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Attributed to Zhu Derun (1294-1365)

Mooring at a Maple Shore

Round fan mounted as an album leaf, ink and colour on silk
26.1 x 27.6 cm

On the strength of the signed inscription on the left, the painting
has been ascribed to Zhu Derun, whose ancestry can be traced to Zhu
Guan, an esteemed scholar-official who ranked among the Five Elderlies
of Suiyang (present-day Shangqiu, Henan) in the Northern Song.' The
family later relocated to Kunshan. While in the Yan area (in present-day
Hebei) towards the end of the Yanyou reign (1314-1320), Zhu Derun was
made a junior compiler on Zhao Mengfu’s recommendation and was
subsequently promoted to be Supervisor of the Confucian School.” Tt is
said that Zhu owed his landscapes to Guo Xi and the influence can be
examined from the pine trees, scrolling clouds, texturing and flat-distance
in the painting Strumming a Zither under Trees (National Palace Museum,
Taipei).3 As for his late-year works, the moist and vigorous brushwork
was probably inspired by Zhao Mengfu, whose brushwork and
composition reminiscent of Dong Yuan and Monk Juran as exemplified
by Water Village are echoed in Zhu's last dated painting Pavilion of Elegant
Plain (The Palace Museum, Beijing)." This possible source of inspiration
cannot be ruled out although there is hitherto only a single reference in
ancient literature.’

Despite the attribution, the composition and brushwork seen here
are hardly typical of the artist. In the lower right of the painting is a boat
where a scholar is admiring the red maples on the left waterfront. The
way the leaves are scattered suggests a breeze blowing from the left to
the right. In the centre, houses are half hidden and faintly visible as they
become engulfed by the mists that are advancing along with the breeze
against a background that is much sparser than the foreground. In the
foreground, small axe-cut strokes define the sloping shore lapped by
waves represented in fine strokes. While the leaves here are outlined,
those in the middleground are simply dotted. The distant mountain in
the upper right is primarily washed in ink with dots in ink or red spilling
from it to suggest vegetation.

The diagonal composition, misty landscape and meticulous
description bring to mind the albums of the late Southern Song, especially
those by Xia Gui in which the fine-brush tradition of the preceding Tang
dynasty survives.” Although the broad outlines in the foreground and the
texturing of the rocks in finer strokes can be compared with Xia’s Viewing
a Waterfall (National Palace Museum, Taipei), the present specimen is
more economical in brushwork and at times no more than ornamental
as in the bushes on the distant mountain.” Yet the painting as a whole
remains to be a poetically descriptive masterpiece from the Southern

Song.’
(HKY)
1 Wen Zhengming, Putian Ji (SKQS, vol. 1273), juan 23, p. 169.
2 Dong Sizhang, Wuxing Beizhi (SKQS, vol. 494), juan 7, p. 345.
3 Xia Wenyan, Tuhui Baojian (SKQS, vol. 814), juan 5, p. 619.
4 James Cahill, Hills Beyond a River: Chinese Painting of the Yiian Dynasty,

1279-1368 (New York: Weatherhill, 1976), pp. 79-80.
Feng Fang, Shujue (SKQS, vol. 816), p. 182.

6  For Li Tang’s painting styles and their influence on the Southern Song,

(&)

see Yu Hui, “Li Tang yu Hou Li Tang Shidai de Shanshuihua,” in Dynastic
Renaissance: Art and Culture of the Southern Song (Taipei: National Palace
Museum, 2010), pp. 475-506. For a study of Xia Gui, see Richard Edwards,
“Hsia Kuei and the Late Sung,” in The World around the Chinese Artist:

Aspects of Realism in Chinese Painting (Ann Arbor: University of Michigan
Press, 1989), pp. 13-53.

7  For a discussion of Xia Gui’s Viewing a Waterfall, see Ho Chuan-hsing,
“Xia Gui Guanpu Tu,” in Famous Album Leaves of the Sung Dynasty (Taipei:
National Palace Museum, 1995), pp. 260-261.

8  For discussions of the expression of poetic feelings through realistic
depictions of objects in Southern Song painting, see Richard Edwards,
“Painting and Poetry in the Late Sung,” in Alfreda Murck and Wen C. Fong
eds., Words and Images: Chinese Poetry, Calligraphy, and Painting (New York:
The Metropolitan Museum of Art, 1991), pp. 405-430; Hui-shu Lee, “Art and
Imperial Images at the Late Southern Sung Court,” in Maxwell K. Hearn
and Judith G. Smith eds., Art of Sung and Yiian (New York: The Metropolitan
Museum of Art, 1996), pp. 249-269.

2

Tao Xuan (active 14th century)
Pavilion against Distant Mountains
Dated 1345

Hanging scroll, ink on paper

58 x 31.7 cm

Acc. no. 1996.0488

The painting is stated in the signature inscription on the upper
left to be made by Tao Xuan for his friend Wang Dijian in the 5th year
of the Zhizheng reign (1345) although the friendship between them is
undocumented elsewhere.' A brief account of Tao Xuan’s life is given in
no other ancient source except Tuhui Baojian (Handbook on Painting) by
Xia Wenyan of the Yuan that the painter, a native of Jinling, modelled his
landscapes on Li Cheng, a painter active during the Five Dynasties and
the Northern Song.”

In this only known work by the painter, the flat-distance
composition is typical of the Yuan and is commonly seen in the
wastelands captured by Li Cheng from a low vantage point. In the
foreground are a handful of upright trees and bamboos. The viewer’s
gaze is then directed by the zigzagging river bank to the receding
middleground and then background. Dotted and washed at their bases,
the hills and rocks are shaped succinctly in ink with a relatively dry
brush, bringing to mind Ni Zan among the Four Masters of the Yuan.
When compared with Ni Zan’s Six Gentlemen (Shanghai Museum), which
was also painted in 1345 and likewise replacing Li Cheng’s desolate
wilderness with a beguiling waterscape, the present specimen does not
bear any noticeable borrowings while Dong Yuan’s hemp-fibre texture
strokes are quite conspicuous in Ni’s painting.

To the right of the signature inscription are observations about Tao
Xuan and the recipient Wang Dijian inscribed by Gao Shigi of the Qing.
Wang Dijian, who was on the cusp between the Southern Song and Yuan
dynasties, is said to be a poet and to owe his narcissus to the Southern
Song painter Zhao Mengjian. This opinion of Gao’s is found to be well
grounded in view of the resemblance in depicting the leaves and flowers
in sleek outlines in both Wang’s fragmented painting of narcissus (The
Palace Museum, Beijing) and Zhao Mengjian’s paintings of the same
subject.

Wang Dijian is recorded by Dai Biaoyuan of the Yuan to be living
in seclusion in the middle of a vast and uninhabited plain to the south of
Mount Ji which offered an unobstructed panorama of the surrounding
area.” The scene described coincides with that in the present painting.
Subjugated by an alien people, the literati left over from the Song dynasty
were barred from or disinclined to join the new regime and chose to
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lead a reclusive life instead, leading to the proliferation of painting and
literary works celebrating this way of living. In this regard, the specimen
before us is definitely an example.

(HKY)

1  This painting had once been collected by Zhang Hang and recorded in his
Muyanzhai Shuhua Jianshang Biji (Beijing: Cultural Relics Press, 2004), p. 250.
Xia Wenyan, Tuhui Baojian (SKQS, vol. 814), juan 5, p. 622.
Dai Biaoyuan, Shanyuan Ji (SBCK, jibu, vol. 1400), juan 4 ji, pp. 3b-4b.

3

Li Zai (1400-1487)'

Pavilion in Lofty Mountains
Hanging scroll, ink and colour on silk
124.3 x 59.4 cm

Acc. no. 1996.0081

A native of Putian, Fujian, Li Zai was summoned to the court
during the Ming reign of Xuande to render his service along with
painting masters such as Xie Huan, Ni Duan, Shi Rui and Dai Jin at
the Hall of Benevolence and Wisdom (Renzhi Dian).” In East Asia,
his reception is evidenced by an encomium on the painting Landscape
in Broken Ink (Tokyo National Museum) by Sesshit Toyo in which the
prominent Japanese monk painter from the Muromachi period (1336-1573)
is proud to acknowledge his tutelage in the use of colour and broken ink
under the renowned painter while in China.’

According to Minghua Lu (A Record of Ming Paintings), Li Zai’s
landscapes come in two styles, the refined of which is borrowed from
Guo Xi of the Northern Song and the untrammeled from Ma Yuan and
Xia Gui of the Southern Song.* An example of the former can be seen in
the uncluttered composition and the mixture of sharpness and mistiness
in Returning Home (Liaoning Provincial Museum) while that of the latter
in the straggly trees and the damp scrolling-cloud texture strokes in
Seclusion in the Mountains (National Palace Museum, Taipei) and Mountain
Hamlet (The Palace Museum, Beijing).

The present specimen successfully celebrates the eclectic mixture
of the painting traditions of both the Northern and the Southern Songs.
On the right in the foreground, the straggly trees leaning towards the left
guides the viewer’s eye to the traveller and his boy servant on the bridge,
seemingly leading the viewer into the artist's ideal world. Evoking those
in Northern Song paintings, the imposing main mountain is off-centred
to give way to the receding river and distant mountains to emphasize
perspective. To close the gap between the viewer and the painting and
to add life to the landscape, all the figures engaged in different activities
have been blown out of proportion, whether it is the travellers with a
wide-brimmed rain hat and a staff emerging from behind the mountain
in the centre, the visitors to a pavilion which is maintained by a sweeper
in the middleground, or the scholars reading inside a riverside pavilion
at the foot of the mountains. Like Seclusion in the Mountains and Mountain
Hamlet, the composition is made up of motifs including an untamed
mountain mass in the background, pines enveloped in mists in the
middleground, straggly trees and figures in diverse activities. Yet the
texturing is moister such that the scrolling-cloud texture strokes for
the rocks bleed into and blend with the washes. A less common feature
among the painter’s extant hanging scrolls is the two pine trees rising
from an outcrop on the right in the foreground, inviting comparison with
Southern Song paintings.

(HKY)
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1  There are different versions of Li Zai’s year of death, the most common
being 1431 which first appears in Wenyi Cidian Xubian, though not knowing
the reason. Basing on the time that the Japanese monk painter Sessha Toyo,
who learnt painting from Li Zai, to China, and also on Yu Zongjian's study
of the Li family tree of Putian, Yang revised Li Zai’s years of birth and death
to 1400 and 1487 respectively. See Yang Dezhong, “Li Zai Rujing Shijian ji
Shengzhunian Kaoshi,” Yishu Tansuo, vol. 28, no. 3 (June 2014), pp. 34-38.
Zhu Mouyin, Huashi Huiyao (SKQS, vol. 816), juan 4, p. 524.

3 See Hashimoto Yu, “Xuezhou Ru Ming Zaikao,” Meishushi Luncong, no. 33
(March 2017), p. 21.

4 Xu Qin, Minghua Lu (XXSKQS, vol. 1065), juan 2, p. 653.

4

Wen Jia (1501-1583)

The Han River

Handscroll, ink and colour on paper
26.3 x 147 cm

Acc. no. 1995.0673

Wen Jia, a native of Changzhou, was posted at various times
to Zhejiang and Jiangxi as a teacher and eventually retired as a
departmental director of schools in Hezhou, Anhui.' After the passing
of his father Wen Zhengming, he became even more active in the literati
circles of the Wu area and was constantly approached with painting
and calligraphy requests.” Despite being compared less favourably
with his elder brother Wen Peng in calligraphy, he has been considered
to have truly inherited the refined family painting tradition.” As far
as painting style is concerned, he is akin to Ni Zan whereas Wen Peng,
Wu Zhen.* On account of his connoisseurship, he was entrusted by
the Superintendent of Training with authenticating the paintings
and calligraphies confiscated from the corrupt Grand Secretary Yan
Song, which culminated in a compendium on their provenance and
authenticity.’

Signed with an inscription and two signature seals, the unimpeded
depiction of an ideal place for seclusion in the blue-and-green style
brings to mind Shen Zhou’s simple compositions such as Night Vigil
(National Palace Museum, Taipei). In the beginning section, two scholars,
one dressed in red and the other blue, are chatting away in a shed. Across
the water to the right, the islet with its diverse trees, some flourishing
and one dying, provides some sort of shelter from the vast open water. At
the end of the scroll and separately aboard a boat are two scholars, again
one in red and the other blue, gazing at each other to allude to seclusion
through the fisherman allegory. Although the location of the scene is
not identified, the Han River in Yangzhou is suspected because of its
reference in the poem inscribed by the painter in his colophon. Other
inscribers are Wen Zhaozhi and Cheng Jiasui. The same colophons are
given under a painting by Wen Jia in Lu Shihua’s Wuyue Suojian Shuhua
Lu (Records of Paintings and Calligraphies Seen in the Wuyue Area) but it
should have been a different painting since there are four characters more
in the painter’s inscription and the measurements do not tally.’

(HKY)

1 Wang Shizhen, Yanzhou Sibu Gao (SKQS, vol. 1280), juan 83, p. 370; Wang
Shizhen, Yanzhou Sibu Xugao (SKQS, vol. 1284), juan 149, p. 167.

2 Alice R. M. Hyland, “Wen Chia and Suchou Literati: 1550-1580,” in
Chu-tsing Li et al. eds., Artists and Patrons: Some Social and Economic Aspects
of Chinese Painting (Lawrence, Kansas: Kress Foundation Department of Art

History, University of Kansas, Nelson-Atkins Museum of Art, Kansas City in





