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Abstract Tao Qian-related paintings created in ancient China can be divided
into three categories: paintings inspired by Tao Qian’s literary pieces; paintings
inspired by his anecdotes; portraits for Tao Qian. These paintings have made Tao
Qian a cultural icon representative of aesthetics of placid rural seclusion. This
article aims to reveal the aesthetic implications of Tao Qian as a cultural icon by
finding information about lost paintings taking inspiration from him or assessing
the authenticity of relevant ancient paintings preserved in museums or collected
by collectors.
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Tao Qian Fg#% (CE 365-427), also known as Tao Yuanming FFJHH, proves to
be a source of inspiration for ancient Chinese artists. Among the three categories
of Tao Qian-related paintings, those inspired by Tao Qian’s literary pieces
include “Guiqulai xi ¢i” V42K # (“On Returning Home”), “Taohua yuan ji”
BEAEUEC (“A Tale of the Peach Blossom Spring”) and “Gui yuantian ju” -} [
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J& (“Returning to Live in the Countryside”). His anecdotes consist of gathering
chrysanthemum blooms,' using his head wrap to filter rice wine, and befriending
Huiyuan %it, a famous Buddhist monk, and Lu Xiujing Ffif&##, a well-known
Taoist priest. Details will be provided in the following sections.

1 Paintings produced before the Yuan dynasty (CE
1271-1368)

“Guiqulai ci tu” JHZK#E (“Tao Qian Returning Home”), bearing no seal
imprint or signature of the artist, listed as “by Lu Tanwei [E# % (CE
420-479)>", is a color painting on a silk scroll housed at the Palace Museum in
Taipei (Taibei & t). According to Lidai minghua ji PifC4 miid (Famous
Paintings throughout History)4 by Zhang Yanyuan K i, a Chinese art
historian of the 9" century, Lu Tanwei was an official painter serving as an
imperial attendant. Lu Tanwei gained a reputation as an established portrait
painter, who had painted portraits of celebrities such as Kongzi L +
(Confucius), emperors, and renowned scholars. His paintings were included in
Lidai minghua ji, Xuanhe hua pu T M i (The Xuanhe Collection of
Paintings), and Peiwen zhai shuhua pu CFAHEIE (Calligraphy and Painting:

! Chrysanthemum blooms symbolized integrity and the recluse in ancient China.

% The friendship between the three was widely accepted by intellectuals in ancient China. An
anecdote about the three hermits laughing by the Tiger Stream had been repeatedly told. One
version of the story goes as follows: Leading an abstinent and reclusive life, Huiyuan never
drank any wine with anybody or escorted any visitor out the main entrance to his temple. But
whenever Tao Qian came to visit him, Huiyuan would exchange his poems for rice wine to
entertain Tao Qian. One day, Tao Qian came with Lu Xiujing to visit Huiyuan. The three
hermits drank some rice wine and had a good talk. When Tao Qian and Lu Xiujing decided to
leave, Huiyuan escorted them until they came across the Tiger Stream, which got its name
because it wound through the area occupied by tigers. When the roar of tigers suddenly made
the three hermits realize that Huiyuan had broken his two cardinal rules, they could not help
laughing heartily. For details see the 21% volume of Chanyue ji #i4% (Poetic Works of
Guanxiu) by Guanxiu $1{k (CE 832-912), included in Wenyuange Siku quanshu ST I DU 52 4=
15 (The Complete Library of the Four Treasures: Wenyuange Edition), volume 1084, chapter
37, p. 509; Huang Tingjian, 2003, p. 416; the 2" volume of Lushan ji J5lliid (History of
Mount Lushan) written by Chen Shunyu WE%E67 in the 11" century, included in Wenyuange
Siku quanshu, volume 585, p. 21. But some scholars doubt the authenticity of the anecdote due
to the age gap between Huiyuan (CE 334-416) and Lu Xiujing (CE 406—477). And they also
pointed out that Lu Xiujing never went to Mount Lushan before the 450s, which was decades
after the demise of Huiyuan or Tao Qian. For details see the 30" volume of Chuo geng lu #5#t
& (Ildle Notes) written by Tao Zongyi Fi>%{ between the late 1240s and the 1360s. The
book is more commonly known as Nancun chuo geng lu HF#B¥I% (Tao Zongyi’s Idle
Notes).

3 A painter of the Song dynasty (CE 420-479) of the Southern dynadties (Nan Chao Fg#i).

* Volume 6, p.- 126.
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The Peiwenzhai Collection). Since no record of the “Guiqulai ci tu” can be found,
there must be some reason for the Chinese art historians to ignore this painting.
Tao Qian was not a popular figure until the first half of the 6" century, when
Xiao Tong 4t (CE 501-531), also known as Crown Prince Zhaoming 3]
T, compiled Wenxuan ik (A Selection of Literary Texts) and included a
number of literary pieces by Tao Qian. In Lu Tanwei’s time, it is unlikely for an
imperial painter to have serious interest in Tao Qian. Judging by the style of
“Guiqulai ci tu”, it might be created in the 13™ century and even later.’

The earlist known portrait of Tao Qian was painted by Zheng Qian /& (CE
685-764), a famous poet, painter and calligrapher of the Tang dynasty (CE
618-907) °. Xuanhe hua pu has mentioned this portrait, which was included in
the imperial collection owned by emperors in the first half of the 12" century.
Xuanhe hua pu has also commented that Zheng Qian felt a strong kinship with
Tao Qian, the fact of which put him in a good position to capture Tao Qian’s
spirit in his artistic representation of the literary figure. Lidai minghua ji shares
the same view with Xuanhe hua pu as to Zheng Qian’s being a kindred spirit to
Tao Qian. Besides Zheng Qian, Li Zhaodao Z=Hfi#, another painter of the Tang
dynasty, was inspired by Tao Qian’s “Taohua yuan ji”’ and created “Tao yuan tu”
B (“The Peach Blossom Spring”), which was recorded in Dongtu xuanlan
bian %HE % YW4n (Dongtu’s Notes on Masterpieces of Art and Calligraphy)’ by
Zhan Jingfeng 54 (CE 1532-1602).® According to the second volume of
Tuhua jianwen zhi VI WIEE (Artists and Paintings: An Overview)’ written by
Guo Ruoxu F#7 i during the Song dynasty (CE 960-1279), Jing Hao ¥, an
artist living between the middle of the 9™ and 10™ centuries, also created a
painting entitled “Tao yuan tu”. But Zheng Qian’s portrait of Tao Qian, Li
Zhaodao’s “Tao yuan tu”, and Jing Hao’s “Tao yuan tu” had not survived the
passage of time.

Some classical poems were composed to describe portraits of Tao Qian and
paintings inspired by Tao Qian’s anecdots or literary pieces, which had been

5> The explanation by Wang Yaoting E#JE accompanying a picture of “Lu Tanwei’s
‘Guiqulai ci tu’” inculded in Wenxue mingzhu yu meishu tezhan L2%%FES5EARRRE (The
Special Exhibition of Literary Canons and Artistic Masterpieces: Exhibits with Explanations),
p. 148.

® For more details about this painter, see “Zheng Qian zhuan ¥{j&{: (Zheng Qian’s
Biography)” in the 202™ volume of Xin Tangshu #15 (New History of the Tang Dynasty).
"Dongtu Z</ is Zhan Jingfeng’s courtesy name. Therefore, Dongtu xuanlan bian is also
known as Zhan Dongtu xuanlan bian ZRE L Y% or Zhan shi xuanlan bian &K% Y.

8 Chapter 26 “Xuanlan bian by Zhan Jingfeng”, Zhongguo hualun yanjiu b8 i g iF 5
(Theories of Painting in China). The author based his exposition on a transcript of Dongtu
xuanlan bian housed at the Palace Museum in Beijing.

% Congshu jicheng xinbian MWBENF4 (A New Collection of Classical Books in China),
volume 53, p. 162.
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created during the Song dynasty. Wang Yun L%, a scholar of the 13™ century,
mentioned in his serial poems'® on a painting depicting Tao Qian’s rural life in
summer days, which was painted by Emperor Huizong of the Song (Song
Huizong ##5% CE 1082-1135) and collected by Du Hengfu #L= . Other
poems include “Ba Tao Yuanming guiqulai tu” FFJH W02k (“Poem
Accompanying the Painting ‘Tao Yuanming Returning Home’ »)'' by Ge
Shengzhong % itfl (CE 1072-1144), “Tao Yuanming xiezhen tu” FgJH 15 It
K (“Tao Yuanming’s Portrait”)'* by Xie Ke i#f i (CE?-1116), “Guan
Yuanming huaxiang” M JH B (“An Appreciation of the Portrait of Tao
Yuanming”)"? and “Cai ju tu” %4/ (“The Painting ‘[Tao Qian] Gathering
Chrysanthemum Blooms” ”)'* by Wang Shipeng £ 1 Jii . All of the
abovementioned paintings cannot be identified with certainty.

Li Gonglin ZAE (CE 1049-1106), a renowned portrait artist ranked next
after Gu Kaizhi it42"> and Zhang Sengyou #kf##'C, was attracted by the
stance of political detachment and the aesthetics of placid rural seclusion
represented by Tao Qian’s lifestyle'’ and created two versions of “Guiqulai xi tu
JH 23k %K (Tao Qian Returning Home)”."* Xuanhe hua pu mentioned that Li
Gonglin’s “Guiqulai xi tu” focused on the waterside scene'’, which was
definitely inspired by a textual segment in Tao Qian’s “Guiqulai xi
ci”—“approaching a clear stream to compose a poem”. Song Lian K, a
scholar-bureaucrat of the 14™ century, wrote an essay about Li Gonglin’s painting
concerning Tao Qian, which was entitled “Ti Yuanming xiaoxiang juan hou”
WM& G (“Reflections on the Portrait Scroll of Tao Yuanming”) and
included in Wenxian ji 54 (Collected Works of Song Lian).*® Obviously, the
portrait of Tao Qian by Li Gonglin could still be seen in the 14" century though
the painting can no longer be identified nowadays. Bearing the signature of Li
Gonglin and various seal imprints such as “Neifu tushu” WFEF (“Collections
Owned by the Imperial Household Department”), “Qianlong yu lan zhi bao” %z
B i % 2 5 (“Collections of Emperor Qianlong [CE 1711-1799])”, and

19 “Tao Qian xia ju tu san shou” Fg#E K =1 (“Three Poems on Tao Qian’s Rural Life in
Summer Days”) in Wenyuange Siku quanshu, volume 1435, chapter 37, p. 468.

Y Quan Song shi %4 (4 Complete Collection of Song Poetry), volume 24, p. 15702.

'2 Quan Song shi, volume 24, p. 15783.

3 Wang Shipeng quanji ¥ W44 (The Complete Works of Wang Shipeng), volume of
Poems, chapter 19, p. 321.

" Wang Shipeng quanji, volume of Poems, chapter 19, p. 403.

15 A renowned artist of the 4™ century.

16 A renowned artist of the 6™ century.

"7 Xuanhe hua pu, volume 7, p. 131.

'8 Xuanhe hua pu, volume 7, p. 132.

¥ Xuanhe hua pu, volume 7, p. 131.

2 Wenyuange Siku quanshu, volume 1223, p. 641.
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“Yangxindian jiancang bao” F&.0 B4 E (“Collections Housed at the Yangxin
Palace”), “Guiqulai xi tu” is a shuimo hua K521 (ink and wash painting) on a
33.7x908.2cm paper scroll housed at the Palace Museum in Taipei. This version
of “Guiqulai xi tu” has presented many details described in Tao Qian’s “Guiqulai
xi ci”: the boat, the pine tree, people’s clothes blowing in the breeze, boy
servants and Tao Qian’s little sons. Since the composition of this version
contradicts the description in Xuanhe hua pu, this version must be a forgery. But
the forger cannot be identified.*’

The Freer Gallery of Art in Washington owns a series of paintings entitled
“Yuanming guiyin tu” J# 8 HE (“Tao Yuanming’s Return and Reclusive
Life”), which bears the signature of Li Longmian ZEJZHK, an alternative courtesy
name of Li Gonglin. This series of seven paintings, as a whole, are meant to be a
vivid presentation of Tao Qian’s “Guiqulai xi ci”, which is divided into seven
sections for convenience. The first painting in this series depicts Tao Qian’s
return by boat, which has a composition similar to that of “Guqulai tu” 423K Kl
(“Tao Qian Returning Home”) by Qian Xuan 4k, an artist of the 13™ century.
The second painting in this series depicts Tao Qian standing under a pine tree,
which shows a marked resemblance with the “Guiqulai xi tu” housed at the
Palace Museum in Taipei and bears an inscription by Li Peng #*iZ, a literary
figure of the 11™ and 12™ centuries. Li Peng’s inscription, written in 1110, said
that he had seen one of Li Gonglin’s painting executed on a small screen at the
house of Huang Shangu #1114+ (i.e. Huang Tingjian #£%%), which also took
Tao Qian’s “Guiqulai xi ci” as the subject and was similar in composition and
style to the one carrying his inscription. Li Peng also mentioned that the painting
on which he was supposed to write the inscription was given to him by Wang
Xingzhi X2 (i.e. Wang Zhi £ #). Wang Zhi’s acquiring the painting in
question was recorded by Shanquan 4%, a monk—poet, in his poem “Wang
Xingzhi de Li Boshi suo zuo ‘Guiqulai tu’ bing zi shu Yuanming ci keshi yu
zhuoyu fang wei fu chang ju” FPEZ G2 FTAE I 2R EOF B IR E 204 T
BEY KA (“Commemorating Wang Xingzhi’s acquiring the ‘Guiqulai tu’
by Li Boshi”)*, which was included in the 92™ volume of Song shi ji shi A4
% (The History of Song Poetry and Poets).

It is believed that Li Gonglin had created other paintings concerning Tao Qian.
Poems and records describing Li Gonglin’s relevant paintings include “Ti Li

' Yuanming yizhi tezhan tulu W) i% SR JE 5% (The Special Exhibition of Paintings
Depicting Tao Yuanmings Carefree and Reclusive Life: Catalogue of Exhibits), p. 99. The
explanation accompanying the picture of the painting in question reads: “Though the signature
indicates that this painting is created by Li Gonglin, the painting style (i.e. baimiao 11 [a
kind of brush technique used for figure painting, which produces a controlled outline drawing
in order to achieve the precise description of a figure]) appears later than Li Gonglin’s time.”

22 Li Boshi Z={[1i is the courtesy name of Li Gonglin.
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Boshi Yuanming dongli tu @21 A <& K (“On ‘Tao Yuanming Standing
beside the Eastern Hedge’ by Li Boshi”) by Su Shi 73%{ (CE 1037-1101), “Ti
‘Lushan Bailianshe shiba xian tu’ bing xu” f5 )5 il (3% 41+ )\ 5 & IF 7
(““Eighteen Renowned Members of the White Lotus Society of Mount Lushan’
with the Accompanying Preface”)” by Fang Hui 77| (CE 1227-1305), “Li
Longmian ‘Lianshe tu’” ZFHEHE (“On ‘The White Lotus Society’ Painted
by Li Longmian”) by Wu Shidao /i (CE 1283-1344), “Ti Li Boshi
‘Lianshe tu™ fBZ=fi%4E & (“On ‘The White Lotus Society’ Painted by Li
Boshi”) by Li Dongyang =% (CE 1447-1516), the exposition on Li Boshi’s
“Lianshe tu” 3&4LKEl (“The White Lotus Society”) in Xuanlan bian by Zhan
Jingfeng®, and the exposition on Li Longmian’s “Gaoshi tu” & 118 (“A
Scholar of Integrity”)” in Gengzi xiaoxia ji PETHiEic (Summer Reflections
on Paintings and Calligraphy Pieces) by Sun Chengze #p#% (CE 1592-1676).
Fang Hui provided more details about Li Gonglin’s “Lushan Bailianshe shiba
xian tu” in the accompanying preface to his poem. He wrote that Tao Qian was
depicted in the painting as “travelling in lanyu T8 (a light bamboo seat
supported by carriers) and following the eighteen renowned members of the
White Lotus Society”. All of the abovementioned paintings cannot be identified.
The Museum of Fine Arts in Boston, Massachusetts, owns a series of seven
paintings entitled “Yuanming guiqulai xi tu” J#H k5K (“Tao Yuanming
Returning Home”), which draw inspiration from Tao Qian’s “Guiqulai xi ci”. If
the inscriptions in this series of seven paintings are combined sequentially, the
full text of Tao Qian’s “Guiqulai xi ci” can be retrieved. It must be noted that the
inscriptions had changed one Chinese character—probably trying to avoid using
the given name of Emperor Qinzong of the Song (Song Qinzong #K%k>% CE
1100-1156), which is “Huan #&”. This practice of bihui #ifi (i.e. to avoid using
the given names of emperors or one’s parents and ancestors) had not been
followed by various versions of Tao Qian’s works distributed in the Southern
Song dynasty (CE 1127-1279) because Emperor Qinzong of the Song had held
the throne for only one year and two months. The reason for the inscriptions in
question to strictly follow the practice of bihui might be that the series of
paintings were yuanhua Biid, which means they were created by an imperial
artist at Hanlin tuhua yuan ##KEHEFE (Hanlin Academy of Fine Arts). And the
calligraphic style of the abovementioned inscriptions bears a strong resemblance

2 The 24" volume of Fang Hui’s Tongjiang xu ji WiTZ:4E (Sequal to Tongjiang Ji T4
[Collected Works of Fang Hui]). Since the middle of the 20" century, scholars have doubted
the existence of the White Lotus Society of Mount Lushan. See Tang Yongtong #H /¥, 1955;
Fang Litian 757K, 1987. But it is possible that Huiyuan and Tao Yuanming were on friendly
terms. See Yuan Xingpei, 1987, pp. 171-181.

2 Wang Shixiang, 2002, chapter 26.

2 It cannot be determined whether or not the figure is Tao Qian.
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to that of “Luo shen fu” 4t (“Ode to the Nymph of the River Luo”), a
calligraphy piece produced by Emperor Gaozong of the Song (Song Gaozong &
% CE 1107-1187). In this consideration, the inscriptions accompanying the
abovementioned series of seven paintings may be the result of deliberate
imitation.”®

Liang Kai ##%, who served as an imperial artist at the Hanlin Academy of
Fine Arts in the early 13™ century, was also inspired by Tao Qian. According to
Tuhui baojian ¥l2z5 % (Collected Information about Painting Judging and
Fine Artists) written by Xia Wenyan ¥ 3 in the 1360s, Liang Kai was famous
for his renovative technique known as jianbi %€ (brush painting with minimal
use of detail).”” The Palace Museum in Taipei houses a painting “Dongli gaoshi
tu” <& & LK (“A Scholar of Integrity Standing beside the Eastern Hedge”),
which is a color painting on a 71.5%x36.7cm silk scroll bearing a tiny signature of
Liang Kai and numerous seal imprints such as “Qianlong yu lan zhi bao” ¥z
%2 % (“Collections of Emperor Qianlong [CE 1711-1799] ”), “Qianlong
jianshang” HzBE4ET (“Appreciated by Emperor Qianlong™), and “Shiqu baoji”
A% (“Shiqu Catalogue of the Imperial Collections”). The 38" volume of
Shiqu baoji ARFER (Shiqu Catalogue of the Imperial Collections of Paintings
and Calligraphy Pieces) described the size, the seal imprints, and other details
about Liang Kai’s “Dongli gaoshi tu”. The description matches the painting
housed at the Palace Museum in Taipei. Liang Kai had produced other paintings
concerning Tao Qian. According to Nan Song yuanhua lu F§RFEHE % (Paintings
by Members at the Hanlin Academy of Fine Arts of the Southern Song Dynasty)
by Li E Ji% (CE 1692-1752), Wu Qizhen 23{5i, a collector of the 17"
century, had mentioned in Shuhua ji 5 il (Notes on Paintings and
Calligraphy Pieces) that he had seen a small size painting on silk depicting Tao
Yangming standing under a pine tree with chrysanthemum blooms in hand,
which was created by Liang Kai. ** The 99" volume of Peiwen zhai shuhua pu
said that Liang Kai also painted “Huxi san xiao tu” FZi& =% (“Three Hermits
Laughing by the Tiger Stream™) and adopted the technique of zhe lu miao 77
(i.e. a kind of brush technique used for figure painting, which produces narrow
brush strokes resembling bent reed leaves).”’ Though “Dongli gaoshi tu” housed
at the Palace Museum in Taipei also seems to adopt the technique of zhe lu miao,
it cannot be decided whether it is an original work by Liang Kai.

According to Jianzhu Tao Yuanming ji 23 PG 4EE (Collected Works of Tao
Yuanming: An Annotated Version), the anecdote about Huiyuan, Lu Xiujing and

26 Fu Xinian %45, 1999.

27 Xu Juan, 1997, volume 1, p. 525.
28 Xu Juan, 1997, volume 2, p. 310.
2 Xu Juan, 1997, volume 2, p. 247.
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Tao Qian laughing by the Tiger Stream was considered to be a vivid presentation
of the unworldliness of the reclusive way of life in ancient China. As a result, Su
Shi had composed a poem in praise of the painting “San xiao tu” =K
(“Three Laughing Hermits”) by Shi Ke £1%, an artist of the 10® century; Li
Chongyuan 2=3176,>" a scholar and calligrapher of the 11" century and Li
Gonglin’s fellow townsman, had written an essay for Li Gonglin’s “Lianshe tu”
YE4LE (“The White Lotus Society”). Tao Zongyi wrote in the 30" volume of
Chuo geng [u that Su Shi had not made any comment in the abovementioned
poem on the identity of the three laughing hermits in Shi Ke’s painting, while
Huang Tingjian had made it clear in his poem in praise of the painting “San xiao
tu” that the artist depicted Huiyuan, Lu Xiujing and Tao Qian. The Palace
Museum in Taipei houses a painting “Huxi san xiao tu”, which is a color painting
on a 26.4x47.6cm silk scroll bearing a number of seal imprints such as
“Xuantong yulan zhi bao” EZ&MYZE (“Collections of Emperor Xuantong
[CE 1906-1967]”) and ‘“Zhenmi” 2%} (“Rare Collection”), but no signature.
Though it may be possible that Shi Ke is the artist who had created this painting,
solid proof is needed to support this assumption. The 7™ volume of Xuanhe hua
pu had provided a list of the names of Shi Ke’s 21 paintings collected by the
Imperial Household Department, and “San xiao tu” was not on the list. It must
also be noted that Qiu Yuan flLiz (CE 1247-1326) had composed a poem
entitled “Li daizhao huxi san xiao tu” Z=fFiAEE =K (“On “Huxi san xiao tu’
Painted by Li Tang Z=# [CE 1050-1130]”)."' But Li Tang’s painting had not
survived the ages.

2 Paintings created during the Yuan dynasty

Painters of the Yuan dynasty tended to invariably portray Tao Qian as a man of
stout figure with a long beard and a walking stick, wearing head wrap made of
ko-hemp cloth and a loose robe. And more often than not, Tao Qian was depicted
facing left in paitings of the Yuan dynasty. This homogeneous presentation of Tao
Qian may derive from Li Gonglin. Imitating Li Gonglin’s painting style, Zhang
Wo 3k, an artist of the 14™ century, once painted a portrait of Tao Qian. Huang
Gongwang # A% (CE 1269-1354), one of the “four great masters™ of
Chinese landscape painting in the Yuan dynasty, wrote an accompanying poem
for the portrait. Huang Gongwang pointed out in his poem that visual

3 Yuanzhong 7t was his courtesy name.

3 Wenyuange Siku quanshu, volume 1198, p. 84.

32 The other three were Ni Zan {i#¥ (CE 1301-1374), Wu Zhen 24 (CE 1280-1354) and
Wang Meng +5¢ (CE 1308-1385).
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presentations of Tao Qian tended to display striking similarities.*® This
homogeneity in image creation, as far as other paintings created in the Yuan
dynasty are concerned, is highly visible.

“Chaisang weng® xiang” %£Z#%1% (“Portrait of Tao Qian”) > painted by
Qian Xuan 3% (CE 1239-1301) is a color painting on a paper scroll bearing
the artist’s seal imprints in both relief and intaglio styles besides a variety of
collectors’ seal imprints. Tao Qian is depicted facing left, wearing clogs and head
wrap made of ko-hemp cloth, with a walking stick in hand. This image betrays a
striking resemblance® to the “Guiqulai xi ci tu” bearing Li Gonglin’s signature,
which is housed at the Museum Palace in Taipei. Qian Xuan wrote on the
painting that Tao Qian was a man of sincerity and a rice wine lover; he painted
this portrait because he felt close to Tao Qian. He also hinted that there were
other artists who had painted Tao Qian together with a boy servant carrying a
wine kettle. Qian Xuan was an admirer of upright scholars such as Tao Qian, Lin
Hejing #F13% (CE 967-1028) and the zhulin gi xian 7T#-E% (seven sages of
the bamboo grove)’’ of the 31 century who would have nothing to do with the
dictating rulers. Scholars of integrity had remained the central image in Qian
Xuan’s paintings. Naturally, he painted more than one painting concerning Tao
Qian. The Metropolitan Museum of Art in New York City houses a “Guiqulai tu”
by Qian Xuan, which is a color painting on a 26x106.6cm scroll bearing the
artist’s seal imprints in both relief and intaglio styles besides a variety of
collectors’ seal imprints and an accompanying poem® composed by the artist
himself. Collectors’ seal imprints on this painting include “Qianlong yu lan zhi
bao”, “Shiqu baoji”, and other ones indicating that the painting was a collection
owned by emperors of the Qing dynasty (CE 1636—1912). Tao Qian is depicted
wearing head wrap made of ko-hemp cloth. Standing on a boat and facing left,
with his right hand raised, Tao Qian seems to greet his family with delight. Qian
Xuan had produced more than one painting about Tao Qian’s “Guiqulai xi ci”.
Wang Shizhen L {11 (CE 1526-1590) mentioned in the 168" volume of

33 Xu Juan, 1997, volume 15, p. 889; Zhang Yanyuan, 1964, p. 125.

* Chaisang weng 4£3:4, literally meaning “the elderly man living in Chaisang 4£3%”, refers
to Tao Qian.

3 For pictures of the portrait see Harada Kinjiro J& KB, 1936; To So Gen Min Meiga
Tenrankai ARG 4 RS (Organizing Committee of the Exhibition on Famous Chinese
Paintings across Dynasties),1929.

3 Bian Yongyu F7k* commented in Shuhua hui kao it (Collected Notes on
Paintings and Calligraphy Pieces) that Qian Xuan followed the painting style used by Li
Gonglin in his figure paintings. For details see Xu Juan, 1997, volume 43, p. 472.

7 1e. Liu Ling %8, Ji Kang #i5¢, Ruan Ji Bi£%, Ruan Xian B, Shan Tao L%, Wang
Rong F 7%, and Xiang Xiu [1]75.

38 The 3™ volume of Zhenji ri lu PLiEH 3 (Notes on Original Versions of Artworks) by Zhang
Chou 5k 1l (CE 1577-1643).
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Yanzhou xu gao FTIMBAsE (Wang Shizhen’s Complementary Notes) that he had
seen different versions of “Guiqulai tu” painted by Qian Xuan. Wang Shizhen
also said that one version of “Guiqulai tu” by Qian Xuan betrayed a degree of
resemblance to the painting style of Li Gonglin and Zhao Mengfu #&## (CE
1254-1322), but it failed to portray the pine tree, the boy servants, and Tao
Qian’s little sons. He theorized that a part of the painting might be destroyed and
burned during the war. And, Wang Shimao FE {4 (CE 1536-1588), the
younger brother of Wang Shizhen, was quoted as saying in Wang Fengchang ji
T E (Collected Works of Wang Shimao) that one of Qian Xuan’s painting
had tried to imitate Li Gonglin’s painting style that characterizes “Lianshe tu”.*
According to the 9" volume of Shuhua tiba ji TEIEYE (4 Collection of
Accompanying Inscriptions for Paintings and Calligraphy Pieces) compiled by
Yu Fengging #li%P% in the 17" century, Qian Xuan also painted a painting
entitled “Tao yuan tu”.

Jilin sheng bowu guan A Y1 (Museum of Jilin Province) houses “Tao
Qian guizhuang tujuan” P44 (“Tao Qian Returning to Village Life)”
by He Cheng {7, an artist living between the early 130 century and the early
14™ century. This version is an ink and wash painting on a 41x732.8cm scroll
bearing the artist’s signature together with the full text of “Guiqulai xi ci”
calligraphed by Zhang Zhongshou ik ff %  (CE 1252-1324), a
scholar-bureaucrat and calligrapher, and accompanying inscriptions by Yao Sui
Bes% (CE 1238-1313) and Zhao Mengfu. This painting had been collected by
scholar-bureaucrats such as Zhang Zhongshou, Gao Shiqi & + & (CE
1645-1704/1703), and Bi Yuan 3t (CE 1730-1797), and was eventually
owned by the neifu WHIF (Imperial Household Department) of the Qing
government. The painting consists of a series of consecutive scenes portraying
different parts of “Guiqulai xi c¢i” with Tao Qian as the central character. The
houses in the painting were spacious structures of tiles and bricks using the
technique of dougong =}t (i.e. a structural network of interlocking wooden
brackets that join pillars and columns to the frame of the roof). This is because
He Cheng was from northern China and he tended to depict the houses according
to the northern style. Though the boat, the carriage, and the saddle in He Cheng’s
painting seem too refined for Tao Qian’s village life, the image of Tao Qian has
met people’s expectations of a scholar of integrity. Both Zhao Mengfu and Jie
Xisi #1Z7 (CE 1274-1344) wrote in the accompanying inscriptions that this
painting was considered an unprecedented masterpiece by citizens living in the
national capital.* And, it must be noted that image of Tao Qian in He Cheng’s
painting is quite similar to that in Qian Xuan’s works.

% The 85™ volume of Peiwenzhai shuhua pu.
40 Xy Juan, 1997, volume 44, p. 233.
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The Cleveland Museum of Art houses “Guiqulai ci tujuan” V2K & K%
(“The Scroll Painting of ‘Guiqulai xi ¢i’’), which is an ink and wash painting on
a silk scroll. This painting depicts an underweight scholar (i.e. Tao Qian) on
horseback returning home, which contradicts the popular image of a stout man
travelling by boat. The houses in this painting look similar to those in He
Cheng’s “Tao Qian guizhuang tujuan”. According to Fu Xinian (1999), judging
by the architecture style of the houses, it can be assumed that the painting was
produced at the end of the Jin dynasty (Jin Chao 4% CE 1115-1234), also
known as the Jurchen dynasty, or later—during the period when the Southern
Song dynasty was engaged in war with the Mongol Empire.

Zhao Mengfu was devoted to depicting Tao Qian in his paintings, most of
which were recorded by ancient scholars. Yu Fengqing mentioned in his Xu
Shuhua tiba ji 21 @8 il (4 Second Collection of Accompanying
Inscriptions for Paintings and Calligraphy Pieces)*' that Zhao Mengfu had
painted a portrait of Tao Qian and calligraphed the full text of “Guiqulai xi ci”
beside Tao Qian’s image. Wang Luoyu VEfil % wrote in the 1640s in the 32™
volume of Shanhuwang W ¥ W (Shanhuwang Notes on Paintings and
Calligraphy Pieces)*” that Zhao Mengfu had produced a painting depicting Tao
Qian returning to village life, which followed the painting style of Zhao Boju &
ff1%1 (CE 1120-1183) and excelled at capturing the spirit of the reclusive scholar.
The 53" volume of Yuding lidai tihuashi lei 4 5% Jj A 8 m % 2% (4n
Encyclopedia of Poems for Paintings: The Imperial Edition) has included a poem
“Zhao Wuxing Yuanming xiang bing shu guiqulai ci” &SI UIGIE B2k
& (“On Zhao Mengfu’s Portrait of Tao Qian with His Calligraphed Inscription
of ‘Guiqulai xi c¢i’*)* by Yu Yaochen #4x32Fi, a scholar of the 14" century.

The Palace Museum in Taipei houses an ink and wash painting on a
27x72.5¢m silk scroll, which is entitled “Yuanming ‘Guiqulai ci” B3 2:KH
(“Tao Yuanming’s ‘Guiqulai xi ¢i’ ) and attributed to Zhao Mengfu. Without the
signature or seal imprint of the artist, it is uncertain whether the scroll was
painted by Zhao Mengfu. The 34" volume of Shiqu baoji described details about
another painting on silk by Zhao Mengfu, which is entitled “Tao Qian yishi tu”
Pk Fi 18 (“A Depiction of Tao Qian’s Anecdotes™) and composed of 14
sections with 14 accompanying textual segments taken from Tao Qian’s
biography. This one bears the characters reading “Tao Yuanming xiao xiang” F
WHI/ME (“A Depiction of Tao Yuanming”) along with Zhao Mengfu’s signature
and the date of creation of the painting (i.e. October 7, 1314). But this version
had not survived the passage of time. The Naprstkovo Muzeum (i.e. Muzeum of

! Wenyuange Siku quanshu, volume 816, p. 837.
2 Xu Juan, 1997, volume 28, p. 605.
B Wenyuange Siku quanshu, volume 1435, p. 656.
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Ethnography) of the National Museum in Prague houses “Tao Yuanming gushi
tujuan” P IESE (“The Scroll Painting of Tao Yuanming’s Anecdoates)”
by Zhao Mengfu, which is a painting on a 38.3%x1132cm silk scroll composed of
6 sections with 6 accompanying textual segments.** This scroll bears the
characters reading “Tao Jingjie xiansheng xiang” P15 5:2E1% (“A Depiction
of Mr. Tao Jingjie”)* along with Zhao Mengfu’s signature and the date of
creation of the painting (i.e. February of 1308). The fourth section of this
painting scroll, accompanied by a full text of “Guiqulai xi ci”, looks similar to
“Guiqulai ci tu” and “Yuanming ‘Guiqulai ¢i’” attributed to Li Gonglin and Zhao
Mengfu. Without seal imprints and accompanying inscriptions, it is uncertain
whether the scroll is an original work of art by Zhao Mengfu.

Palace Museum in Taipei houses a calligraphy piece created by Yu He firfll
(CE 1307-1382), which contains 99 poems by Tao Qian. This calligraphy piece,
accompanied by a small size portrait of Tao Qian, is calligraphed in kaishu 45
(i.e. the regular script or standard script). The portrait is a color painting on a
15.7x9.3 cm silk scroll. Without signature or seal imprint of the artist, the portrait
cannot be identified.

The 1929 edition of To So Gen Min meiga taikan ¥ % JCW] 4 i K W
(Collections of Famous Chinese Paintings across Dynasties) mentioned that a
Japanese collector had collected “Tao Yuanming shang ju tu” FaiH i 534
(“Tao Yuanming Enjoying Blooming Chrysanthemums”) painted by Haiyun i#§
Z (i.e. Yinjian EIf#), a famous Buddhist monk of the 13™ century who
maintained close ties with the Mongol rulers. But further information about this
painting cannot be obtained.

3 Paintings created during the Ming dynasty (CE 1368-
1644)

Painters of the Ming dynasty tended to add personal touches to their depiction of
Tao Qian; they produced diversified images of the literary figure and his life.

The Palace Museum in Beijing houses “Jingjie xiansheng xiang zhou” 77 5%
HAG 5 (“A Portrait Scroll of Mr. Tao Jingjie”) by Wang Zhongyu L%, a
court painter of the 14" century.*® The painting on a 106.8x32.5cm paper scroll,
without signature of the artist, bears a seal imprint reading “Wang Zhongyu yin”
EAEED (“Sealed by Wang Zhongyu”). The upper part of the scroll contains the

* Suzuki, Toda and Ogawa, 1998, Painting E23—003.

4> An honorary name of Tao Qian.

* For details about the artist, see the 4™ volume of Hua shi huiyao ®is%4% (The History of
Painting in China) by Zhu Mouyin 45, which is included in Zhongguo lidai shuhua yishu
lunzhu congbian. Xu Juan, 1997, volume 1, p. 674.
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full text of “Guiqulai xi ¢i” written in lishu £+ (i.e. the official script) by Yu
Xilu #ir#5€, a well-known scholar living between the late 1270s and the late
1360s. The portrait depicts Tao Qian holding a tablet in his hand, which implies
that he was preparing to give up his official position.*’

The Palace Museum in Taipei houses a 25.4%x24.9cm ceye Ml (ie. a
painting on an album leaf) entitled “Yuanming yizhi” ¥ B % 3% (“Tao
Yuanming’s Carefree and Reclusive Life””) by Zhou Wei Fi4, a court painter of
the late 14" century.*® This ceye, bearing the signature of the artist, seal imprints
of the artist’s courtesy name and alternative courtesy name,” and various seal
imprints of collectors,” is the fifth painting included in Lichao huafu ji ce JJiH
HIEEEM (4 Collection of Paintings throughout History) collected by the Palace
Museum in Taipei. In the ceye Tao Qian is supported by someone and seems to
be slightly intoxicated with wine.

Liaoning sheng bowu guan i 74 41 (Museum of Liaoning Province)
houses “‘Guiqulai xi ci’ tujuan” JH 2% k% # K% (“A Scroll Painting of
‘Guiqulai xi ci’”) created collaboratively by a court painter Li Zai Z=7F
(CE ?-1431), a Qintianjian %KW (Astronomical Bureau) official Ma Shi 4,
and a professional painter Xia Zhi 5 1.>' This version is a color painting on a
paper scroll, comprising 7 sections and bearing seal imprints of the three artists.
Only Xia Zhi followed the traditional style initiated by Li Gonglin in his
depiction of Tao Qian. Both Li Zai and Ma Shi had tried to adopt a more unique,
personal style of painting.

The Palace Museum in Taipei houses Tang Yin’s “Cai ju tuzhou” K44
(““A Painting Scroll of Tao Qian Gathering Chrysanthemum Blooms™), which is
an ink and wash painting on a 52x29.6cm paper scroll bearing various seal
imprints of collectors such as “Qianlong jianshang”, “Shiqu baoji”, and
“Qianlong yu lan zhi bao”. Besides the usual outfits (i.e. head wrap made of
ko-hemp cloth and a loose robe) characterizing Tao Qian’s image in the art pieces

T The tablet in the portrait symbolizes an official position obtained. For details see Sima
Guang, 1963, volume 8, p. 3453.

8 For details about the artist, see Xu Juan, 1997, volume 58, p- 348.

* Le. Zhou Yuansu J7c% and Zi yun sheng [14%F.

0 g. “Shen Zhou shenwan” JtH# 5t (“Enjoyed by Shen Zhou [CE 1427-150971"), “Tianlai
ge” RH#K”, “Yi Qinwang bao” 1z EF (“Cherished by Prince Yi”). Shen Zhou is one of
the “four great masters” of painting in the mid-Ming period. The other three were Qiu Ying fji
4 (CE 14987-15527), Tang Yin % (CE 1470-1523), and Wen Zhengming (" (CE
1470-1559). “Tianlai ge” is the library of the renowned collector Xiang Yuanbian IiciF (CE
1525-1590) , whose courtesy name and alternative courtesy name are Zijing 1 5{ and Molin
M. The Prince Yi of the Qing Dynasty is known as Aisin-Gioro Yunxiang Z#H %% « Ui,

3! For details about the painting, see Zhongguo gudai shuhua jianding zu 18 £ i % 52 41
(Committee for Identification of Paintings and Calligraphy Pieces of Ancient China), 2000,
volume 10.
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by other artists, Tang Yin chose to add a cape made of sika deer fur over the
literary figure’s robe. To create a sense of movement, the artist depicted Tao Qian
walking forward while turning around. This scroll also bears an accompanying
inscription written by the painter along with his signature and seal imprints.

It must not be neglected that Bian Yongyu k% (CE 1645-1712) wrote in
the 1680s in the 58" volume of his Shigutang shuhua huikao =% 1%
(Shigutang Notes on Paintings and Calligraphy Pieces) that Wen Zhengming had
produced “Taoyuan biejing tujuan” Bk H5E R (“A Scroll Painting of the
Peach Blossom Spring as A Special Place”). This scroll, bearing the artist’s
inscription and signature, is accompanied by the full text of the poem “Tao yuan
xing” BEYEAT (“Song of the Peach Blossom Spring”), which is a derivative work
by Wang Wei L4 (CE 701-761) based on “Taohua yuan ji” by Tao Qian,
calligraphed by Wen Zhengming in xingshu 171 (i.e. the semicursive script).
The painting, carrying various seal imprints of collectors such as “Qianlong yu
lan zhi bao” and “Qianlong jianshang”, is housed by Hongxi meishuguan 4532
A4 (Chang Foundation Museum), a privately owned art museum in Taipei.”
The originality of Wen Zhengming’s painting lies in its compositional structure,
which devotes to the depiction of heavenly scenery rather than a faithful
presentation of Tao Qian’s “Taohua yuan ji”.

Also, the Palace Museum in Taipei houses “Tao Yuanming xiang” P&yt %
(““A Portrait of Tao Yuanming”), which is a color painting on a 42.6x34.6cm silk
scroll without signature of the artist, and “Pengze gao zong” @ miER (“Sight
of Tao Qian”), which is an ink and wash painting on a 34.2x23.8cm paper scroll
bearing the signature and seal imprints of Lu Zhi [#ifi (CE 1496-1576) and
various seal imprints of collectors such as “Qianlong jianshang” and “Shiqu
baoji”. The first one has a biography of Tao Qian based on the biographies of the
literary figure included in Song shu K45 (A History of Song Dynasty) written by
Shen Yue k% (CE 441-513) and Zhaoming taizi ji WAWI KT (Collected
Works of Crown Prince Zhaoming) written by Xiao Tong, emphasizing on Tao
Qian’s status as an icon of virtue. The second painting, emphasizing on Tao
Qian’s status as an icon of placid rural seclusion, depicts him sitting under pine
trees and holding chrysanthemum blooms in his left hand. The reason for the
notable difference in emphasis may be that Lu Zhi himself was a recluse.

4 Paintings created during the Qing dynasty

This section aims to examine the art pieces of those artists who had experienced
the Ming-Qing transition and were surviving supporters of the Ming dynasty.

52 For details see Suzuki, Toda and Ogawa, 1998, Painting S23-031.
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These artists regarded Tao Qian as an icon of political resistance and used
paintings to give vent to their feelings.

The Palace Museum in Beijing houses a 1660 painting “Yuanming xiu ju tu”
IR (“Tao Yuanming Smelling a Chrysanthemum Bloom”) by Zhang
Feng #kJX, an artist of the 17" century. In the poem accompanying this painting,
Zhang Feng expressed his respect for Tao Qian and Zhang Xie k¥ This
painting on paper depicts Tao Qian bending over slightly to smell a
chrysanthemum bloom. Though Tao Qian had been reputed to be a lover of rice
wine and chrysanthemum blooms, no records had mentioned that he liked to
smell chrysanthemum blooms.” In this painting Tao Qian wears a windproof
hood and a floor length robe, which seems quite different from the typical
outfits (e.g. a self-tie belt, head wrap made of ko-hemp cloth) preferred by
earlier artists. Drawing on literary works™ and exerting his imagination, Zhang
Feng obviously tried hard to create a unique portrait. Li Kai (2000) had
contended that Zhang Feng took figure painting as a means of expression of his
personal beliefs.>

Chen Hongshou Fsit2Z (CE 1598-1652), an innovative artist and a devoted
supporter of the overthrown dynasty,”’ was famous for his woodcut pictures, one
of which was a portrait of Tao Qian entitled “Kong tangping” i (“Empty
Bottle™). This portrait is printed on a card of the 48 card decks known as “Bogu
yezi” i & M F (“Yezi Cards with Character Illustrations of Ancient
Celebrities”), which is collected by a private collector Weng Wange #/7%. In
classical Chinese, yezi MF refers either to a kind of card drinking game or the
cards used for such a wine-drinking game. Cheng Hongshou depicted Tao Qian
enjoying himself without being disturbed by wine shortage. This depiction was
quite distinctive, especially in comparison to Tao Qian’s image in early artistic
pieces, which display a degree of homogeneity in terms of image construction

>3 Zhang Xie is a literary figure living between the 260s and the early 300s and having a
passion for chrysanthemum blooms. For details see the 199™ volume of Shantang si kao 1%
% (An Extensive Encyclopedia Written by a Recluse) by Peng Dayi # K# (CE
1552-1643), which was included in Wenyuange Siku quanshu, volume 978, p. 101.

5% For details see Yuan Xingpei, 2003, p. 612; Shen Yue, 1973, volume 8, p. 2288.

> For details see Mei’an ji JEHESE (Collected Works of Yang Ji ¥4 [a poet of the 14™
century]), chapter 7, p. 156; Quan Song shi, the 1993 edition, volume 62, p. 7419; Wang
Shipeng Quanji, volume of Poems, chapter 5, p. 75; Quan Song shi, the 1998 edition, volume
3691, p. 44317.

%8 For details see Zhongguo huihua quanji WH%Zm44 (4 Complete Collection of Paintings
in Ancient China), volume 19.

> For details see the 1* volume of Du hua lu i (Notes on Paintings) by Zhou Lianggong
A5 T.(CE 1612-1672) , which was included in Zhongguo lidai shuhua yishu lunzhu
congbian 1 E AW AR IEE MG (Chinese Painting and Calligraphy: A Collection of
Ancient Books), volume 3, p. 9.
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(e.g. typical facial features, similar outfits, Tao Qian’s wine drinking images and
images of boy servants carrying wine kettles or urns).”® Chen Hongshou’s “Bogu
yezi” was a collection of woodcut prints; each of the 48 cards has a line
designating who will have to take a drink. The line on the left side of the yezi
entitled “Kong tangping” reads: “Each of those attired in white clothes will bring
a drink to the one who holds this card”.” As a devoted supporter of the
overthrown dynasty, Chen Hongshou regarded Tao Qian as an uncompromising
man of principle, the embodiment of moral integrity. His two other paintings
concerning Tao Qian were distinctive art works collected by the Palace Museum
in Taipei. One, named “Gu wang” {4 (“A Solitary Amble)”, depicting Tao
Qian strolling alone with a cap, a silk fan, and an air of detachment, is the 14"
ceye in his collection of album leaves entitled Yinju shiliu guan BJE+75W
(Sixteen Aspects of A Reclusive Life). This 21.4x29.8cm ceye, carrying the artist’s
signature and seal imprint, probably gets its name from a line in Tao Qian’s
“Guiqulai xi ci”—T’1l go out for a solitary amble to enjoy the nice weather”. The
other, “Wan ju tu” Zi%i Kl (“Enjoying Chrysanthemum Blooms)”, is a color
painting on a 118.6x55.1cm paper scroll with the artist’s seal imprint and a
variety of collectors’ seal imprints such as “Jiaging yu lan zhi bao” F K2 E
(“Collections of Emperor Jiaqing [CE 1760-1820] ), “Shiqu baoji”, and
“Xuantong yu lan zhi bao”. Chen Hongshou made it clear in his inscription
accompanying the painting that he tried to imitate a similar painting created by
Li Tang. Tao Qian is depicted facing a vase holding chrysanthemum blooms
while sitting on a stool made from gnarled and twisted tree roots. The Honolulu
Academy of Arts houses a painting entitled “Guiqulai tu” JH2:KE (“Returning
Home”) and comprised of 11 sections. Though the accompanying inscriptions
indicate that the creator was Chen Hongshou, it cannot be decided whether it is

38 For details see Weng Wange, 1997, volume 1, p. 103; Quan Song shi, volume 24, p. 15783;
the 6™ volume of Shuhua tiba ji by Yu Fengqing in Wenyuange Siku quanshu, volume 816, p.
673; Wanzhai ji 37t (Collected Works of Gong Shitai T3)ifiz2[CE 1298-1362]) in
Wenyuange Siku quanshu, volume 1215, p. 574; the 53" volume of Yuding lidai tihuashi lei in
Wenyuange Siku quanshu, volume 1435, p. 655; the 6™ volume of Yu Sumin gong ji Tili%&/
4 (Collected Works of Yu Qian T [CE 1398-1457]), the woodblock edition produced by
Jiahui tang 5% # % (Jiahui House) during the Guangxu’s % reign period (CE 1875-1908)
of the Qing Dynasty.

% The reason for designating those attired in white clothes to bring drinks to the one holding
the card can be traced to a story in Xu Jinyang qiu 8%k (4 History of the Eastern Jin
Dynasty [Dong Jin 7<% CE 317-420]: Book II) by Tan Daoluan ##1&%;, which is quoted in
the 32" volume of Tuiping yulan X F4% (Taiping Imperial Encyclopaedia). According to
the story, Tao Qian could not afford to buy wine on the ninth day of the ninth lunar month (a
traditional festival in China) one year. His friend Wang Hong F3. (CE 379-432), dressed in
white clothes, came to visit Tao Qian and treated him to wine. For details see Li Fang, 1960,
volume 1, p. 153.
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the original work.*

Shitao £ (CE 1630-1707), a member of the Ming royal house known as
Zhu Ruoji K& to his family, had produced Tao Yuanming shi yi tuce FgIHWIiF
=EM (Inspiration from Tao Yuanming’s Poetic Works: A Collection of Album
Leaves), which is collected by the Palace Museum in Beijing. Shitao had been a
Buddhist monk for most of his life before he was converted to Daoism in his late
years. Spending a large part of his time in different places in search of the peace
of mind, Shitao drew inspiration for his collection of ceye from many poems
representing reclusive life such as “Ni gu” #l# (“Serial Poems Imitating
Ancient Styles”), “Yin jiu” XY (“Serial Poems on Drinking Rice Wine”) and
“Gui yuantian ju”, which were all composed by Tao Qian. And, it is interesting
that Shitao depicted Tao Qian in two of his ceye without painting Tao Qian’s
facial features.

Dai Benxiao #4A% (CE 1621-1693), an artist who remained loyal to the
overthrown Ming dynasty, using twelve color paintings on silk by himself, had
produced a twelve-panel screen named “Tao Yuanming shi yi tu” FgJH i & K
(“Serial Paintings Inspired by Tao Yuanming’s Poetic Works”). This
169.1x54.2cm screen is housed by Nantong bowu yuan FFili{#4%t (Nantong
Museum) in Jiangsu Province. Each panel of the screen has a poem by Tao Qian
(e.g. the first poem of “Du Shan hai jing” 21l1i4 [“Serial Poems on The Book
of Mountains and Seas”], the second poem of “He Guo zhubu” FI5[3:#
[“Poems Composed in Response to Mr. Guo™]) accompanied by Dai Benxiao’s
personal interpretation of the poem, both were calligraphed by the artist himself.
As the first son of a scholar-bureaucrat of the Ming dynasty who had committed
suicide after hopeless battles against the Qing army, Dai Benxiao turned to Tao
Qian for spiritual comfort. His interpretation of Tao Qian’s poems and his own
poetic works betray a strong kinship with Tao Qian’s way of thinking and literary
style.®!

5 Additional paintings inspired by Tao Qian’s “Taohua yuan
jin

Reflecting Tao Qian’s idea of an ideal society, “Taohua yuan ji” had become a
source of inspiration to many artists in ancient China. The earliest known
painting depicting Taohua yuan Bk{tii (Peach Blossom Spring), the Shangri-la
in Tao Qian’s short essay, was described by Han Yu #i@ (CE 768-824), one of
China’s finest prose writers, in his poem entitled “Tao yuan tu” BEJRE (“A

5 Lii Xiao B, 2004, pp. 182-189.
8! Wang Shizhen T 1:# (CE 1634-1711), 1997, p. 254.
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Painting of the Peach Blossom Spring”). Han Yu said in his poem that the
painting on silk was meant to be a gift to a bureaucrat working for Libu #Li8
(Ministry of Rites), who, upon receipt of the gift, calligraphed a poem on it. Yang
Shen ¥l (CE 1488-1559) wrote in the 6™ volume of Dan qian xu lu PHREEF
(An Exile’s Research Notes: The Second Collection) that he had seen an
anonymous “Tao yuan tu” created during the Yuan dynasty in imitation of the
one of the Tang dynasty described by Han Yu.** Yang Shen spoke highly of this
imitation painting, and mentioned that the original version produced in the Tang
dynasty was praised by Shu Yuanyu # 76 (CE 791-835), a high-ranking
scholar-bureaucrat lost his life for joining in an attempt to eliminate the powerful
eunuch faction, in his essay “Lu tao yuan hua ji” XBtJHmC (“On A Painting
of the Peach Blossom Spring”). It must be noted that Han Yu provided no
information about the creator of the painting “Tao yuan tu” in his poem, while
Shu Yuanyu revealed that the painting in his essay had been created earlier than
his time and collected by a Taoist priest. Despite this discrepancy, Yang Shen
firmly believed that Han Yu and Shu Yuanyu were writing about the same
painting.

It has been recorded that many artists had produced paintings on the Peach
Blossom Spring. According to the 98" volume of Yu ding Peiwen zhai shuhua pu
e RS 75 B (The Peiwenzhai Collection of Calligraphy and Painting: The
Imperial Edition) and the 6" volume of Shiqu baoji, Zhao Boju, a member of the
Song royal house, had produced a “Tao yuan tu”, which is a color painting on
silk with his signature.”® According to the 1% volume and the 7" volume of
Qinghe shuhua fang W& 1ViE; (On Paintings and Calligraphy Pieces: Notes
Taken in Qinghe) by Zhang Chou, both Zhao Boju’s brother Zhao Bosu #{(15#%
and Li Tang® had produced their own versions of “Tao yuan tu”. Zhang Chou
also pointed out that Zhao Bosu’s “Tao yuan tu” bears the text of Tao Qian’s
poem calligraphed by Emperor Gaozong of the Song (Song Gaozong #mi%% CE
1107-1187). In addition, the 31* volume of Yuding lidai tihuashi lei has inculded
various poems composed for different versions of “Tao yuan tu”. Relevant poets
and artists include Wang Shipeng, Wei liaoweng %1 745 (CE 1178-1237), Wang
Yun, Qian Xuan, Zhao Mengfu, Wu Cheng =¥ (CE 1249-1333), Jie Xisi,
Huang Jin #3% (CE 1277-1357), Wen Jia 3 (CE 1501-1583), and Shen
Zhou. The 9™ volume and the 12" volume of Shuhua tiba ji has listed two
versions of “Tao yuan tu” painted by Qian Xuan and Wen Zhengming; the g7™
volume of Peiwen zhai shuhua pu has listed Qiu Ying’s imitation of Zhao Boju’s

82 Congshu jicheng xinbian, 1984, volume 13, p. 142.
63 Xu Juan, 1997, volume 7, p. 207.

8% Xu Juan, 1997, volume 41, p. 267.

85 Xu Juan, 1997, volume 41, p. 497.
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“Tao yuan tu”; the 38" volume of Shigu baoji has listed Chen Hongshou’s
version of “Tao yuan tu”.

The Palace Museum in Taipei houses an anonymous “Taohua yuan tu” Bk{&J5
Kl (“A Painting of the Peach Blossom Spring”), which is a color painting on a
174x89.4cm silk scroll bearing various collectors’ seal imprints such as “Jiaqing
yu lan zhi bao”, “Shiqu baoji”, and “Xuantong yu lan zhi bao”. It is believed that
this painting was produced by an imperial artist at the Hanlin Academy of Fine
Arts in the Song dynasty. But further information about the identity of the artist
has remained unavailable.

The Palace Museum in Taipei also houses Wang Meng’s “Tao yuan chun xiao
tu” BkJEAEEE (The Peach Blossom Spring: An Early Spring Morning)”, which
is a color painting on a 157x57.8cm paper scroll bearing the signature and seal
imprint of the artist as well as various collectors’ seal imprints such as “Qianlong
yu lan zhi bao”, “Qianlong jianshang”, and “Shiqu baoji”. As the grandson of
Zhao Mengfu and one of the “four great masters”® of Chinese landscape
painting in the Yuan dynasty, Wang Meng also gained a reputation for his literary
talent. In his poem “Xianshi” & (“Ease”), he manifested his admiration for
Tao Qian by saying that Tao Qian was the one he liked the most in the history of
China.

Song Xu “4Jli, an artist of the 16" century, painted “Tachua yuan tu juan” #k
1eIEEE (“A Scroll Painting of the Peach Blossom Spring™), which is a color
painting on a 384x26.3cm silk scroll housed by Chongging shi bowu guan X
M2 7E (Museum of Chongqing). This 1580 painting, bearing the artist’s
signature and seal imprints, depicts the fisherman, who accidentally discovered
the geographically isolated happy land—the Peach Blossom Spring, engaging in
a dialogue with the local people. As a reputed artist, Song Xu was also
recognized for poetry writing, excellence in the calligraphic style of /ishu, and
knowledge of Buddhist scriptures and other classics.®”

Qiu Ying’s “Tao yuan xianjing tu” #kiflI5EE (“The Peach Blossom Spring:
A Wonderland”) is a color painting on a 66.7x175cm silk scroll bearing the
artist’s signature and seal imprint. This painting housed at Tianjin bowu guan X
AYTE (Museum of Tianjin) depicts the isolated happy land as a living place
for scholar-recluses, which contradicts the image of rural people living in
harmony described by Tao Qian in his work. The Saint Louis Art Museum houses
another painting by Qiu Ying entitled “Tao yuan tu juan” BEJEEHE (“A Scroll
Painting of the Peach Blossom Spring”), which is a color painting on silk bearing
the full text of Tao Qian’s “Taohua yuan ji” calligraphed by Tian Renxi [ At
in kaishu upon the request of Xue Huan ###t (CE 1815-1880), a well-known

5 The other three were Huang Gongwang, Ni Zan, and Wu Zhen.
7 Wenyuange Siku quanshu, volume 511, p. 896; volume 1475, p. 344.
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scholar-bureaucrat of the Qing dynasty. This painting is more faithful to Tao
Qian’s depiction of the Peach Blossom Spring.

Wen Jia’s “Tao yuan tu” housed at the Asian Art Museum of San Francisco is a
color painting on a 79.3%31.3cm paper scroll with the artist’s signature and seal
imprints. This 1577 painting, bearing the full text of “Tao yuan xing” HkJEAT
(“Song of the Peach Blossom Spring”), a derivative work by Wang Anshi T %4
(CE 1021-1086) based on “Taohua yuan ji” by Tao Qian, depicts the moment
when the fisherman got off his boat and would soon discover the happy land of
the Peach Blossom Spring.

The Palace Museum in Taipei houses “Fang Zhao Boju Tao yuan tu” {jj#&1F1%
BEJEE (“Imitation of Zhao Boju’s ‘Tao yuan tu’ ) by Wang Bing £, a court
painter of the 18" century. This painting is a color one on a 378.9x35.2cm paper
scroll bearing the artist’ signature and seal imprints as well as various collectors’
seal imprints such as “Shiqu baoji”, “Qianlong yu lan zhi bao” and “Jiaqing yu
lan zhi bao”. Emperor Qianlong had composed many poems for Wang Bing’s
paintings; Wang Bing wrote on the imitation that he produced it upon the request
of the emperor. Since Wang Bing’s imitation shows a noticeable resemblance
with Qiu Ying’s “Tao yuan tu juan”, Qiu Ying’s work might be another imitation
of Zhao Boju’s “Tao yuan tu”.

The Palace Museum in Taipei also houses “Taohua yu ting tu” BkfEiafE
(“Peach Blossoms and A Fisherman’s Boat”) by Wang Hui * % (CE
1632-1717), one of the “six masters™® of Chinese landscape painting in the
early Qing dynasty. This 43x28.5cm ceye, bearing the artist’s signature and seal
imprint, is a color painting on paper, which is included in a joint work Qing Yun
Shouping Wang Hui Huahui Shanshui he ce %1% 7517 £ 2 4% /11 K & it
(Flowers and landscapes: A Collection of Album Leaves Produced by Yun
Shouping and Wang Hui of the Qing Dynasty) as the seventh item. Wang Hui
wrote in the inscription accompanying the ceye that he produced this imitation
painting in an attempt to capture the soul of Zhao Mengfu’s “Taohua yu ting tu”,
which imitated Zhao Boju’s painting style.

Anhui sheng bowu guan Z#&1EYIE (Museum of Anhui Province) houses
“Taohua yuan tu” by Huang Shen #{E (CE 1687-?), a member of the group of
painters known as the “Yangzhou ba guai”.(’9 This 1764 painting, bearing the artist’s
signature and seal imprints in both relief and intaglio styles, is a color one on a
349x38cm paper scroll, which depicts the fisherman’s encounter with the

6 The other five were Wang Shimin ERf# (CE 1592-1680), Wang Jian % (CE
1598-1677), Wang Yuanqgi +J54 (CE 1642—1715), Yun Shouping 1%7%°F (CE 1633-1690),
and Wu Li 25 (CE 1632-1718).

% The other seven were Zheng Xie 3% (CE 1693-1765), Gao Xiang ¥ (CE1672—1734),
Jin Nong & (CE 1687-1764), Li Shan %% (CE 1686-1762), Li Fangying %J5)% (CE
1695-1755), Wang Shishen 711 (CE 1686—1759), and Luo Pin #'## (CE 1733-1799).
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mysterious land of the Peach Blossom Spring and the local people. Huang Shen
also calligraphed the full text of Tao Qian’s “Taohua yuan ji” in caoshu 1 (i.e.
the cursive script).

6 Conclusions

In summary, this research leads to the following conclusions:

Firstly, the iconization of Tao Qian is a lengthy process. Tao Qian was a
relatively obscure figure in his lifetime, and remained so for almost one hundred
years after his death until Xiao Tong’s Wenxuan included his literary works and
established his reputation. His fame spread further during the Song dynasty
because of the recommendations from esteemed writers and scholars such as Su
Shi and Zhu Xi %% (CE 1130-1200). For scholar-bureaucrats Tao Qian had
become a cultural icon representative of integrity, inconformity, and a sincere
love for nature. Many painters of the Song and Yuan Dynasties created their own
versions of Tao Qian presenting their own interpretations of aesthetic
implications and life values. The intelligentsia of the Song dynasty emphasized
the importance of cultivating moral virtues. For these Song scholars, Tao Qian’s
disdain for official position, returning to rural life, befriending the righteous, and
loyalty to the overthrown Eastern Jin dynasty (CE 317-420) were quite
meaningful and significant. It must be noted that Tao Qian’s influence was
restricted to the intelligentsia by the elitist nature of his literary works and
anecdotes. As a cultural icon, Tao Qian was less influential and popular than Li
Bai 49 (CE 701-762), not only because Li Bai is much more famous but also
because Li Bai has huge grass roots appeal.

Secondly, Tao Qian’s “Guiqulai xi ¢i” and “Taohua yuan ji” were two of the
favorite themes in ancient Chinese paintings. Many painters tended to create
visual representations of the two themes in serial or multi-section form, which
might be influenced by Gu Kaizhi’s painting scroll “Luo shen fu tujuan™ &l
K% (“Nymph of the Luo River”). And, more often than not, painters would rely
on their own interpretations of Tao Qian’s works, and would not bother to do any
research on clothing, architecture, or furthur details about the rural life in Tao
Qian’s time. Ancient paintings inspired by “Guiqulai xi ci” invariantly took Tao
Qian as the central figure, trying to represent his world view. “Taohua yuan ji”
was popular among landscape painters, and was often depicted as a wonderland.
This belief in a wonderland may be traced back to Wang Wei’s “Tao yuan xing”.

Thirdly, chrysanthemum blooms, pine trees and rice wine were closely
associated with Tao Qian, and were indispensable elements in paintings depicting
the literary figure. The abovementioned close association had been developed
because of the frequent appearance of chrysanthemum blooms, pine trees and
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rice wine in Tao Qian’s literary works as well as his anecdotes.”’ Other elements
often connected with Tao Qian include five willow trees, a walking stick, and
head wrap made of ko-hemp cloth. Also, joint appearance of a boat and a cart or
peach blossoms and a fisherman and a cave tends to be associated with “Guiqulai
xi ci” and “Taohua yuan ji”. In this sense, proper manipulation of the elements in
question would lead to wide acceptance of a painting related to Tao Qian.

Fourthly, the historical reason for Tao Qian’s becoming a source of inspiration
for ancient Chinese artists may be attributed to the popularity of traditional
landscape painting since the Song dynasty. The rural scenery and the imaginary
Peach Blossom Spring depicted in Tao Qian’s literary pieces proved to be
suitable subjects for landscape painters. Both “Guiqulai xi c¢i” and “Taohua yuan
ji” were composed with a simple plot, and could be easily divided into sections.
Therefore, many paintings had been produced in serial or multi-section form
according to the artists’ personal interpretations of the two literary works.”' In
addition, Tao Qian was repeatedly depicted by the artists who had experienced
the Ming-Qing transition and were surviving supporters of the Ming dynasty. The
reason for Tao Qian’s popularity among these artists lies in historical records or
scholarly praise of Tao Qian’s loyalty to the overthrown Eastern Jin dynasty.”
And many such painters took their depiction of Tao Qian as a form of
self-expression.

Appearing repeatedly in poems and paintings, Tao Qian has become a cultural
icon in the intellectual history of China. His connection with traditional Chinese
painting forms a significant aspect of research on the cultural implications of him
as a literary figure. In this consideration, this study is meant to be a preliminary
attempt to add a dimension of art history to literary studies.
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