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Sung historians recorded numerous occasions on which Kao-tsung alluded to
the T'ang emper'or.31

The associations established by T'ang T'ai-tsung between the Wang
calligraphic style and the strong ruler were augmented by Sung T'ai-tsung
(r. 976-997), the second emperor of the Northern Sung. In 992 Sung T'ai-
tsung commissioned a new collection of model writings by Wang Hsi-chih and
certain other calligraphers, which were published in a compendium called
Ch'un-hua-ko t'ieh 55.{t.ﬁﬂ T, Kao-tsung evidently regarded Sung T'ai-
tsung as a role model and expressed his belief that patronage of calligraphy
in the Sung dynasty had started with the second emper'or.32 In adopting the
Wang Hsi-chih style for himself, then, Kao-tsung was fully aware of its past
associations with strong rule and the patronage of culture.

At an early stage in his practice of the Wang calligraphic style,

Kao-tsung also began disseminating his writings systematically and on a

grand scale. Starting in 1135, for instance, he regularly awarded his tran-
scriptions from the Li-chi (Book of Rites) to successful candidates in the
triennial chin-shih examinations. > In the period from 1143 to 1146, he
personally transcribed the texts of six other classics and had these tran-
scriptions transferred to stone tablets, which were carefully engraved to
reproduce the brushwritten originals as closely as possible (Fig. 4).34

The tablets were erected in the t'ai-hsbeh A (imperial university), where
they provided authoritative editions of the books on which aspiring officials
might be tested in the civil service examinations. Furthermore, rubbings
made from these tablets were sent to prefectural schools throughout the
realm for the use of local students. Thus, Kao-tsung asserted symbolic
control over a fundamental element of traditional culture by means of cal-
ligraphy: the classics were read in his handwriting. Moreover, the 1146
"Stone Classics" replaced the edition transcribed by the Northern Sung
emperor Jen-tsung in 1054-1055, which had been lost in the fall of Pien-

11ang. >

31. For a couple of examples, see YH 34, p. 22; CHHC 30, p. 778; PCCFST
3, p. 32; and HSCHLCSC 11, p. 870.

32. HMC, p. 3008.
33. HSCHLCSC 18, p. 1196; also YH 34, p. 18b.
34. Li Hsin-ch'uan, Chien-yen i-lai hsi-nien yao-lu (edition Peking: Chung-

hua shu-chli, 1956), 150, p. 2416; also YH 43, pp. 22-23; and Shodd
zenshu, vol. 16, pp. 139-141.

35. A few battered stones belonging to the Jen-tsung edition of the "Stone
Classics" have been found in the vicinity of Kaifeng; see Wen-wu ¥ 35
1962, no. 10, pp. 48-50.
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Another highly visible project was Kao-tsung's composition of poetic
eulogies to Confucius and each of his 72 disciples, plus a general preface
to this set of writings (Fig. 5).3s These too were engraved on stone and
given to the t'ai-hslieh, first in 1144 and again in January of 1157, appar-
ently because the first set had become incomplete. Along with the eulogies,
portraits of the 73 men were also engraved, based on original paintings by
a court artist or possibly an older work in the imperial collection (Fig.
6}.37 Ch'in Kuei wrote a colophon for the 1144 set which makes clear its
intention to discourage heterodox thinking among the students of the Im-
perial University, in particular, one suspects.with regard to the terms for
peace with the Ch'ln.aa The portraits served as reminders of proper behavior
and attitude for the students, and Kao-tsung's writing of encomia for the
set clearly asserts his claim to authority in the realm of Confucian moral-
ity. By ta‘king this position, he made it more difficult for those who
opposed his policies to claim Confucian morality as a basis for their
dissent.

Patronage of painters was another aspect of Kao-tsung's artistic con-
cerns. He encouraged former members of Hui-tsung's painting academy to come
to his court and employed many other painters as well. Although he did not
personally instruct the painters, as had Hui-tsung, Kao-tsung sometimes
participated in special projects with court painters by contributing his
calligraphy to their 111ustrat1nns.39 He seems particularly to have favored
the narrative handscroll, a format for story-telling and textual illustra-
tion which gave prominence to the human figure. This type of painting was

36. CHHC 30, p. 808 and 37, p. 953; also Ch'ien Shuo-yu (Hsien-ch'un)
Lin-an chih ;% 3% &, & 5§ g6 % & (Chung-kuo fang-chih ts ung-shu
¥ |f) % A- % £ edition reprinted in Taipei: eng-wen ch'u-pan-
she, 1970), 11, pp. 129-134.

37. For reproductions and general introduction to the set, see Huang Yung-
ch'ban, Li Kung-lin Sheng-hsien t'u shih-k'o ‘E*ia %G‘lﬂgté
f] & %] (Peking: Jen-min mei-shu ch'u-pan she, 1959). Authorship of
the portraits is discussed in Jan Fontein and T'ung Wu, Unearthin
China's Past (Boston: Museum of Fine Arts, 1973), cat. no. 120.

38. Ch'in Kuei's colophon was ground off the stone tablet in 1427 by the
censor Wu No % §4 (1372-1457), who considered its presence an insult
to the Sage. Fortunately, however, Wu quotes extensively from Ch'in's
colophon in his own. See Huang Yung-ch'lan, Li Kung-lin . . ., Tast
two plates.

39. Numerous examples are recorded in Li 0, Nan-Sung yllan-hua lu (1721)
ﬂ, g', & F mi;* under the names of individual court painters.
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old-fashioned and conservative by comparison with the newly emerging genre
of landscape painting, in which human figures usually played a minor role.
While paintings of mountain landscapes might indirectly suggest abstract
principles and ideals by arousing a lofty response in the viewer, the i1lus-
tration of figural subjects could be much more concrete in conveying ideas.
Given Kao-tsung's apparent interest in influencing people, it is understand-
able that the didactic potential of the narrative handscroll would appeal to
him. Moreover, the illustration of texts from ancient literature or history
provided continuity with the past and a reaffirmation of cultural tradition.

Among the classic works of Chinese literature illustrated for Kao-
tsung is the Shih-ching, which contains 305 poems composed during the Chou
dynasty and was believed to have been edited by Confucius h‘imsel'lf.a1 The
illustrations were divided among several scrolls, corresponding to chapters
in the Shih-ching; each scroll consisted of six to 12 poem texts paired
with an appropriate picture. Another classic for which Kao-tsung commis-
sioned illustrations and transcribed the texts is the Hsiao-ching, which was
thought to have been composed by Confucius.42 The 18 chapters of the Hsiao-
ching discuss all the types of relationships proper in a Confucian society,
with their attendant obligations. In the illustrations, these relationships
are depicted in terms of concrete situations. For example, the emperor's
duty to his deceased ancestors is represented by a grand and solemn sacri-
fice in the ancestral temple (chapter 16).

A handscroll entitled Chin Wen-kung fu-kuo t'u ‘& X - 1% 1 (F)
(Duke Wen of Chin Recovers his State) suggests the use of the past to com-
ment upon or influence the present.?> Taken from the Tso-chuan % /& (Com-

40. For a cogent discussion of this evolution, see James F. Cahill, "Con-

J fucian Elements in the Theory of Painting,” in Arthur F. Wright, editor,
The Confucian Persuasion (Stanford: Stanford University Press, 1960),
pp. 115-140.

41. This series of scrolls forms the subject of my doctoral dissertation;
see note 23 above,

42. Originally a handscroll, the work is now incomplete and is mounted as
an album in the National Palace Museum, Taiwan. It is briefly intro-
duced in Richard M. Barnhart, "Li Kung-1in's Hsiao Ching T'u, I1lustra-
tions of the Classic of Filial Piety" (unpublished Ph.D. diss., Prince-
ton, 1967), pp. 66-68; reproduced in Figs. 41-55,

43. The handscroll, in the collection of the Metrpolitan Museum of Art, is
discussed in Wen Fong, Sung and YBan Paintin (New York: Metropolitan
Museum of Art, 1973), pp. 28-37 and 3 1t is fully reproduced in

%5

Hsieh Chih-1iu, T'ang Wu-tai Sung Yban ming-chi ¢ #8 AR
% & ift (Shanghai: Ku-tien wen-hsleh ch'u-pan she, 1957), pls. 41-57.



mentary of Tso), this story of Duke Wen's struggle to regain control of his
state from exile was a precedent invoked when Kao-tsung took the throne in
1127.“ By sponsoring the illustration of this text, Kao-tsung seems to
endorse its historical parallels with his own position. The format of the
illustration is once again a handscroll composed of alternating sections of
text and painting. The six illustrations are attributed to Li T'ang 5~/
(ca. 1050-ca. 1130s), an elderly painter who had previously served in Hui-
tsung's painting academy. In view of the restorationist theme and the in-
volvement of Li T'ang, the work must have been commissioned early in Kao-
tsung's reign, before he had decided to make peace with the Chin.

Two other narrative scrolls painted at Kao-tsung's court use the tra-
ditional format to illustrate contemporary accounts. One of these is the
tendentious Chung-hsing jui-ying t'u 3 5 wn [ 1f) (Auspicious Omens for
Dynastic Revival), a work originally containing 12 sections illustrating
supernatural portents of Kao-tsung's imperial destiny.45 It covers the
period from Kao-tsung's birth, when gold Tight filled the room, to the eve
of his enthronment, when he dreamed that Ch'in-tsung remained and gave him
his own imperial garment. The adulatory texts were composed by Ts'ao Hslin
‘? if’ (1098-1174), one of the connoisseurs at Kao-tsung's cm.n"t‘.;"‘6 and
the paintings are attributed to Hsiao Chaoﬁ %, (12th century), a follower

44, HSCHLCSC 1, p. 382.

45. Three fragments from one version of the scroll now belong to the Tient-
sin Art Museun and are reproduced in T'ien-ching-shih i-shu po-wu-kuan
ts'ang hua hsli-chi (Peking: Wen-wu ch"u-pan she, 1963), pls. 1-6. Four
more sections whose current whereabouts are uncertain are reproduced
in Hsieh Chih-1iu, T'ang Wu-tai . . ., pls. 65-81.

46. SLSHC, p. 205; the texts are recorded in Ts'ao Hslin's collected works,
Sung-yin wen-chi #& f#% L & (preface dated 1190, edition Chia-yeh-
t'ang ts'ung-shu J& ¥ ¥ , Wu-hsing, 1920), 29, under the title
"Sheng-jui t'u tsan ping hsli 5 5 &84 . The honorific title
by which Ts'ao refers to Kao-tSung in the preface to these texts is one
that was conferred by Hsiao-tsung in January of 1171 and was superseded
in November of 1175. Until the scroll containing the preface becomes
available for study, we cannot be certain that this title actually ap-
pears there (indicating a date between 1171 and Ts'ao's death in 1174).
It is possible that the title was amended by Ts'ao Hslin's son for inclu-
sion in the collected works, which he compiled between 1174 and 1190.
If so, however, we would expect one of Kao-tsung's later honorific
titles to have been used. For a chronology of honorific titles awarded
to Kao-tsung by Hsiao-tsung, see Wang Ming-ch'ing £ 64 % , Hui-chu
hou-1u 4% t%.4%, in Chang Hai-p'eng 3% % ﬂied1tor, Hs eh=chin

t'an-zﬁan,! ;t 1,1 A. (Shanghai, 1922), ch. 1, p. 7.
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of Li T'ang.”” The other scroll, known as Ying-luan t'u i 8 18] (vel-
coming the Imperial Carriage), illustrates the return of the coffins of
Hui-tsung et al. and the release of Kao-tsung's mother from captivity in the
North. 48 Since Kao-tsung made much of his filial piety as a motive for
accepting distasteful peace terms from the Chin, this kind of documentary
scroll could be viewed as artistic propaganda. Ts'ao Hslin also wrote the
texts for this subject, as he was one of the envoys who was sent to negotiate
the return.49 Even in their fragmentary states, both works display the same
kind of visual authority as do illustrations of classical texts; they merely
substitute modern subjects for ancient ones.

In both painting and calligraphy, then, Kao-tsung displayed an appre-
ciation of classical elegance and an interest in subtle adaptation of tradi-
tion to meet contemporary needs. He identified himself with the authority
of well established, conservative styles and enjoyed the aura of orthodoxy
this association imparted to him, In addition, Kao-tsung set the tone for
officially sponsored styles in painting and calligraphy for the rest of the
Southern Sung period. The next several emperors after Kao-tsung imitated
his calligraphy and perpetuated its mannerisms. His adopted heir Hsiao-
tsung (1127-1194; r. 1162-1189) and the latter's grandson Ning-tsung (1168-
1224; r. 1194-1223), and even Ning-tsung's empress Yang #§ A (1162-1232)
all adopted the style.50

Kao-tsung's abdication of the throne in 1162 seems surprising at
first, in view of his previous concern with directing the dynastic recovery
himself. However, his decision to retire is more understandable when certain

47. See Li 0, Nan-Sung yban-hua Tu (edition Hua-shih ts'un shud 2
~shu
1‘6-6’ reprint aipei: Wen-shih-che ch'u-pan she, lﬁni. 3, pp. lﬁfl-

48. For reproduction of the painting and a discussion of the nds fi
identifying it as an illustration of the return of Kao-tsgr?gn"s :Iutﬁ;r
see Hsll Pang-ta, "Sung-jen hua Jjen-wu ku-shih ying chi 'Ying-Tuan t'u"
k'ao, Wen-wu 1972, no. 8, pp. 61-63. An unpersuasive counter-argument
is made by Hsieh Chih-1iu in an essay included in his Chien-yll tsa-kao

lyésﬁ % 4% (Shanghai: Jen-min mei-shu ch'u-pan she, 1979], pp. 122-

49. The texts are recorded in Ts'ao Hsln's Sung-yin wen-chi 1, pp. 1-5.

50. See Shodo zenshi, vol. 16; also Nakata YUiiro and Fu Shen, edi
= L] . AVy ¥ tOPS,
Chugoku hosho meisekishu w+ 1) 3% T L Iﬁ #  (Tokyo: Chio koronsha,
1 » Yol. 2; HsU Pang-ta, "Nan-Sung ti-hou ti'i-hua shu k'ao-pien,”
Wen-wu 1981, no. 6, pp. 52-64; and Chiang Chao-shen, "The Identi ty of
Yang ﬂe"l—tzu and the Paintings of Ma Yllan," National Palace Museum
Bulletin, vol. 2, no. 2 (May 1967): 1-14, and no. 3 (July 1967): B-14.
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factors are taken into account. In 1160, the peace between the Chin and the
Southern Sung was temporarily disrupted when the Chin usurper Hai-ling-wang
iﬂifi,ii (r. 1149-1161) reopened hostilities. Although Hai-ling-wang was
assassinated before too much damage had been inflicted, the renewed turmoil
may have diminished Kao-tsung's desire to remain on the throne.51 Another
element that may have influenced him was the news that Ch'in-tsung had finally
died in 1161. Finally, in Hsfao-tsung he had a well educated, carefully
groomed heir to assume the burdens of rule. A hint of Kao-tsung's incipient
desire to abandon his position to pursue the pastimes he Toved best may be
found as early as December of 1158, when he established the Sun-chai ?ﬂ ﬁ?
(Studio of Decrease).sz Kao-tsung described this studio as a special place
in the palace where he could sit at ease, away from the demands of everyday
affairs. He distributed to his ministers an account called the Sun-chai chi,
in which he expressed his desire to purify his mind by withdrawing to private
mental cultivation in a place without colors, sounds, or idle amusements
to distract him from important pursuits. In this austere studio, the
classics, histories, and old calligraphy would be his only companions.

After leaving the throne in July of 1162, Kao-tsung lived for another
25 years in the Te-shou-kung{& ;*f- & (Palace of Virtuous Longevity), which
he built north of the main palace, incorporating Ch'in Kuei's former mansion.
There he and Empress Wu % (& (1115-1197), who was also a fine callig-
rapher,53 passed their time in artistic and scholarly pursuits. Kao-tsung
never tired of copying the great calligraphic models of antiquity; nor did
he stop giving his writings to people around him.54 Kao-tsung was judged by
the early Ylan art-critic Chuang Su.ﬁi ﬂﬁ to be the best calligrapher among
all the T'ang and Sung emperurs.ss Historians assessed Kao-tsung more
harshly, and he is remembered primarily as an emperor who allowed an evil
prime minister to lead him away from his political and moral duty. Considering

51. On one occasion, Kao-tsung blamed his own lack of virtue for the attack;
see CHHC 40, pp. 1041-1042.

52. CHHC 38, pp. 978-979; also Ch'ien Shuo-yu, Hsien-ch'un Lin-an chih,
1, pp. 29-30; and Li Hsin-ch'uan, Chien-yen i-Taji hsi-nien yao-lu,
180, p. 2988.

53. For the calligraphy of empress Wu, see Hsl Pang-ta, “Nan-Sung . . .,"
pp. 59-60.

54. For references to Kao-tsung's bequests of calligraphy after his retire-
ment, see IKTP 7, pp. 3b-5; PCCFST 3, pp. 30-31 and 33-35; and KKC 18,
p. 191.

55. Chuang Su, Hua-chi pu-i ’i B ﬁﬁ,‘i(l’eking: Jen-min mei-shu she, 1963),
shang, p. 1.
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the extent to which Kao-tsung used his favorite pastime, calligraphy, to
influence people and events in a direction that he consciously chose, it
seems unlikely that he would be so easily manipulated himself. Whether an
effort to expel Chin from North China was feasible or not, the modern bbserver
must entertain the possibility that Kao-tsung pursued peaceful coexistence,
not because he was deluded by Ch'in Kuei, but because he decided that it was
the most realistic policy. The thoroughness with which he prepared his
adopted heir to succeed him is indicative of the conscientious way in which
he fulfilled his imperial charge. Rather than being made the scapegoat: of
presumed Sung weakness, he must be given principal credit for reviving Sung
fortunes in the face of threatened extinction. This brief discussion has
attempted to demonstrate how he made use of his artistic talents in achieving
that end.

{Revised and condensed version of a paper presented at the MAR/AAS meeting
in Pittsburgh, October 24, 1982; some of this material was originally pre-
pared for the 1980 ACLS Workshop on Chinese Painting held at the Nelson
Gallery in Kansas City and will be included in the forthcoming publication
of those papers. )
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