. On the other hand, Wang
Yiian-ch'i is the more original of the two. Grandson of Wang Shih-min,
he had spent his youth in absorbing the literati tradition of the T'ai-
ts'ang and Sung-chiang Schools, but went on to develop a style of his

own in combining the elements from both the Ni Tsan and Huang

Kung-wang traditions. Two paintings by Wang Yiian-ch'i in the Drenowatz

collection, dated 17061? and 1708 respectively, are good examples
of this development. Another painter of the same outlook, Wu Li
(1632-1718), who was a fellow-pupil under Wang Shih-min, is often
linked with the Four Wangs since his approach is very similar to the

group. In spite of his conversion to Catholicism, he seems to have not
been much affected by the Western approach to painting. The painting
in the Drenowatz collection, dated 169 3 (fig. 8),l8 after he went through

16. Reproduced among others in Great Chinese Painters of the Ming and Ch'ing Dynasties,
Wildenstein & Co., N.Y., 1949, no.47.

17. Reproduced in Speiser, op.cit., pl. 72; King Kwei Collection, Kyoto, vol.1, pl. 55, and
The Arts ofthe Ch'ing Dynasty, London, 1964, pl. 2.

18. Reproduced in lOOO Jahre Chinesische Malerei, pi. 98; Roger Goepper, Im Schatten des

Wu-tung Baumes, München 1959, pi. 25; Roger Goepper, Chinesische Malerei, Berne, 1967.
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the intensive Christian training in Macao, is still a typical product of the
classical tradition. Deriving from the Yuan artist Wang Meng, he shows

an interest in the more crowded composition, more complex mountain
formations, and more intricate relationship between shapes and areas,

in contrast to the simpler and purer approach of Wang Yiian-ch'i.
The success of this group ofearly Ch'ing painters under the art-loving

patronage of Emperor K'ang-hsi inspired a great number of followers in
the 18 th century. Aside from the fact that both Wang Hui and Wang
Yiian-ch'i became the emperor's favorite painters and served for some
time in the court, both appealed to the younger artists in their ability to
absorb the classical tradition of painting and to develop their own
personal styles. The followers of Wang Yiian-ch'i are known as the 'Lou-

t'ung School', derived from the home district of the master. Several

representatives of this school are included in this collection. A hand-

scroll by Huang Ting (1660-1730),l8 a pupil of Wang Yiian-ch'i, shows

that he was probably the most accomplished painter of this school.

Painted in 1716, the scroll moves from an open, broad view of lakes and

mountains gradually to a complex formation of high mountains and

waterfalls. He has absorbed the personal quality of Wang Yiian-ch'i's
brushwork, but also the delicate taste of Wang Hui, forming the
basic strength of his style. An album of landscapes by one of Huang's

pupils, Chang Tsung-ts'ang (1686-1756), is a good example of how
much Wang Yiian-ch'i's brushwork was imitated in the time of Emperor
Ch'ien-lung. Dated 1748, its various leaves are Chang's interpretations
of a number of Sung and Yuan masters, through the style of Wang. Such

a practice is standard of the classical school of painting. In contrast, a

hanging scroll by Wang Çh'en (1720—1797),1? great-grandson of Wang
Yiian-ch'i, dated 1778, in the style of Wu Chen of the Yuan dynasty,
shows that he is trying to develop out of the more robust side of his

ancestor.

19. Reproduced in Shen Chou ta kuan, Shanghai, 1912,1, Shina NangaTaisai, vol.IV, suppl.,
p. 102 ; Shen-Chou kuo kuang chi, vol. 1.
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The followers of Wang Hui are called the 'Yü-shan School', again a

reference to the home district of the master. The Drenowatz collection
has an album by his great-grandson, Wang Chiù (act. late i8th c),î0
showing him as a true inheritor of the master's style. Dated 1759, the
album shows leaves in the style of various Sung and Yuan masters. However,

one can easily see that in these studies Wang Chiù was more interested

in absorbing the style ofhis great-grandfather rather than those of
the classical masters directly, but he shows almost the same breadth
and versatility of Wang Hui himself.

One of the major exponents of this classical trend of landscape painting
in the 19th century is Tai Hsi (1801-1860), a scholar, high official and

accomplished painter. The Drenowatz collection happens to be in
possession of two albums by this artist, done in 1857 and 1858, both
dedicated to the same person, Mo-yüan. Both albums, in 10 and 12 leaves,

are in the style of Sung and Yuan masters, very similar to those of the

other albums. However, both betray the same origin of his style, which
is that ofWang Hui. Tai's style, with its subtle use of ink tones, delicate

brushwork patterns, simple and sure composition, still reflects the fine

taste, deep feeling, and intellectual breadth of the literati tradition. Two
small paintings, probably originally part of an album, by a contemporary
of Tai Hsi, Ch'ien Tu (1761-1844), dated 1841, exemplifies a more
independent line within this approach. Instead of following the more
recent masters, he went back to the 16th century painters Wen

Cheng-ming and Ch'iu Ying as his models. This new attempt brings a

new feeling to his paintings. Amidst the predominance of the influence

of the Four Wangs, his style does create a dream-like effect, and express
a nostalgia for an age long past.

In contrast to the classical schools, the trend toward individualism in
painting, already evident in late Ming, gained momentum after the
Manchu conquest of China. Strongly attached to Ming emotionally, and

deprived of the opportunity for an official career, many scholars and

20. Reproduced in lOOO Jahre Chinesische Malerei, pl. ioo.
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painters turned hermits and monks, retreating from the world. While
literati painting found great acceptance in the Ch'ing court, they strove
for more independence from the imperial patronage, from the classical

tradition, and from conventional success. The result is a very original

group of artists achieving a new plateau in creating new styles of their
own. Many ofthem are known for their eccentricity. Most famous ofthem

are the several monk painters, Chu Ta, Shih-t'ao, Shih-ch'i and Hung-
jen. All bom in late Ming, they all matured and developed in the Ch'ing
period. The self-conscious birds and animals of Chu Ta and the violent

landscapes of Shih-t'ao, are the most typical expressions of these two
eccentrics, who were descendents from the Ming imperial line. A reflection

of the eccentricity of this group of artists is a painting dated 1767

by Yao Sung,21 an artist from Anhwei, the area where Monk Hung-jen
and Hsiao Yiin-ts'ung lived. The painting, a variation of a theme originated

from Ni Tsan, but derived more directly from Hung-jen, creates a

strong sense of fantasy by its angular shapes or mountains and rocks, its

strange, searching pines, its flat space, and its rhythmic brushwork. It
is a dream world of the literati out of their memories of the past and

their reflections of the present.
The innovations of this group of individualists seem to have brought

about a special school of eccentric painters associated with Yang-chow,
the most prosperous city on the north bank of the Yangtze River in the
delta. As the city is located at the crossing point between the Yangtze
and the Great Canal linking Peking and the Chiang-nan area, Yang-chow
had been known for its wealth and trade since the T'ang period. However,

culturally it never matched the importance ofsome other southern

cities such as Nanking, Hangchow or Soochow. In painting, it never had

a school of its own as in other cities such as Sung-chiang, T'ai-ts'ang and

others. But during the 18 th century, Yang-chow rose to become the
richest city of China, controlling such important trades as rice, silk and

salt. Some of their merchants are said to be worth billions. As such, it
21. Reproducedin Cahill, op. cit., no. 14; The Ansoj'the Ch'ing Dynasty, London, 1964, no.38.
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attracted many artists to the city. In contrast to the classical taste of
Peking, the Yang-chow merchants showered their patronage to the

eccentrics, especially the group called 'The Eight Eccentrics of
Yangchow',22 which is well represented in the Drenowatz collection.

A rare album (fig. 9) dated 1736,23 the first year of Emperor Ch'ien-

lung's long reign, is a comparatively early work of Chin Nung (1687-
after 1764), since he is said not to have painted until he was 50 years old.
While his style in this album is not so free as his later works, it is almost
a tour de force of his talent in both painting and calligraphy. In each of
the compositions, half of the space is taken up by painting illustrating
either an ancient poem or essay which is written in his characteristic

writing style. Instead of following the Four Wangs' approach, he chose,

according to his inscription, as his model Ch'en Hung-shou, an earlier
resident of Hangchow from which he came. Already, in his rock forms,
his unconventional compositions and his blend of houses and landscape,
he shows a great sense of freedom in his approach.

Another outstanding album of landscape paintings (fig. 10), now
mounted in two separate handscrolls, is the work of Huang Shen,24

another of the eccentrics. While he is generally known as a figure painter,
he is also a very original landscape artist. All the eight leaves are scenes

of specific locations along the Yangtze river. In spite of this tie with
reality, the style is typically his own, with nervous, sketchy lines
combined with occasional reference to models such as Mi Fu and Ni Tsan.

It is, undoubtedly, the boldness of his brushwork that earned him the
fame of being an eccentric.

Many of the eccentrics were not landscape painters. Although Hua

Yen (168 2-after 1755) did paint many landscapes of very imaginative or
even fantastic nature, he is quite well known as a bird and animal

22. Cf. W.H.Scott, Yangchow and its Eight Eccentrics, Asiatische Studien, XVIII, 1964,

p. 1-19.
23. Reproduced in Hu-sheyüeh k'an, Peiping, vols. 28-39 (I930_I931)-
24. Reproduced in Speiser, op.cit., pl. 77 ; I OOO Jahre Chinesische Malerei, pl. 135; Cahill,

op.cit., no. 32.
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painter. Two small paintings in the Drenowatz collection, probably once
leaves of an album, show his originality in a subject very old in China.

Perhaps in this kind of painting, it is not so much the eccentric as the
creative treatment of an old theme that earned him his fame in
Yangchow. His birds and cranes all show a great sense ofvitality and aliveness.

As a whole, the Chinese paintings in the Drenowatz collection
constitute a genuine reflection of the Chinese taste for their great literati
tradition. While the paintings of the T'ang and Sung are no longer available

except in the Palace collections in China and a few other collections
abroad and Yuan works are also quite rare, paintings of the Ming and

Ch'ing periods have now gained their rightful place in Western connois-

seurship of Chinese art. As works of later periods, they represent a more
advanced stage of the Chinese artistic development in the search for
values beyond mere realistic depictions. In the Chinese respect for the

past, they reveal a strong attachment to the great traditions established

by Sung and Yuan masters but also try to interpret them with new feeling
and insight so that the past will bring new meaning to the present. Thus

the many simple and freely executed paintings, almost casual in appearance,

are works ofextremely rich content for the Chinese literati. They
are the objectifications of their desires, dreams and fantasies, their hopes
and despairs, and above all, their attempts to come to terms with the

changing world. They may be expressed in more concrete images of
mountains, rivers, rocks and trees, often rich in their associations with
past masters, or in more personal, even abstract elements of form and

pure brushwork, often filled with great vitality and freedom. It is with
these ideas in mind that the Drenowatz collection can best be
appreciated, not only as a means to understand the mind of Ming and Ch'ing
China, but also as a mirror to approach the culture and art of the
modern West.
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