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In Chinese history, the monumental Tang 
and Song dynasties are connected by a 
brief period known as the Five Dynasties 
and Ten Kingdoms (Wudai Shiguo) (FIG.  1). 
Spanning seventy-two years from 907 to 
979 — marking the Tang’s collapse and the 
Song’s rise — this era witnessed the swift 
emergence of ephemeral regimes across 
various regions of China (FIG.  2). Later his-
torians use the term “Five Dynasties” to 
refer to the succession of governing powers 
that occupied metropolitan strongholds in 
the northern heartland or so-called Central 
Plains of China. In contrast to the Five 
Dynasties, the rulers of the “Ten Kingdoms” 
primarily controlled former Tang territo-
ries south of China’s heartland. Traditional 
Chinese historiography, with its focus on 
unified dynastic rule, often categorizes such 
fragmented periods as mere “transitions,” 
their value lying in how they paved the 
way for the next dominant regime through 
relentless warfare. Consequently, many his-
torical accounts fold these fifty-  three years 
into the subsequent Song dynasty (960–1279), 
casting them as its precursor or prologue.

For art historians, however, the signi-
ficance of this tenth-  century period is 
anything but transitional. Despite the chaos, 
the period gave rise to some of the most illus-
trious painters in Chinese art history. By the 
late eleventh century, during the Northern 
Song (960–1127), a coterie of eminent paint-
ing collectors, connoisseurs, and scholars 
had rediscovered these tenth-  century mas-
ters and articulated their lasting impact. 
Landscape painting, which was ascending to 
prominence as the leading genre in Chinese 
art under the dual patronage of scholars and 
the imperial court, became the focal point of 
their attention. Different interpretive frame-
works and narratives began to take shape. 
The art historian Guo Ruoxu (fl. 1068–1080) 
extolled Guan Tong (ca. 907–960) (FIG.  3), Li 
Cheng (919–ca. 967) (FIG.  4), and Fan Kuan 
(ca. 960–ca. 1030) (FIG.  5) as the foremost 
landscape artists of the tenth and eleventh 
centuries, lauding them as “so profound in 

HISTORICAL 
BACKGROUND
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FIG.  1
The Five Dynasties and 
Ten Kingdoms in Chinese 
dynastic history.

FIG.  2
The changing political 
landscape of the Five 
Dynasties and Ten 
Kingdoms period.
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FIG.  3
Attributed to Guan 
Tong (ca. 907–960). 
Travelers in a Mountain 
Pass (Guanshan xinglü 
tu). Hanging scroll; 
ink on silk, 144.4 × 
56.8 cm. National Palace 
Museum, Taipei.

FIG.  4
Attributed to Li Cheng 
(919–ca. 967). A Solitary 
Temple amid Clearing 
Peaks (Qingluan xiaosi 
tu). Hanging scroll; ink 
and slight color on silk, 
111.8 × 55.9 cm. Nelson-
Atkins Museum of Art, 
Kansas City, Missouri, 
purchase, William 
Rockhill Nelson Trust 
(47-71).

FIG.  5
Fan Kuan (ca. 960–
ca. 1030). Travelers 
Among Mountains 
and Streams (Xishan 
xinglü tu), ca. 1000. 
Hanging scroll; ink and 
color on silk, 206.3 × 
103.3 cm. National 
Palace Museum, Taipei.
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FIG.  6
Attributed to Dong 
Yuan (act. 930s–960s). 
Wintry Groves and 
Layered Banks (Hanling 
chongting tu). Hanging 
scroll; ink and color on 
silk, 181.5 × 116.5 cm. 
Kurokawa Institute 
of Ancient Cultures, 
Nishinomiya, Hyōgo 
prefecture, Japan.
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wisdom as to reach the divine, so exalted in 
talent as to transcend classification. These 
three masters stand like a mighty tripod, set-
ting a standard for a hundred generations.”1

Such lofty praise reflects Guo’s admira-
tion for the grand, monumental imagery 
that these artists masterfully rendered. 
Meanwhile, Guo’s contemporary Mi Fu (1051–
1107) found his highest artistic ideal in the 
gentle, ethereal landscapes of Dong Yuan 
(act. 930s–960s), which he deemed “divine 
masterpieces of the recent time, unmatched 
in their sublime elegance” (FIG.  6).2 Modern 
art historians generally uphold this dichot-
omy, referring to the former as “monumental 
landscape” and the latter as “southern land-
scape.” They see the invention of these styles 
as signifying a watershed moment in the 
evolution of Chinese painting.3

Following the tradition established by 
early art historians and critics like Guo 
Ruoxu, Mi Fu, and others, studies of tenth-
century painting have concentrated on 
individual artists and their extant works. 
However, recent scholarship has shifted 
toward a broader emphasis on contextual-
ization, prompting more expansive inquiries 
beyond the focus on masters and master-
pieces. Scholars have begun to probe, for 
instance, the historical and art-  historical 
contexts that gave rise to these masters. 
What pivotal innovations in medium, subject, 
and function emerged during this moment 
in Chinese art? Where and when did these 
innovations occur? Did new geo-  cultural 
contexts arise to influence the develop-
ment of painting? More crucially, is the 
linear framework of dynastic history still an 
adequate tool for mapping such artistic pro-
gress?4 A new approach to historiographical 
research has also surfaced. By delving into 
the legacy of Dong Yuan, scholars such as Yin 
Jinan and Shih Shou-  chien have explored the 
construction of this legacy as a multifaceted 
historical process.5

This brief introduction sets the stage 
for this book. Its overarching objective is to 
build on the momentum of recent scholar-
ship and to examine new methodologies 
and historical evidence for recounting the 
narrative of tenth-  century Chinese painting. 
The book pursues this goal through three 
primary avenues. First, this introduction will 
revisit existing research materials and the 
geo-  temporal framework that defines tenth-
century painting, with a particular emphasis 
on the pivotal role of recent archaeological 
finds in shaping fresh perspectives on that 
era’s artistic developments. Chapter One 
will approach tenth-  century painting from 
a previously underexplored perspective, 
focusing on the painting formats employed 
and the viewing conventions associated with 
them. The following two chapters will draw 
on newly unearthed archaeological evidence 
to trace the development of figure painting, 
landscape painting, and flower-  and-bird 
painting during the tenth century. The 
conclusion will synthesize these findings 
and situate tenth-  century painting within 
a broader historical continuum.
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Traditional scholarship on tenth-  century 
Chinese painting relies on both visual 
and textual evidence. The visual evidence 
includes transmitted scroll paintings pre-
served in private and public collections, 
while the textual evidence is drawn from 
books compiled from the eleventh century 
onward. The persistent debates in this field 
are, in fact, deeply rooted in the inherent 
limitations of each type of evidence.

When it comes to visual sources, a funda-
mental truth is that very few original works 
by tenth-  century painters survive, while 
copies and forgeries proliferate. Take, for 
example, the case of Li Cheng. The imperial 
painting catalogue Xuanhe huapu (Catalogue 
of Paintings in the Xuanhe Era), compiled in the 
early twelfth century, acclaimed him as the 

“Number One [landscape painter] from past 
to present.”6 Yet Mi Fu, arguably the most 
influential painting connoisseur of his time, 
remarked in his Hua shi (Painting Chronicles), 

“I have seen only two genuine works by Li 
Cheng, but have encountered three hundred 
forgeries!”7 The explanation for such a vast 
number of forgeries is actually provided in 
the Xuanhe huapu:

After Li Cheng passed away, his fame became 
still greater and his paintings became even 
harder to acquire. As a result, those who 
studied his style all made copies of his paint-
ings of peaks and mountain ranges, streams 
and rocks, and even went so far as to fake his 
seals and signatures, which are almost indis-
tinguishable from the genuine ones and have 
been able to cheat people in the world. 

自成歿後，名益著，其畫益難得。故學成者皆摹仿成所畫

峰巒泉石，至於刻畫圖記名字等庶幾亂真，可以欺世。8

RETHINKING 
HISTORICAL 
EVIDENCE
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In another passage of his Painting 
Chronicles, Mi Fu remarked that the large 
scrolls attributed to Li Cheng and cherished 
by aristocratic families bore only a superfi-
cial resemblance to Li’s works — mimicking 
the form but lacking the spirit, much like 
shop signs that imitate the styles of famous 
calligraphers. Mi mocked the sheer num-
ber of so-called “Li Cheng paintings” in 
existence: “Even an ordinary craftsman, 
toiling for his livelihood, could not produce 
so many. These are all the handiwork of 
mediocrities borrowing his name. I am even 
inclined to propose a ‘theory of the non-
existence of Li [Cheng’s paintings]!’”9 The 
late James Cahill identified twenty-  seven 
extant paintings attributed to Li Cheng, but 
he deemed none of them to be authentic 
originals.10 Li Cheng’s contemporary Guan 
Tong may have left behind only one genuine 
painting, perhaps a section of a multipanel 
screen or painted hanging (see fig.  32 and 
related discussion). The case of Li and Guan’s 
predecessor in landscape art, Jing Hao 
(ca. 855–915), widely regarded as the progen-
itor of monumental landscape painting, is 
similarly bleak, with not a single authentic 
work surviving. Given these circumstances, 
we must question how extant paintings can 
provide a viable foundation for studying 
these masters, let alone allow us to achieve 
a comprehensive understanding of tenth-
century painting.

—
When we turn to textual evidence, we 
encounter similar challenges regarding 
historical authenticity. To begin with, we 
do not actually possess any contemporary 
records of tenth-  century painters. The earli-
est accounts of these artists come primarily 
from two late Northern Song writers: Liu 
Daochun (ca. 1028–1098) and Guo Ruoxu. 
Both composed their works in the second half 
of the eleventh century. Liu’s Wudai minghua 
buyi (Supplement on the Famous Painters of the 
Five Dynasties) includes a preface dated 1059, 
and his Shengchao minghua ping (Critique of 
Famous Painters of Our Glorious Dynasty) was 
written around the same period or slightly 
earlier. Guo completed his Tuhua jianwen zhi
(Records of Paintings Seen and Heard) before 
1074. Thus, they were writing from a context 
that was vastly different from that of the 
early to mid-  tenth century when Jing Hao, 
Guan Tong, Li Cheng, and other pioneers of 
landscape art were actively pursuing various 
new styles.

Modern art historians have extensively 
examined the rise of “literati art” (wenren 
hua) from the mid- to late eleventh century, 
a time when influential scholar-  officials 
began exerting significant influence over 
painting and painting criticism. These 
scholar-  officials approached painting as 
an essential medium for lofty gentlemen to 
convey their emotions and ideas, and their 
writings on painting reflect these concerns.11

Therefore, when we encounter repeated 
emphasis on literati values in their accounts 
of past tenth-  century masters, we should 
not immediately accept these texts as unfil-
tered historical evidence. Instead, we must 
question to what extent these records reflect 
the authors’ own literati mentality (wenren 
xintai).
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Several cases substantiate this literati 
perspective among scholar-  critics during the 
eleventh century. For example, Liu Daochun 
provides the earliest record of Jing Hao in 
his Supplement on the Famous Painters of the 
Five Dynasties. Writing 150 years after Jing’s 
time, Liu immediately identifies the artist 
as “a Confucian scholar who comprehen-
sively understood the Classics and historical 
writings, and who was skilled at composing 
literary works.” After verifying Jing Hao’s 
literati bona fides, Liu felt compelled to add 
that Jing found refuge in Mount Taihang 
amid political chaos and practiced painting 
for his own enjoyment.12 In Critique of Famous 
Painters of Our Glorious Dynasty, Liu also 
offers the earliest accounts of Li Cheng, iden-
tifying him as a Song painter despite the fact 
that Li spent most of his artistic life before 
the establishment of the Song and died 
before the Song unified China. As with Jing 
Hao, Liu first emphasizes Li Cheng’s schol-
arly credentials, noting that he came from a 
distinguished Confucian family and could 
compose literary works as a boy. He then 

recounts an episode from Li’s life that 
underscores Li’s identity as a literati artist. 
Through Li’s own words, Liu recounts that 
when a powerful royal relative named Sun 
Sihao attempted to recruit him, Li replied to 
a friend that he was a Confucian scholar who 
understood his destiny, but also that his love 
for mountains and streams was intrinsic to 
his nature — he painted them as a pastime. 
“How can I rush to serve those in power and 
place myself among common craftsmen?”13

While there is no way to verify the authen-
ticity of this speech, Liu Daochun elsewhere 
in Supplement on the Famous Painters of the 
Five Dynasties notes that Sun Sihao presented 
a painting by Gao Yi to Emperor Shenzong 
(r. 1067–1085). Sun would have had to be at 
least 120 years old if he had indeed tried to 
enlist Li Cheng before Li died around 967.14

Guo Ruoxu completed his Records of 
Paintings Seen and Heard before 1074, some 
fifteen years after Liu Daochun wrote his 
texts around 1059. Therefore, Guo could 
synthesize and expand on Liu’s accounts of 
tenth-  century masters while also making 
general observations about the superiority 
of literati art based on preexisting liter-
ary evidence. For instance, in the book’s 
introductory chapter, in a section titled 
“On ‘Spirit Resonance’ Cannot Be Obtained 
Through Learning,” Guo asserts, “Upon 
observing ancient wonders, [it is evident 
that] these were primarily created by tal-
ented and virtuous men of noble status and 
reclusive scholars. With benevolence and 
artistic pursuits, they explored the profound 
and subtle, and their refined sentiments 
were entrusted to their paintings.”15 Similar 
statements frequently appeared in writings 
on painting from the late eleventh century 
onward. Although these historical texts 
remain crucial evidence for studying tenth-
century painting, they all internalize the 
prevailing literati ideology of the authors’ 
times and project it onto artists from a 
century earlier.
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—
In comparison, another dimension of these 
early texts is more technical, yet it holds 
equally critical implications for shaping 
our understanding of tenth-  century paint-
ing. Those familiar with these works will 
recognize that their entries on individual 
painters are notably concise, offering scant 
details about the artists’ life experiences 
or artistic journeys. This brevity is under-
standable, given that ancient Chinese 
writings on painting primarily emphasized 
general assessments of artists’ talent and 
achievements rather than providing detailed 
biographical accounts. To illustrate this 
point, here are three examples from Guo 
Ruoxu’s Records of Paintings Seen and Heard, 
which have been cited by all subsequent art 
historians when discussing each of these 
painters:

Guan Tong: (His given name is also written 
as 穜 or as 童, as seen on a painting in Wang 
Wenkang’s collection). A native of Chang’an, 
he was skilled at painting landscapes. He 
studied under Jing Hao, and was known for 
surpassing his teacher. He was famous in 
his day, and no one dared to challenge his 
supremacy. His surviving works include the 
Zhao Yang Mountain Villa, Clearing after 
Rain in the Mountains and Streams at Dusk, 
Landscapes of the Four Seasons, Early 
Morning Journey along the Peach Spring, 
and others.

關同（一名穜，又王文康家圖上題云童）。長安人，工畫山

水。學從荊浩，有出藍之美。馳名當代，無敢分庭。有《趙

陽山居》《溪山晚霽》《四時山水》《桃源早行》等圖傳

於世。16

Zhou Wenju: A native of Jurong in Jiankang, 
he served Li [Yu], the last lord [of the South-
ern Tang kingdom], as painter-in-attendance 
in the Hanlin Academy. A skillful painter of 
secular figures, carriages and horses, build-
ings and trees, and landscape. He was at 
his finest in rendering gentlewomen, in a 
manner which was generally similar to Zhou 
Fang’s but had an even greater delicacy of 
loveliness. His surviving works include Royal 
Members Traveling in Springtime, Beating 
Clothes, Ironing Silk, Woman Embroidering, 
and others. 

周文矩，建康句容人，事江南李後主為翰林待詔。工畫

人物、車馬、屋木、山川。尤精仕女，大約體近周昉而更

增纖麗。有《貴戚遊春》《搗衣》《熨帛》《繡女》等圖

傳於世。17

Dong Yuan: [style name] Shuda, was a native 
of Zhongling. He served the Southern Tang 
court as deputy director of the Inner Park. He 
was good at painting landscapes. His mono-
chromic ink images resemble paintings by 
Wang Wei, whereas the colored ones are sim-
ilar to those by Li Sixun. He was also skilled in 
depicting cattle and tigers, [to which he gave] 
well-  rounded, sleek bodies and lightly ruffled 
coats. With a full complement of spirit, these 
works transcend conventional standards. 
His extant works include Landscape of Lake 
Cang, Landscape in Color, Grazing Cattle 
in Spring Marshlands, images of cattle and 
tigers, etc. 

董源，字叔達，鍾陵人。事南唐為後苑副使。善畫山水，水

墨類王維，著色如李思訓，兼工畫牛虎，肉肌豐混，毳毛

輕浮，具足精神，脫略凡格。有《滄湖山水》《著色山水》

《春澤牧牛》《牛》《虎》等圖傳於世。18

These are obviously highly condensed 
summaries of the painters’ lives and artistic 
endeavors. When later art historians use 
such records as foundational sources, they 
can hardly escape the tendency to reduce a 
historical artist to a homogenized stereotype. 
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However, the history of painting — whether 
Chinese or otherwise — demonstrates that 
the career of any significant painter is a 
complex process, characterized by continual 
adjustments in style and subject matter. In 
this context, the simplistic understanding 
of tenth-  century painters does not reflect 
historical reality but rather stems from the 
limited historical knowledge available to 
later generations.

—
Until recent years, these extant pictorial 
and textual materials constituted the 
entirety of historical data available to 
researchers of tenth-  century painting. As 
a result, connoisseurship — focusing on 
authentication and dating — became cen-
tral to art-  historical education and practice. 
Intense debates emerged around each 
famous scroll, often yielding no definitive 
consensus but only competing hypotheses. 
A key example is the controversy sur-
rounding Riverbank (Xi’an tu), attributed to 
Dong Yuan (FIG.  7), which the Metropolitan 
Museum of Art in New York — its collecting 
institution — succinctly outlined in a press 
release:

Riverbank was the subject of controversy 
when it was purchased from C. C. Wang in 
1997. One prominent scholar, James Cahill 
(1926–2014) of the University of California, 
Berkeley, argued that the painting was not 
a work of the 10th century but a forgery by 
the 20th-  century artist Zhang Daqian (1899–
1983). Out of deference to Professor Cahill’s 
stature and firm in the belief that the painting 
could withstand the scrutiny of the field, The 
Met’s experts convened a symposium to 
address the painting’s authenticity, inviting 
leading scholars from around the world to 
weigh in. The proceedings were published as 
Issues of Authenticity in Chinese Painting. 
Since that time, Professor Cahill’s minority 
opinion has grown increasingly marginal, and 
the scholarly consensus that Riverbank is 
indeed a masterpiece of early Chinese land-
scape painting has grown stronger. It was 
exhibited in Taipei at the National Palace 
Museum in 2006 alongside that museum’s 
11th-  century masterworks by Fan Kuan 
and Guo Xi, and at the Shanghai Museum in 
2012. That these museums, among the most 
respected custodians and interpreters of 
Chinese painting in the field, share The Met’s 
belief in Riverbank’s authenticity speaks to 
the solidity of The Met’s dating and its accep-
tance among Chinese painting scholars.19

While Cahill’s opinion has indeed become 
increasingly marginalized, scholars who 
generally agree with the Met’s dating still 
hold divergent views regarding the paint-
ing’s authorship and historical standing. 
Some believe that it was created by Dong 
Yuan himself; others consider Dong’s signa-
ture a later addition, with the painting being 
an anonymous work from the tenth century; 
still others propose placing the painting 
within a broader chronological framework. 
Since none of these arguments is compel-
ling enough to persuade all scholars, the 
painting’s historical significance remains 
uncertain. The museum’s website aptly 
reflects this ongoing ambiguity:

Though three other early attributions to Dong 
Yuan survive, there is no scholarly consensus 
on which, if any, of these works represents 
the real Dong Yuan, and there is significant 
stylistic range even within this small corpus. 
Given such a limited and murky sample, it is 
impossible to establish the kind of certainty 
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FIG.  7
Attributed to Dong 
Yuan (act. 930s–960s).
Riverbank (Xi’an tu). 
Hanging scroll; ink and 
color on silk, 220.3 × 
109.2 cm. The Metro-
politan Museum of Art, 
New York, ex coll.: C.C. 
Wang Family, gift of 
Oscar L. Tang Family, 
in memory of Douglas 
Dillon, 2016 (2016.750).
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necessary to support a firm attribution, let 
alone an idea of a chronology within Dong 
Yuan’s oeuvre. For this reason, the Museum 
does not claim Riverbank to be a firmly 
identified work from the hand of the master, 
preferring instead to present it as one of a 
constellation of plausible attributions. The 
painting’s importance rests not chiefly in its 
relationship to Dong Yuan, but in its majesty 
and completeness as a monument of early 
landscape painting.20

This last statement holds true if we con-
sider Riverbank as an example of so-called 

“early landscape painting” in a broad sense. 
However, when the investigative focus nar-
rows to the tenth century, as this study does, 
the painting’s uncertain dating, provenance, 
and authorship render it a piece of question-
able historical evidence. Many renowned 
extant masterpieces attributed to tenth-
century painters share similar issues, and 
the impasses surrounding them are likely 
to persist.

Fortunately, a new type of visual evi-
dence now provides scholars with more 
direct channels to explore the world of tenth-
century painting. This evidence stems from 
archaeological surveys and excavations. The 
majority of these new materials are images 
from underground tombs discovered and 
published over the past fifty years.21 Among 
these finds are two intact silk paintings from 
an aristocratic tomb at Yemaotai, Liaoning 
province, probably created from the mid- to 
late tenth century.22 Both mounted in the for-
mat of a hanging scroll, they offer a paired 
example of painting genres, “landscape” 
(shanshui) and “flower and bird” (huaniao) 
(see figs.  40, 41).

Other invaluable new materials include 
tomb murals painted to mimic real-  life 
screens and hangings of the time that show 
images of human figures, landscapes, and 
flowers and birds. An earlier example is a 
landscape mural from the tomb of a certain 
Madam Cui, who died in 904 (see fig.  143). 
As discussed in Chapter Three, this image 
attests to a new type of landscape compo-
sition emerging at the beginning of the 
tenth century or earlier. Two slightly later 
landscape murals found in the tomb of the 
warlord Wang Chuzhi and dated to 924 
illustrate the further development of this 
composition and demonstrate more refined 
brushwork (see figs.  136, 144). Wang’s tomb 
is also adorned with murals depicting 
numerous flower-  and-bird images in the 
format of wall panels and large screens (see 
figs.  177, 185). Regarding figure painting, a 
royal graveyard at Baoshan near the Upper 
Capital (Shangdu) of the Liao dynasty yielded 
two types of human images: one depicting 
Khitan peoples (see figs.  60, 61), the other 
historical Chinese figures (see figs.  69, 71). 
As will be discussed in Chapter Two, these 
two types of figural images provide rich 
material for exploring the legacy of Tang 
figure painting in Liao art, as well as the 
interactions between different painting 
traditions during the tenth century.

026

RETHINKING  THE TENTH CENTURY INTRODUCTION



In addition to tomb-  related materials, 
a significant collection of painted banners 
and scrolls, originally stored in the so-called 
Library Cave at Dunhuang, allows us to view 
tenth-  century portable paintings in their 
original formats (see figs.  25–28). Equally 
important are the other Mogao Caves at 
Dunhuang, which include dozens of large 
caves constructed during the tenth century, 
showcasing landscapes and larger-  than-  life 
portraits of their powerful patrons (see 
figs.  99–102, 171).

Of course, archaeological materials have 
their own limitations as historical evidence. 
Unlike transmitted scroll paintings, none 
of these unearthed images and Dunhuang 
paintings has identifiable authorship, and the 
quality of their artistry varies significantly. 
However, their authenticity is indisputable, 
allowing us to directly engage with actual 
historical issues. These materials provide 
information that transmitted paintings 
cannot. They all possess clear provenance, 
most are datable, and some even have precise 
dates. The portable scrolls from Yemaotai 
and the Library Cave at Dunhuang retained 
their original mounting at the time of their 
discovery, enabling us to study this form of 
tenth-  century painting as a specific medium. 
Moreover, we know the exact architectural 
contexts of these images and, in many cases, 
their patrons and ritual or ceremonial 
purposes.

Recognizing both the limitations and 
advantages of this new data gained from 
archaeological research, this book will 
integrate it with traditional materials to 
establish a new evidential foundation for 
the study of tenth-  century painting.23 The 
traditional materials used in this study con-
sist of two types of extant paintings — those 
generally accepted by scholars as genuine 
tenth-  century works, and early copies of sig-
nificant tenth-  century paintings, as well as 
early textual records of tenth-  century paint-
ers and artistic activities. This expanded 
pool of evidence has the potential to revolu-
tionize the study of tenth-  century painting 
by redefining its scope and objectives. The 
scope of the book will be discussed in the 
following section. As for research objectives, 
while it remains essential to illuminate the 
works of famous painters, a more press-
ing and transformative task is to harness 
all available sources to develop a general 
understanding of tenth-  century painting, 
encompassing its geographical distribution, 
chronological development, and its changing 
painting formats, subjects, and styles.
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Traditional texts have led art historians 
to focus primarily on two centers of tenth-
century painting, namely, in the Southern 
Tang (937–975) capital Jiankang (present-day 
Nanjing) in Jiangsu and in the Shu capital 
Chengdu in Sichuan province. However, 
archaeological finds from other areas, such 
as the central and southern regions of 
Hebei province, where the tombs of Madam 
Cui and Wang are located, provide critical 
insights into the development of painting 
beyond these metropolitan hubs.

GEOGRAPHICAL 
AND 
CHRONOLOGICAL 
SCOPE

In this study, “tenth-  century painting” 
replaces the term “Five Dynasties painting.” 
The rationale for this change is twofold: geo-
graphical and chronological. Geographically, 
examples of tenth-  century painting have 
been discovered in regions far beyond the 
territories of the Five Dynasties and Ten 
Kingdoms (FIG.  8). Many were unearthed 
from archaeological sites located in the 
far north of China, in territory that had 
been part of the Liao Empire, established 
by the Khitans in 916. Another source of 
tenth-  century painting is in southwest 
China, where the Kingdom of Dali emerged 
as a significant cultural center follow-
ing its establishment in 937. Still another 
vital source is the previously mentioned 
Dunhuang caves, located in northwest China 
in territory governed by the semiautonomous 
Returning to Righteousness Army (Guiyi 
Jun). These distant regional centers main-
tained ongoing interactions with the Song 
after its founding in 960 and throughout the 
rest of the tenth century.
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Chronologically, the establishment 
of the Song in 960 did not represent a 
definitive turning point in the history of 
Chinese painting. In fact, two of the Ten 
Kingdoms — the Later Shu (934–965) in the 
southwest of China and the Southern Tang 
in the southeast — remained vibrant centers 
of painting until 965 and 975, respectively 
(FIG.  9). It was only after these dates that the 
painting collections and court painters of 
these former kingdoms were transferred 
to the Song. Some of the relocated painters 
were already advanced in age when they 
arrived in the Song capital and passed away 
soon after — Huang Quan, for example, a 
renowned flower-  and-bird painter from Shu, 
who died in 968. Others, however, were still 

in their prime and continued to work until 
the end of the tenth century and into the 
early eleventh century. Notable examples 
include Huang Quan’s son, Huang Jucai, who 
lived and painted until at least 993; the monk 
painter Juran, who was commissioned to 
paint at the Jade Hall (Yutang) in 992; and 
Gao Wenjin, who oversaw the mural paint-
ing project at the Palace of Bright Response 
from Jade Purity (Yuqing Zhaoying Gong) 
in the Song capital beginning in 1009. The 
most fitting designation for all these artists 
is “tenth-  century painters,” rather than con-
fining our understanding of them to the Shu, 
Southern Tang, or Song. ▲
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FIG.  8
Centers and locations 
of major archaeological 
finds of 10th-  century 
painting.

FIG.  9
The Song conquest of 
other regional powers 
after 960.
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Chinese painting underwent two pivotal 
developments in the tenth century involv-
ing the painting medium, specifically, in 
the area of formatting: the invention and 
widespread adoption of the hanging scroll 
(guazhou or lizhou) and the reinvention of the 
traditional handscroll (shoujuan). From this 
period onward, these two formats became 
the primary forms of Chinese painting, 
interacting dynamically in a way that con-
tinually fueled artistic creativity.

A painting is an integration of the 
painted image and the medium that conveys 
it. While the image typically garners primary 
attention, the medium dictates the manner 
of viewing. Major painting traditions world-
wide have undergone a transition from 
architectural and decorative painting to 
portable, independent forms, paralleling the 
emancipation of painting from ceremonial 
and utilitarian roles. In China, this develop-
ment gave rise to two distinct types of scroll 
painting, the handscroll and the hanging 
scroll, each with its own historical trajectory 
and viewing conventions.1 During the tenth 
century, these two portable mediums rose 
to prominence out of the dominant painting 
formats of the preceding era.

PAINTING 
FORMATS 
BEFORE 
THE TENTH 
CENTURY

Various types of painting mediums emerged 
between the Warring States period (475–
221 bce) and the Tang dynasty (618–907). 
Through a survey of archaeological evidence 
and textual records of pictorial works,2 we 
can identify four primary painting formats 
in established use before the tenth cen-
tury: handscrolls, painted screens, painted 
hangings (a type of huazhang), and painted 
banners used in ritual and religious contexts.

Handscrolls
The handscroll is a long, narrow, continuous 
horizontal format that was originally used 
for writing texts. It emerged as a medium 
for painting no later than the mid-  second 
century ce. Historical records indicate that 
the Confucian scholar Cai Yong (132–192) 
made a painting titled A Small Version of 
Exemplary Women (Xiao lienü).3 Some of the 
bas-  relief carvings on the renowned Wu 
Liang Shrine (constructed in 151) in Jiaxing 
county of southwestern Shandong province, 
particularly those depicting ancient sover-
eigns and narratives of virtuous women and 
men, were apparently copied from long, hor-
izontal scrolls.4 This tradition persisted in 
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FIG.  10
Attributed to Gu Kaizhi 
(345–  406). Wise and 
Benevolent Women
(Lienü renzhi tu), Song 
copy of a 4th- or 5th-
century painting, detail. 
Handscroll; ink and color 
on silk, 25.8 × 417.8 cm. 
Palace Museum, Beijing.
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the post-  Han period, as evidenced by a Song 
dynasty copy of Wise and Benevolent Women
(Lienü renzhi tu) attributed to the fourth-
century master Gu Kaizhi (345–406) (FIG.  10) 
and The Thirteen Emperors (Lidai diwang tu) 
attributed to the early Tang master Yan 
Liben (ca. 600–673) (see fig.  44).5 Further evi-
dence of Tang handscrolls includes images of 

“gentlewomen” (shinü) or upper-  class ladies 
by Zhang Xuan (713–755) and Zhou Fang 
(730–800), such as Court Ladies Preparing 
Newly Woven Silk (Daolian tu) by Zhang, 
now in the Museum of Fine Arts, Boston 
(FIG.  11). Additional evidence includes Wang 
Wei’s (701–761; alt. 699–759) Wangchuan 
Villa (Wangchuan), later transferred to a 
stone carving.

Because all extant early handscrolls have 
been remounted during transmission, their 
original formats are unknown. However, 
based on Zhang Yanyuan’s (815–877) dis-
cussion of mounting methods in Record of 
Famous Paintings of Successive Dynasties (Lidai 
minghua ji), the sophisticated formatting 
technique we now know as a handscroll had 
been developed at least by the ninth cen-
tury. He begins the section “On Mounting, 
Backing, Ornamental Borders, and Rollers” 
(Lun zhuangbei biaozhou) by stating that 
Fan Ye (398–445) first invented the various 
techniques of mounting paintings, which 
became more elaborate over the centuries.6

Zhang Yanyuan emphasizes the importance 
of the roller end’s appearance, noting that it 
was crafted from various materials, ranging 
from sandalwood to amber, crystal, and 
white jade, and was sometimes embellished 
with tortoiseshell and gold.

FIG.  11
Zhang Xuan (713–755).
Court Ladies Preparing 
Newly Woven Silk 
(Daolian tu), Song copy 
attributed to Emperor 
Huizong (r. 1100–  1126). 
Handscroll; ink, color, 
and gold on silk, image 
37.1 × 145 cm. Museum 
of Fine Arts, Boston, 
Chinese and Japanese 
Special Fund (12.886).
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Drawing from this and other records, we 
can infer that the handscroll had achieved 
its mature form before and during the Tang. 
Typically measuring about 25 to 40 centime-
ters in height, a handscroll painting could 
vary in length from less than a meter to sev-
eral meters. At the beginning of the scroll is a 
semicircular wooden stave known as tiangan, 
which ensures that the scroll remains prop-
erly stretched from top to bottom. A silk cord 
(taodai) and a fastener (biezi) are attached 
to the stave to secure the rolled-up scroll 
(FIG.  12). A wooden roller (digan) is affixed at 
the very end of the scroll, around which it is 
wound when not in use.

The viewer of a handscroll first encoun-
ters the backing of protective silk (baoshou), 
which bears the title label (tiqian) (FIG.  13). 
After loosening the fastener and opening 
the scroll, one proceeds from right to left as 
the frontispiece ( yinshou) comes into view, 
followed by the pictorial or image portion 
(huaxin), and concluding with the colophon 
section (tuowei or weizhi) containing remarks 
inscribed by appreciative owners and view-
ers of the scroll. Vertical strips (geshui) are 
sometimes used to separate these three parts 
of the scroll.7

B

C

DEF

G

A

FIG.  12
Structure of a hand-
scroll: (A) label, (B) cord, 
(C) fastener, (D) frontis-
piece, (E) painting, 
(F) colophon paper, 
(G) roller.

FIG.  13
Rolled-up handscroll. 
Shen Zhou (1427–  1509).
Poems on Falling 
Flowers in Running 
Script. Ink on paper, 
28.5 × 286 cm. Private 
collection.
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Painted Screens
The late Michael Sullivan (1916–2013) once 
observed, “Until the Song Dynasty, the 
painted screen, or perhaps one should say 
the painting mounted on a screen, was, along 
with the handscroll and fresco, one of the 
three most important forms of painting in 
China.”8 Ancient texts such as the Book of 
Rites (Li ji) record that painted screens were 
used in court ceremonies as early as the 
Zhou dynasty (ca. 1046–256 bce). During the 
Eastern Han (25–220 ce), this item became 
distinct from other types of ritual parapher-
nalia and was regarded as a form of framed 
painting. We find a clear indication of this 
shift in Han literature, where it is recorded 
that a king captivated by pictures on a dec-
orative screen would turn to admire and 
enjoy them.9

A freestanding screen could take the 
form of either a single panel raised above 
the ground or multiple panels fastened 
together to surround or stand behind a seat, 
bed, or dais. Archaeological excavations 
reveal that multipanel screens became par-
ticularly popular from the sixth century and 
into the Tang dynasty, when tomb murals 
and stone carvings frequently depicted 
screen paintings. Aristocratic Tang tombs 
often featured a painted mural on the wall 
behind the raised coffin platform. These 
painted murals, composed of six, eight, or 
more vertical panels, simulated actual Tang-
period screens displaying images of beautiful 
women, virtuous gentlemen, flowers and 
birds, and landscapes (FIGS.  14–17).

A newly discovered tomb mural painted 
to simulate a landscape screen, which will 
be referenced multiple times in this book, 
merits an introduction here. The tomb 
containing this mural, located in Fuping 
near Xi’an, Shaanxi province, was looted in 
1997. The robbers took the portable funer-
ary objects but left this and other murals 
largely intact. Later, archaeologists entered 
the tomb chamber, photographed the picto-
rial murals, and circulated the photographs 
among scholars, generating considerable 
interest.10 The tomb was finally excavated 
in 2017, and a stone epitaph was uncovered, 
revealing the identity of the deceased to be 
Li Daojian, a great-  grandson of the founder 
of the Tang dynasty, Li Yuan, known as 
Emperor Gaozu (r. 618–626) in the genealogy 
of the imperial clan. Li Daojian was posthu-
mously titled Heir Apparent Prince of Lu. He 
died in 738, leaving a securely dated tomb for 
archaeological and art-  historical research.
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FIG.  14
Simulated “gentle-
women” screen, 8th 
century. Polychromatic 
mural in a Wei family 
tomb. Nanliwangcun 
village, Xi’an, Shaanxi 
province.

FIG.  15
Simulated flower-  and-
bird screen, 8th century. 
Polychromatic mural in 
Astana Tomb No. 217. 
Xinjiang.
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The mural occupies the central portion 
of the west wall above the coffin platform 
(FIG.  16). It consists of six vertical landscape 
scenes depicting soaring mountain peaks 
and deep gorges (FIG.  17). Three aspects 
of the painted image confirm that it was 
designed to represent or simulate a real-  life 
multipanel screen. First, the six panels 
are tightly connected, with only thin gaps 
between them. Second, in at least two places 
the painted three-  dimensional edges of the 
screen’s frame are visible. The painter clearly 
intended to show that the screen’s frames 
and supports were made of wood by color-
ing them light brown in imitation of wood. 
Third, the frames of the painted screen 
appear to rest on the raised coffin platform, 

on the same level as the two standing male 
assistants painted on the mural’s left side. 
Thus, the entire six-  panel landscape screen 
and the two figures are represented as if they 
existed within the same three-  dimensional 
space and ground as the coffin platform 
(see fig.  16). The landscape scenes of the 
screen were composed as independent pic-
tures. However, due to their identical subject 
matter and similar compositions, the six 
panels collectively create the impression of 
a panoramic view of mountains and streams 
surrounding the coffin bed.
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FIG.  17
Simulated landscape 
screen, 738. Polychro-
matic mural in the tomb 
of Li Daojian. Fuping, 
Xi’an, Shaanxi province.

FIG.  16
Drawing of the interior 
of the tomb of Li Daojian 
(d. 738). Fuping, Xi’an, 
Shaanxi province.
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94, 264; compared with Riverbank, 
242, 243; as Man Cleaning His Ear
(Tiao’er tu挑耳圖), 91; as painting-
within-a-painting, 198, 198–99; 
seals and colophons, 91; triptych 
screen, 201, 203

colophon section of handscroll (tuowei
拖尾 or weizhi尾紙), 35, 91

compositional arrangement. See
“managing positions”

Confucius, 175
connoisseurship, 24, 58

contextualization, 19, 66, 123, 137, 
144, 173, 263–65, 275

court ladies. See gentlewomen
court painters, 164, 271, 275
Cui 崔, Madam, tomb of (Wangmucun 
王母村, Pingshan, Hebei), 26, 28, 
50, 179–80; central niche, 181; 
interior, 50; landscape mural, 182, 
203, 210, 238, 243, 252, 277; pic-
torial program, 180–82, 194; plan 
and cross-  sectional elevation, 180, 
180–81; tomb occupant, 182

Cui clan of Boling (Boling Cui shi 博陵
崔氏), 182

Cui Hong 崔鴻 (470s–520s), Shiliu guo 
chunqiu 十六國春秋 (History of the 
Sixteen Kingdoms), 286n36

D
da juanzhou大卷軸 (large scrolls), 58, 

59, 66
Da Liao 大遼, 164. See also Liao dynasty
Da Shaojun大少君 (Great Young 

Master), 101
Dai 軑, Lady, tomb of, 45
Dali 大理 Kingdom, 28
Daoism, 150
decentralization, 270, 275
Deng Chun 鄧椿 (act. 1128–1189), 

Continued Records of Painting
(Huaji 畫繼), 58

Dong Beiyuan Longsu jiaomin tu zhenji
董北苑龍宿郊民圖真跡 (An authentic 
work of Dong Beiyuan [Dong Yuan] 
titled Longsu jiaomin tu), 195

Dong Qichang 董其昌 (1555–1636), 
94, 195

Dong Yu 董羽 (10th century), 276
Dong Yuan 董源 (style name Shuda 
叔達; act. 930s–960s), 85; art his-
torians on, 19, 23, 287n7; Awaiting 

a Crossing at the Foot of Mountains 
in Summer (Xiajing shankou daidu tu
夏景山口待渡圖) (attrib.), 210–16, 
211–12, 214–15; handscrolls rep-
resenting horizontal space, 210; 
Residents on the Outskirts of Dragon 
Abode (Longxiu jiaoming tu籠袖/
繡交鳴圖 or Longsu jiaomin tu龍宿
郊民圖) (attrib.), 195–98, 196–97, 
203; structural analysis of recon-
structed handscroll, 214–15; 
Wintry Groves and Layered Banks
(Hanlin chongting tu寒林重汀圖) 
(attrib.), 18, 54; works attributed 
to, 23, 24–26; Xiao and Xiang Rivers 
(Xiaoxiang tu瀟湘圖) (attrib.), 212, 
213–16, 214–15. See also Riverbank

Dou Tao 竇濤 (4th century), 119, 
286n36

Double Screen (Zhou Wenju 周文矩, 
Playing Chess by a Double Screen
重屏會棋圖), 85, 87, 96; as allegory 
of Southern Tang succession, 144, 
166; composition, 89, 203, 264–
65; copies of, 85, 86, 144; depiction 
of male spaces, 264; detail of 
screen painting, 202–3; figures 
making chashou gesture, 168, 169; 
mounting method, 85; and Night 
Entertainment, 88, 89, 89; viewer 
experience, 89. See also Zhou Wenju

double screen composition, 85. See also
painted screens: depicted in paint-
ings; Double Screen

Du Guangting 杜光庭 (850–933), 150
Du huajiang zuo都畫匠作 (Painting 

Specialist), 271
Du Xunhe 杜荀鶴 (846–904), 43
duanfu短幅 (short scrolls), 91, 203
Dunhuang 敦煌: Buddhist ban-

ners, 46–50, 47, 61; under the Cao 

family, 62, 154, 271; and the dynas-
tic framework, 269; manuscripts 
and drawings, 57, 156, 158, 158; 
painting academy, 271; portraits, 
27, 153, 156, 159. See also Library 
Cave (Cave 17, Dunhuang); Mogao 
Caves (Dunhuang)

dynastic history as framework, 19, 97, 
269, 273

E  
Eleven-  Headed Guanyin 十一面觀音

(Ekādaśamukha), 283n33
emperor, reverence for, 175
Esoteric Biography of Emperor Wu of the 

Han (Han Wudi neizhuan漢武帝內傳), 
105

Extensive Records on Numerous Matters 
(Shilin guangji事林廣記), 167

F
fan幡 banners, 46
Fan Kuan 范寛 (ca. 960–ca. 1030): 

exhibitions, 24; extolled by Guo 
Ruoxu, 14–19, 263; Travelers Among 
Mountains and Streams (Xishan 
xinglü tu), 17

fan ma番馬 (foreign horses), 110
fan paintings, 206, 220
Fan Ye 范曄 (398–445), 34
Fang Gan 方干 (809–888), 43
fangmuzuo仿木作 (imitation wood 

structures), 102
fanhan renma番漢人馬 (Han and non-

Han figures and horses), 163
fanzhen藩鎮 (military commissioners), 

179
Female Immortals in the Langyuan 

Garden (Langyuan nüxian tu閬苑女
仙圖), 115, 134–35, 135–37; detail of 
female immortals, 136
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fenben粉本 sketches, 124
feng zhao xie zhen奉詔冩真 (making 

portraits by imperial command), 
271

fengsu風俗 (genre scenes), 273
figure painting, 97–98, 264–65, 273; 

devaluation of, 95, 96–97; female 
hairstyles, 124; female images, 115–
23, 123, 137, 285n33; Khitan, 110; 
Liao, 26, 98, 99; lifelike, 106; Liu 
Daochun on, 285n33; multicul-
tural, 99; in murals from Baoshan 
tombs, 105, 106–7, 115–23; in 
sketches from Dunhuang, 158, 158, 
159; stereotypical Chinese, 106; 
Tang, 61, 98, 99, 123, 128. See also
portraits

filial piety, 140, 182, 231. See also 
Ladies’ Classic of Filial Piety

Five Dynasties and Ten Kingdoms 
(Wudai Shiguo 五代十國), 14, 15, 
28. See also tenth-  century Chinese 
painting

flower-   and-  bird paintings (huaniao
花鳥): associated with females, 257; 
birdbath motif, 252–55; in hanging 
scroll format, 26, 250–52; ranking 
of, 243; realistic portrayal, 249; in 
Southern Tang mausoleums, 244; 
spatial representation in, 252; 
tomb murals simulating screens, 
26, 37, 99, 201–3, 206, 243–47, 245, 
246, 252, 253, 254; zhang tang hua
format, 244. See also Huang Quan

Fo pingfeng liu pian佛屏风六片 (Buddha 
screen of six pian), 57

folding screens, 56, 209, 277. See also
bed screens; painted screens; 
portable mediums

Fong, Wen, 282n23
forgeries, 20–21, 24

format changes, 57–58. See also
remounting

Former Qin 前秦 (350–394), 119
Former Shu 前蜀 (907–925), 150, 151, 

271, 276
frontispiece ( yinshou引首), 35
Fu Jian 苻堅 (r. 357–384), 119, 286n36
Fu Xinian 傅熹年, 288n18
Fu zi Jubao xi付子居寶習 (for my son 

Jubao to practice), 249
fuchen拂塵 whisk, 119
funerary beds, screens surrounding, 

231, 231
funerary carvings, 232, 233
funerary painting, 45, 55
Fuping 富平 tombs (Shaanxi province), 

36. See also Li Daojian tomb
Fuxi 伏羲 and Nüwa 女媧, banners 

depicting, 45, 47

G
Gao Shi 高適 (704–765), 146
Gao Wenjin 高文進 (act. mid-  late 

10th century–early 11th century), 
29, 276

Gao Yi 高益 (10th century), 22, 163, 
220, 272; A Mountain Search
(Soushan tu搜山圖), 163

gao yi高逸 (lofty recluses), 105
Gaochang 高昌, tombs of, 45
Gaozu 高祖 (r. 618–626) (Li Yuan 李淵), 

36
gendered spaces, 103, 116, 257–62, 264
Geng Chongmei 耿崇美, tomb 

of, 285n21
gentlewomen (shinü仕女): paintings 

of, 23, 34, 95, 97, 115, 123, 126–28, 
134–35, 263, 273, 285n33; tomb 
mural simulating screen, 37

geshui隔水 (vertical strips separating 
parts of handscrolls), 35

God Erlang Searching for Demons, The 
(Erlang soushan tu二郎搜山圖), 163

gongyuan宮苑 (gardens), 273
gu古 (past), 96
Gu Hongzhong 顧閎中 (act. 10th cen-

tury), 72–73, 85, 97, 143, 144; 
embedded critical stance, 173–
75. See also Night Entertainment 
of Han Xizai

Gu Kaizhi 顧愷之 (345–406): The 
Nymph of the Luo River洛神賦圖
(attrib.), 284n56; On Painting (Lun 
hua論畫), 272; Wise and Benevolent 
Women (Lienü renzhi tu列女仁智圖) 
(attrib.), 33, 34

Guan Tong 關仝 (ca. 907–960): Evening 
Colors over Autumn Mountains 
(Qiushan wancui tu秋山晚翠圖) 
(attrib.), 52–53, 53, 58, 59; genuine 
paintings, 21; Guo Ruoxu on, 23, 
263; Travelers in a Mountain Pass
(Guanshan xinglü tu) (attrib.), 16

Guanxiu 貫休 (832–912), 160–61; 
Kanaka-  Bharadvaja迦諾迦跋厘惰闍
(Song copy), 160, 161; Sixteen Arhats 
(Shiliu luohan tu十六羅漢圖), 160–61, 
160

Guanyin as Guide to Departing Souls
(British Museum), 60–61, 61

Guanyin of the Water Moon, 155–56, 
155; detail of donors, 156

gufa yongbi骨法用筆 (using the brush 
with the bone method), 67

Guo Ju 郭巨, 231
Guo Ruoxu 郭若虚 (fl. 11th century), 72, 

96, 106, 268–69; on figure paint-
ing, 285n33; on Gao Yi, 163; on 
landscape painting, 96, 263; praise 
for Xu Xi, 244; Shengchao minghua 
ping聖朝名畫評 (Critique of Famous 
Painters of Our Glorious Dynasty), 21; 

on tenth-  century landscape artists, 
14–19; Tuhua jianwen zhi圖畫見聞志
(Records of Paintings Seen and Heard), 
21, 22, 23, 126, 244, 263, 268–69, 
284n57; on Wang Ai, 143; Wudai 
minghua buyi 五代名畫補遗 (Supple-
ment on the Famous Painters of the 
Five Dynasties), 21; on Yan Wengui, 
220; on Yelü Bei, 285n31; on Zhao 
Gan, 78; on Zhou Wenju, 126; on 
zhuang tang hua裝堂花, 244, 247

Guo Wei 郭威 (904–954), 275
Guo Xi 郭熙 (ca. 1020–ca. 1090), 24, 

58; “three distances” (sanyuan三遠) 
concept, 198

Guo Zhongxu 郭忠恕, Embroidered 
Palindrome織錦璇璣圖, 286n39

Guyingzi 姑營子 (Chaoyang, Liaoning 
province), 285n21

H
hairdos, 124, 124, 132, 133
Halahezhuo 哈拉和卓 Tomb No. 50, 

247; parts of simulated flower-   and-
bird screen, 247

Halls of Imperial Likeness (Yurong 
dian御容殿), 140

Han Huang 韓滉 (723–787). See Literary 
Gathering

Han painters as Liao captives, 106
Han Xiu 韓休 (673–740), 43; tomb of, 

42, 43
Han Xizai 韓熙載, 72, 73, 76, 89, 97, 

284n52; in Night Entertainment
scroll, 170; portraits of, 143, 144, 
145. See also Night Entertainment 
of Han Xizai

Han Yu 韓愈 (768–827), 43
Han Zhuo 韓拙 (act. ca. 1119–1124), 

210
handscrolls (shoujuan手卷), 32–34; 
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comparison of Double Screen and 
Night Entertainment, 88, 89, 89; 
flower and bird, 248; horizontal 
composition, 71; hybrid forms, 
58–59, 61, 66; interconverted with 
screen paintings, 85, 209–10; land-
scape, 210, 213–16, 214–15; large 
scrolls (da juanzhou大卷軸), 58, 
59, 66; Mountain Search (Soushan 
tu搜山圖), 162–63; mounting 
methods, 34, 58, 59, 66; painting 
features, 71; as “private medium,” 
76; reinvention of, 32, 71–72, 272, 
274; rolled up, 35, 58; short scrolls 
(duanfu短幅), 91, 203; structure of, 
35, 35; Tang dynasty compositions, 
71; unrolling, 71, 76, 77, 78; viewer 
experience, 76, 78–79, 216. See 
also Ladies Adorning Their Hair with 
Flowers; Ladies’ Classic of Filial Piety; 
Dong Yuan; In the Palace; Night
Entertainment of Han Xizai

hanging scrolls (guazhou掛軸 or lizhou
立軸): evolution of format, 55–56, 
66, 217, 272, 274; flower-   and-  bird 
paintings, 250–51, 250–52; inven-
tion of, 32, 66–67; and landscape 
composition, 68, 217, 222, 226; 
mounting methods, 56, 58–59, 
66; multipanel sets, 52, 54; roller 
end, 67; simulated in painted land-
scape panels, 234, 235, 235; sizes 
of, 220; Yemaotai scrolls, 64–65, 
65–67, 68, 220, 259. See also Chess 
Party in Deep Mountains; Juran: 
Storied Mountains and Dense Forests; 
painted hangings; Palace Banquet; 
Wei Xian

Hanlin Academy 翰林院: Liao, 271; 
painters-in-attendance, 23, 91, 
143, 271

Hanlin Xueshi Yuan 翰林學士院
(Academy of Hanlin Scholars), 
276

Harvard Art Museums: painted 
banner depicting Eleven-  Headed 
Guanyin, 283n33; section of In the 
Palace, 128, 286n45

Hay, Jonathan, 281n3, 288n7
Heart Sutra (Xin jing心經), 116
historiography, 268–69
History of the Jin (Jin shu晉書), 119, 

286n36
Hongbian 洪辯 (d. 862), portrait statue, 

158, 159
Hongren 洪認 (10th century): portrait 

in Mogao Cave 217, 153, 153; pro-
motion to Grand Dharma Master 
at Dunhuang, 153

horses, 109, 109, 110, 111, 112–13, 163, 
273, 285n31

Hu Gui 胡瓌 (act. 10th century), 110; 
Horsemen Taking a Break (Zhuoxie tu
卓歇圖) (attrib.), 110, 111

Hu Qiao 胡嶠 (act. ca. 947–953): 
categorization of painting subjects, 
273, 274; Record of Being Trapped in 
the North (Xian bei ji陷北記), 105–6, 
285n28; Records of Famous Paintings 
of the Liang Dynasty (Liangchao 
minghua lu梁朝名畫錄), 273

hua yang畫樣 (painting models), 274
hua zhu ling mao花竹翎毛 (flora and 

fauna), 273
Huang Jubao 黃居寶 (act. 10th century), 

249
Huang Jucai 黄居寀 (933–after 993), 

29; Blue Magpie and Thorny Shrubs 
(Shanzhe jique tu山鷓棘雀圖), 59, 
250–51, 250–52, 288n37

Huang Quan 黄筌 (ca. 903–965), 29, 
249; Sketches of Rare Birds (Xiesheng 

zhenqin tu寫生珍禽圖), 248–49, 
249, 250

Huang Xiufu 黃休復 (10th–11th cen-
tury), Famous Paintings of Sichuan 
(Yizhou minghua lu益州名畫錄), 
57–58

huaxin畫心 (image portion of hand-
scroll), 35

huayuan畫院 (painting academies), 
61, 272, 275–76

Huayuan shi畫院使 (Commissioner 
of the Painting Academy), 271

Huayuan xuesheng畫院學生 (student 
in the Painting Academy), 78

Huayuan xueshi畫院學士 (student in 
the Painting Academy), 78

huazhang畫幛 (painted hangings), 43, 
56–57. See also painted hangings

Huichang 會昌 era, 268
huiwen shi回文詩 (palindrome), 119
Huizong 徽宗, Emperor (r. 1100–

1126), 34, 123; disapproval of 
Night Entertainment of Han Xizai, 
58, 97, 284n8; inscriptions, 59, 91, 
252, 288n37; Listening to the Qin 
(Tingqin tu聽琴圖), 96; remounting 
of scrolls, 59; removal of Guo Xi’s 
paintings, 58; and Xuanhe huapu
宣和畫譜, 284n8

Huo 霍 family, 182
Huo Fangjin 霍方瑾 (9th–10th 

century), 182

I
In the Palace (Gongzhong tu宮中圖; 

Zhou Wenju 周文矩), 126–28; 
Southern Song copy, 126–27, 126–
28, 286n45; version by unknown 
artist, 126–27

Issues of Authenticity in Chinese 
Painting, 24

J
Jade Hall (Yutang 玉堂), 29
jia架 (measure word for set), 57
jiaku家窟 (family chapel), 153
“Jiangxing chuxue” Huayuan xuesheng 

Zhao Gan zhuang 江行初雪畫院學生
趙幹狀 (Early Snow on the River by 
Zhao Gan, student in the Painting 
Academy), 78

Jiankang 建康, 28
Jiao Zhu 焦著 (10th century), 143
Jie Yu, Madman of Chu 楚狂接輿, 51
jin近 (present), 96
Jin Weinuo 金維諾, 146
Jing Hao 荆浩 (ca. 855–915), 21, 22, 23; 

Travelers in Snow Covered Mountains 
(Xuejing shanshui tu雪景山水圖) 
(attrib.), 54

Jingling 敬陵 mausoleum of Empress 
Zhenshun 貞順皇后, 45; simulated 
landscape hanging, 44. See also
Zhenshun, Empress

Jinglong 景龍 era, 153
Jinqueshan 金雀山 Tomb No. 9 (Linyi 
臨沂, Shandong), 45

jiuji xiaozhang (nine-  ridge small 
canopy), 62

Jixian Hall Library (Jixian dian shuyuan
集賢殿書院), 271

Ju wu巨五 (Ju No. 5), 53, 54
juanzhou卷軸 (scrolls), 58; da juanzhou
大卷軸 (large scrolls), 58, 59, 66

Jullien, François, 220
Juran 巨然 (act. 960–995), 29, 85, 241, 

252; Buddhist Retreat by Stream and 
Mountains (Xishan lanruo tu溪山蘭
若圖) (attrib.), 52–54, 53, 58; scene of 
misty dawn ( yan lan xiao jing烟嵐曉
景), 276; Storied Mountains and Dense 
Forests (Cengyan congshu tu層巖叢
樹圖) (attrib.), 224–26, 225, 226
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K
Kaifeng 開封, 143, 161, 163, 164, 244, 

275
Khara-  Khoto, landscape sketch from, 

282n23
Khitan (Qidan 契丹) peoples, 28, 62, 

98–99, 105; images of, 26, 103, 106–
10; martial traditions and hunting, 
110, 259; origins of, 165; painting 
tradition, 110, 272. See also Baoshan 
tombs; Liao dynasty

Khotan kingdom, 154–55
Kohara Hironobu 古原宏伸, 284n48
Kulun 庫倫 (Inner Mongolia), 124, 124
kuoyuan闊遠 (broad and far distance) 

perspective, 210

L
Ladies Adorning Their Hair with Flowers 

(Zanhua shinü tu簪花仕女圖), 115, 
124, 132, 132; attributed to Zhou 
Fang, 周昉 115, 132; bed screen 
images converted into a hand-
scroll format, 209; detail of richly 
adorned woman, 133; sensual 
portrayal of court ladies, 134; as 
Southern Tang work, 132

Ladies’ Classic of Filial Piety (Nü xiaojing 
tu女孝經圖): “Elucidating Wisdom,” 
174–75, 175; “Initial Goals and Elu-
cidating Principles,” 189; “Serving 
In-Laws,” 189

Laing, Ellen Johnston, 132
landscape painting (shanshui山水): 

archaeological evidence, 26, 
281n21; archetypal sources, 236; 
associated with literati, 94, 263–
64; composition, 68, 210, 217; and 
gender, 178, 259–62; genre of, 26, 
272–74; Guo Ruoxu on, 96; hang-
ing scrolls, 217; High Tang, 235, 

238; horizontal composition, 277; 
interplay between mountains 
and water, 96, 195, 198, 206, 210–
13; kuoyuan闊遠 (broad and far 
distance) perspective, 210; level-
distance (pinyuan平遠) mode, 198, 
209; Mi Fu on, 95; monumental and 
southern styles, 19, 21; mountain 
peaks, 38, 52, 54, 222–24; move-
ment of people and things, 238; 
multipanel sets, 52; murals, 26, 
203, 236, 281n21; in the Northern 
Song, 14; panoramic, 38, 213, 241; 
on pottery, 232, 232–33; prominent 
position of, in tombs, 194; rivers, 
210, 213, 228; Su Shi on, 94–95; in 
tenth-  century context, 263; two 
mountains flanking a river motif, 
230, 231–36; vertical imagery, 224, 
232, 235–36, 236; viewer experi-
ence, 238. See also Juran; landscape 
screens; landscape scrolls; 
Riverbank

landscape screens: bed screens, 206, 
209; birds-  eye view perspective, 
198; carved stone, depicting filial 
piety and landscapes, 231, 231; 
High Tang multipanel, 195; in 
pictorial program of Madam Cui’s 
tomb, 182, 243, 252; simulated in 
tomb murals, 36–38, 39, 40, 52, 
54, 57, 188, 188, 195, 196, 198, 203, 
204–5, 262; vertical compositions, 
195, 232; in Wang Qihan’s Collating 
Texts, 91, 198, 198–99

landscape scrolls: brushwork, 216; 
Residents on the Outskirts of Dragon 
Abode (attrib. Dong Yuan), 195, 
196–97, 198, 203; Traveling Along 
a River/Early Snow on the River
(Zhao Gan), 78–79, 78–79

Lanxi 蘭溪, 161
Lao Laizi 老萊子, 51
Later Han 後漢 (947–950), 275
Later Jin 後晉 (936–947), 143, 161, 

163, 270
Later Liang 後梁 (907–923), 179, 182
Later Shu 後蜀 (934–965), 29
Later Zhou 後周 (951–960), 275
Laursen, Sarah, 283n33
Lee, Sherman, 282n23
li理 (principles), 94
Li Bai 李白, 146
Li Bian 李昪 (r. 937–943), 132, 244
Li Cheng 李成 (919–ca. 967), 22, 

51; extolled by Guo Ruoxu, 
14–19, 263; forgeries of, 20–21; 
Methods of Painting Landscape 
(Shanshui jue山水訣) (attrib.), 68; 
A Solitary Temple amid Clearing 
Peaks (Qingluan xiaosi tu) 
(attrib.), 16–17

Li Daojian 李道堅 (685–738) tomb 
(Fuping 富平), 36; drawing of the 
interior, 38–39; murals, 235; tomb 
mural simulating landscape screen, 
36–38, 39, 40, 52, 54, 57, 195

Li Gonglin 李公麟 (1049–1105), 94, 
286n39; Five Horses (Wuma tu
五馬圖), 96

Li Hua 李華 (714–774), 179
Li Jing 李璟 (r. 943–961), 85, 144, 271; 

mausoleum of, 244
Li Ming 李明, 209
Li Qingquan 李清泉, 65
Li Shengtian 李聖天 (Viśa' Saṃbhava, 

d. 966), 154–55, 154
Li Sixun 李思訓 (651–716), 23, 287n7
Li Song 李凇, 166
Li Xu 李詡 (1506–1593), Informal 

Writings by Elder Jiean (Jiean Laoren 
manbi戒庵老人漫筆), 286n34

Li Yiyou 李逸友, 65
Li Yu 李煜 (r. 961–976), 23, 72, 78, 85, 

89, 97, 244, 271; “A Cup of Pearls / 
Morning Makeup Just Applied,” 
134; palace-  style poetry, 134; “Seal 
of the Jianye Study” (Jianye wenfang 
zhi yin建業文房之印), 91

Li Yuan 李淵 (Emperor Gaozu 高祖, 
r. 618–626), 36

Li Zanhua 李贊華 (899–937), 112–13
Liang Boluan 梁伯鸞 (Liang Hong 梁鴻) 

(1st century), 51–52
Liang Shicheng 梁師成, 284n8
liangshan jiashui兩山夾水 (two moun-

tains flanking a river), 230, 231–38
Liao 遼 dynasty (916–1125), 28, 62, 

98–99; in context of tenth-  century 
painting, 269; in phrase zheng Liao
征遼, 164; figure painting, 98, 105–
7; Han residents, 105–6; Hanlin 
Academy, 271; map of, 99; portraits 
of emperors and meritorious min-
isters, 140–41; Song campaigns 
against, 99; tombs, 285n21; Upper 
Capital, 105. See also Baoshan 
tombs; Khitan peoples

Liaoning Provincial Museum, 65. See 
also Dong Yuan: Awaiting a Crossing 
at the Foot of Mountains in Summer 
(attrib.); Ladies Adorning Their Hair 
with Flowers

Library Cave (Cave 17, Dunhuang): 
Buddhist banner before conser-
vation and remounting, 60–61; 
Buddhist banners, 27, 46–50, 47, 
61, 283n33; eulogies on capturing 
the true appearance (miaozhen zan
邈真讚), 156; Guiding Bodhisattva, 
48–49; manuscripts, 57; as medi-
tation chamber for Hongbian 洪辯, 
158; seated bodhisattva banner 
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with loops on borders for suspen-
sion, 48; sketches, 158, 158, 159; 
Tejaprabhā Buddha and the Five 
Planets, 48–49. See also Dunhuang

Lin Renzhao 林仁肇 (d. 972), 143
linear perspective, 67
Linghu Biao 令狐彪 (1942–1989), 273
Literary Gathering (Wenyuan tu文苑圖) 

(formerly attrib. Han Huang 韓滉), 
146, 146–47

literati, paintings of, 146, 146–147; 
scholar in a pavilion motif, 238, 
239, 239

literati art (wenren hua文人畫), 21–22, 
94–96, 264, 276–77, 281n12

literati mentality (wenren xintai文人
心態), 21–22

Liu, Madam 柳氏, tomb of, 42, 43
Liu Ao 劉鰲, 51
Liu Chu 劉楚, 285n26
Liu Daochun 劉道醇 (ca. 1028–1098), 

21, 51, 72, 106; classification of 
painting subjects, 273, 274; Critique 
of Famous Painters of Our Glorious 
Dynasty (Shengchao minghua ping
聖朝名畫評), 22, 273, 289n8; on fig-
ure painting, 285n33; on Jing Hao, 
22; on Li Cheng, 22; Supplement on 
the Famous Painters of the Five Dynas-
ties (Wudai minghua buyi 五代名畫
補遗), 22, 273, 289n8; on Wang Ai, 
143; on Yan Wengui, 220; on Zhao 
Gan, 78

Liu 劉 family of Dunhuang, 153, 
287n65

Liu Jie 劉婕, 252
liufu juan六幅絹 (six pieces of silk), 43
liufu xiangxiao六幅輕綃 (six panels of 

light raw silk), 43
Liuli Hall (Liulitang 琉璃堂), 

146, 148–49

Loehr, Max, 161, 198, 287n7
long shui龍水 (dragon and water) 

theme, 276
Longhua Chan Temple 龍華禪院, 161
Longsu jiaomin tu. See Residents on the 

Outskirts of Dragon Abode
Looking in a Mirror by an Ornamental 

Box (Xiulong xiaojing tu繡櫳曉鏡圖) 
(attrib. Wang Shen 王詵), 206, 
206–7

loutai樓台 (architecture), 273
Lun gujin youlüe (“On the Merits 

and Demerits of Ancient and 
Modern”), 96

Luoyang 洛陽, 270, 276

M
M Woods Museum (Mumu Meishu-

guan 木木美術館, Beijing), pictorial 
brick showing two mountains 
flanking a river, 230, 231

Ma Hezhi 馬和之 (ca. 1130–ca. 1170), 
“Initial Goals and Elucidating 
Principles” (attrib.), 189

“managing positions” ( jingying weizhi
經營位置), 67–68, 283n43

Mawangdui 馬王堆 tombs, 45, 55
McNair, Amy, 281n12
Men of Letters at Liuli Hall (Liulitang 

moke tu琉璃堂墨客圖), 146
Meng Chang 孟昶 (919–965), 271
Meng Guang 孟光 (1st century), 52
Metropolitan Museum of Art (NY): 

and Riverbank, 24–26, 25, 241; 
Scholars of the Liuli Hall (Song 
copy), 146, 148–49; section of 
In the Palace, 128, 286n45; Summer 
Mountains, 288n23. See also Palace 
Banquet; Riverbank

Mi Fu 米芾 (1051–1107), 19, 284n8; Hua 
shi畫史 (Painting Chronicles), 20–21, 

95, 203; on painting genres, 95, 
97, 285n33

miao 妙 (wonderful), 273
miaozhen邈真 (likenesses), 156, 158
miaozhen zan邈真讚 (eulogies on cap-

turing the true appearance), 156
mind ( yi意), 94
Miscellaneous Records of Emperor Ming-

huang (Minghuang zalu明皇雜錄), 
116

Mogao Caves 莫高窟 (Dunhuang), 27, 
271; Cave 98 murals, 154, 154; Cave 
172 wall painting, 237; Cave 217, 
152–53, 287n65; landscape murals, 
236; portraits, 152–53, 153. See also
Library Cave (Cave 17)

mountain peaks, 38, 52, 54; compar-
ison of Chess Party and Buildings 
Among Mountains and Streams, 
222–23, 222–24

Mountain Search (Soushan tu搜山圖), 
162–63, 163

mounting methods, 34; Buddhist 
banners, 48, 50, 61–62; hanging 
scrolls, 56, 58, 65, 66; remount-
ing, 34, 48, 57–58, 283n33; “tent 
mounting” (tuipeng zhuang推篷裝), 
59, 283n32; Xuanhe zhuang宣和裝
(Xuanhe style), 59; Yemaotai 
scrolls, 27, 65, 66, 67

multipanel screens, 36, 38, 40, 66; 
bed screens, 206–9, 208, 231; 
details of Palace Banquet, 41; hang-
ings, 43–45, 56; as independent 
paintings, 57–58; Juran’s Buddhist 
Retreat by Stream and Mountains
as, 54, 282n20; landscapes and 
birds-   and-  flowers, 52, 54, 67; 
as painting-  within-a-painting, 
198; tomb murals simulating, 52, 
54, 54, 57, 200; triptych format, 

200, 201–3; vertical paintings 
remounted horizontally, 59, 
283n32

mural paintings, 29, 236, 274, 276–77. 
See also tomb murals

Musée Guimet: banner with Bodhisat-
tva Guanyin “Who Leads the Way,” 
60–61, 61–62, 67; Bodhisattva Lead-
ing the Deceased to Heaven, 157

Museum of Fine Arts, Boston, stone 
screen, 231, 231. See also Nomads 
with a Tribute Horse; Zhang Xuan: 
Court Ladies Preparing Newly 
Woven Silk

Museum of the Imperial Collections 
(Tokyo), Kanaka-  Bharadvaja (Song 
copy), 160, 160

mushi木石 (trees and rocks), 273
musical score analogy, 76

N
Nanbei zonglun南北宗論 (Southern and 

Northern Schools theory), 94
National Museum of Asian Art 

(Washington, DC): The Double 
Screen: Emperor Li Jing Watching 
His Brothers Play Weiqi (formerly 
attrib. Zhou Wenju), 85, 86, 
144, 144; Guanyin of the Water 
Moon, 155–56, 155, 156. See also
Double Screen

National Palace Museum (Taipei), 24; 
Blue Magpie and Thorny Shrubs by 
Huang Jucai, 250; Buildings Among 
Mountains and Streams (attrib. Yan 
Wengui), 220; Palace Concert, 122, 
123; Residents on the Outskirts of 
Dragon Abode (attrib. Dong Yuan), 
195, 196–97

Neijiao boshi内教博士 (Doctor of Inner 
Teaching), 271
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neng能 (capable), 273
niaoshou鳥獸 (birds and animals), 95, 

96, 97, 273
Night Entertainment of Han Xizai (Han 

Xizai yeyan tu韓熙載夜宴圖; Gu 
Hongzhong 顧閎中), 72–73, 72, 96, 
98; connection to Southern Tang 
court, 85, 144; copies of, 284n48, 
285n10; and Double Screen, 88, 89, 
89; embedded critical stance, 173–
75; hand gestures, 166–75, 167, 170, 
171, 173; Huizong’s disapproval 
of, 97; painted screens in, 76, 
77, 85, 208, 209; pictorial sec-
tions, 73, 74–75, 76, 172–73, 173, 
284n52; spatial representation, 76, 
77; studies of, 97, 284n60; viewer 
experience, 76, 77, 89

Nine Lotus Mountains 九華山, 43
Nomads with a Tribute Horse (Prince 

Dongdan on an Outing) (Dongdan 
wang chuxing tu), 110, 112–13; detail 
of Yelü Bei, 114

Northern Wei 北魏 (386–535) tombs, 
102

O
Odes of the State of Bin, “Seventh 

Month” (unidentified artist), 
209, 209

Old History of the Five Dynasties (Jiu 
Wudai shi舊五代史), Liao section 
(Liao shi遼史), 101

Ouyang Xiu 歐陽修 (1007–1072), 
276–77

P
painted banners. See banners
painted hangings (guahua掛畫), 32, 

43, 54, 56, 67; huazhang畫幛, 43, 
56–57; multipanel, 43–45, 51; and 

origin of hanging scroll, 56, 66, 
274; tomb mural simulating land-
scape hanging, 42, 43, 52. See also
hanging scrolls

painted screens, 32, 36, 56, 179, 277; 
around coffin platforms in tombs, 
50; depicted in paintings, 76, 85, 
188, 89, 89, 91, 198, 209; intercon-
verted with handscrolls, 209–10; 
measure words for, 57; miniature 
formats, 206; panels of, 50, 52, 57, 
179; tomb murals simulating, 36, 
37, 39, 52, 198; as unit for pricing, 
56; wood-  framed, 57. See also land-
scape screens; multipanel screens; 
portable screens

painter subjectivity, 164–66
painters, classification of, 273–74
painters-in-attendance, 23, 72, 85, 91, 

143, 163, 271, 275
painting academies (huayuan畫院), 61, 

78, 271, 272, 275–76
Painting Attendants (Hua zhi畫直), 271
painting centers, 28–29, 270
painting criticism, 21–22, 272
painting formats, 27, 32, 178; inter-

media interactions, 85–91; before 
the tenth century, 32–49; tenth 
century, 50–54, 67, 71. See also
handscrolls; hanging scrolls; 
painted screens

painting genres, 26, 95, 194, 224, 263, 
272–74

painting models (hua yang畫樣), 274
painting motifs, 155, 182; and gender, 

257–59; scholar in a pavilion, 238, 
239, 239; two mountains flanking 
a river, 230, 231–36. See also flower-
  and-  bird paintings

painting-  within-a-painting, 40, 198, 
198–99, 264

Palace Banquet (Qiqiao tu乞巧圖), 40, 
40, 115, 129; compared with In the 
Palace, 128–31; depiction of com-
pound with paintings on walls, 43; 
details, 41, 130, 131

Palace Concert (Gongyue tu宮樂圖), 
122, 123

palace murals, 29, 43, 274
Palace Museum (Beijing), 85; Literary 

Gathering (Wenyuan tu文苑圖; 
Zhou Wenju 周文矩), 146, 146–
47; A Mountain Search (Soushan tu), 
162–63, 163; Night Entertainment of 
Han Xizai copy, 144, 145, 284n48; 
The Nymph of the Luo River洛神賦圖
(attrib. Gu Kaizhi 顧愷之), 284n56; 
Sketches of Rare Birds (Xiesheng 
zhenqin tu寫生珍禽圖; Huang Quan 
黄筌), 248–49, 249, 250; Xiao and 
Xiang Rivers (Xiaoxiang tu瀟湘圖; 
attrib. Dong Yuan 董源), 212, 
213–16, 214–15. See also Female 
Immortals in the Langyuan Garden; 
Night Entertainment of Han Xizai; 
Wei Xian: Lofty Scholar

Palace of Bright Response from Jade 
Purity (Yuqing Zhaoying Gong 
玉清昭應宮), 29

palace-  style poetry (gongti shi宮體诗), 
132, 134

Pan Guanglu 潘光祿 (16th–17th 
century), 195

Pangliucun 龐留村, 45
Peach Blossom Spring (Taohuayuan
桃花源), 43

periodization, 275, 277
pian片 (measure word), 57
pictorial bricks (huaxiang zhuan
畫像磚), 231; two mountains flank-
ing a river, 230

Picture of Descending Immortals

(Jiangzhen tu降真圖; Baoshan Tomb 
No. 1), 104–5, 105

pillow screens (zhen ping枕屏), 
206, 209

pingfeng yipian屏風一片 (one piece of 
screen [painting]), 56

Pingshan. See Cui, Madam, tomb of
pinyuan平遠 (level-  distance) mode, 198
pipa琵琶 lutes, 236; landscape 

scene, 236
“placement of layout and disposition” 

(zhizhen bushi置陣佈勢), 67
Playing Chess in Mountains While Wait-

ing for a Friend (Shanyi daiyue tu山奕
待約圖), 64–65, 65–66

portable mediums, 32, 282n1; min-
iature screens, 203–6; scrolls, 
27, 58, 250, 274. See also banners; 
handscrolls

portraits, 140, 144, 272; at Dunhuang, 
153, 156; Khitan general, 141, 141; 
of monks and founders of Buddhist 
sects, 158, 158–59; portrait statues, 
150, 158; from Shengzong’s tomb, 
141, 141; of Song Emperor Taizu, 
142, 143–44; by Wang Ai, 143–44

pottery, 232, 232–33
prince of Beiping 北平王, 182
principal screens (zhu ping主屏), 

252–56
principles (li理), 94
professional painters, 94–95, 161, 164, 

220, 263, 272
pu dian hua鋪殿花 (flowers to spread 

over a hall), 244
Pure Land, representation of, 61

Q
Qi Hong 漆紅, 286n34
Qian Lou 黔婁, Master, 51
Qianlong 乾隆 (r. 1736–1796), 97

309

RETHINKING  THE TENTH CENTURY INDEX



Qidan xiaozi契丹小字 (small Qidan 
script), 100

Qinde 勤德 (occupant of Baoshan 
Tomb No. 1), 101, 110, 257

Qinling 欽陵, 244
qiyun shengdong氣韻生動 (engender-

ing movement through spirit 
consonance), 67

Qu Ding 屈鼎, Summer Mountains 
(Xiashan tu夏山圖) (attrib.), 288n23

Queen Mother of the West (Xiwangmu
西王母), 105; fairy attendants of, 137

Quyang 曲陽, 182. See also Wang 
Chuzhi, tomb of

R
Records of the Khitan State (Qidan guo 

zhi契丹國志), 140
religious art, 95–96, 156, 263; icons, 

95, 273, 289n8; portraits of monks 
and founders of Buddhist sects, 
158, 158–59. See also Dunhuang; 
Library Cave (Cave 17, Dunhuang)

remounting, 34, 57–58, 59; by muse-
ums, 48, 283n33

renwu人物 (human figures), 273. 
See also figure painting

Residents on the Outskirts of Dragon 
Abode (Longxiu jiaoming tu籠袖/繡
交鳴圖 or Longsu jiaomin tu龍宿
郊民圖), 195, 196–97, 203; author-
ship, 195–98

Returning to Righteousness Army 
(Guiyi Jun 歸義軍), 28, 271

Riverbank (Xi’an tu溪岸圖) (attrib. Dong 
Yuan董源), 25, 227; authenticity 
and dating, 24–26, 227; brushwork 
and ink tones, 239–41; compared 
with Collecting Texts, 242, 243; 
composition and viewer experi-
ence, 227–31, 242; depiction of 

water, 238; details, 228–229, 238, 
240; format, 54, 241–43; scholar in 
a pavilion motif, 238, 239; as tran-
sitional work, 241; two mountains 
flanking a river motif, 238

rivers: in landscape paintings, 210, 
213, 228; liangshan jiashui兩山夾水
(two mountains flanking a river), 
230, 231–38; in tomb murals, 237; 
Traveling Along a River scroll, 78–79, 
78–79

Rogers, Howard, 241
rollers (digan地杆), 34–35, 35, 48, 55, 

58, 61, 65, 67, 71, 283n33
Royal Painting Academy (Five 

Dynasties), 143
Ruan Gao 阮浩 (act. 10th century), 

Female Immortals in the Langyuan 
Garden (Langyuan nüxian tu閬苑
女仙圖) (attrib.), 115, 134–35, 135–
37, 136

S
sample books, 123
sanyuan三遠 (three distances), 198
sarcophagus panels, 232, 233
scholar in a pavilion motif, 239; 

Lofty Scholar: Liang Boluan, 239; 
Riverbank, 238

scholar painters and professional 
painters, 94–95. See also literati art; 
professional painters

Scholars of the Liuli Hall (Liulitang renwu 
tu琉璃堂人物圖), 146, 148–49

screen paintings. See painted screens
sculpture, 150, 289n8; statue of Wang 

Jian, 151
Searching for Demons in Mount Guankou 

(Guankou soushan tu灌口搜山圖), 163
Sending a Brocade (Jijin tu寄錦圖), 119, 

120, 123, 124, 124; detail: Su Hui 

dispatching an emissary to her 
husband, 121; inscribed poem, 
164–66, 165; painting style used 
for Han ladies, 137, 139

shan山 (mountains), 210
Shanghai Museum, 24
Shanhou Qidanren山後契丹人 (a Khitan 

from the other side of the moun-
tains), 110

shanshui山水 (landscape), 94. See also
landscape painting

Shaojun少君 (Young Master), 101
shen神 (divine), 273
Shen Zhou 沈週 (1427–1509), Poems 

on Falling Flowers in Running Script
handscroll, 35

shenfo神佛 (religious icons), 273, 289n8
shengkuang生壙 (tomb for the living), 

150
shengrong聖容 (sagely visage), 143
shenwei神位 (spirit seat), 257
Shenzong 神宗 (r. 1067–1085), 22, 58, 

282n23
shi勢 (movement), 220, 224
shi實 (substance) and xu虛 (empti-

ness), 224
Shi ruo lan, ren lai huan石若爛，人來換

(Only when this stone [statue] 
disintegrates will the person 
replace it), 150

Shih Shou-  chien 石守謙, 19
shinü hua仕女畫 (paintings of gentle-

women), 115, 285n33. See also
gentlewomen

Shiping 始平, 119
shishi石室 (stone house), 102
shizhen石真 (true stone body), 150
Shōsōin Repository (Nara, Japan), 

pipa lutes, 236, 236
shou li守禮 (adhering to decorum), 

173–75

shoutang壽堂 (hall of longevity), 150
Shu 蜀, 271. See also Former Shu
shuailuan zhi ji衰亂之際 (time of decline 

and turmoil), 135
Shuanghuan wangxian ji雙環望仙髻

(double-  ring immortal-  gazing 
bun), 124

shui水 (water), 210
Shūjirō Shimada 島田修二郎 (1907–

1994), 213
Shun 舜, 231
Shunling 順陵, 244
Sichuan, 150, 270, 271, 276. See also

Chengdu
Silbergeld, Jerome, 55–56
silk paintings, 26, 40, 43, 52, 110
six principles of painting (liufa
六法), 67

Song dynasty: art institutions, 275–
76; conquest of regional powers, 
29; founding of, 29, 275; historio-
graphy, 269; recentralization of 
painting, 275–76

Song Qiqiu 宋齊丘 (887–959), 143
Songjiang 松江, 195
songshi zhang松石幛 (pine-   and-  rock 

hanging paintings), 57
songzhu松竹 (pine and bamboo), 

273
Southern Tang 南唐 (937–975): court 

painters, 29, 85, 91, 271, 284n57; 
portraits of statesmen, 289n4

Stein, Aurel, 282n23
Storied Mountains and Dense Forests. 

See Juran
Su Hui 蘇蕙 (Su Ruolan 蘇若蘭) (b. 357), 

119, 164–66, 256, 286n36; dispatch-
ing an emissary to her husband, 
121. See also Sending a Brocade

Su Shi 蘇軾 (1037–1101), 76, 91, 94–95, 
209, 281n12
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Su Xiaobin 蘇孝斌 (d. 688), tomb of, 
232, 233

Su Zhe 蘇轍 (1039–1112), 91, 206, 209
Sullivan, Michael, 36
Summer Mountains (Xiashan tu夏山圖) 

(attrib. Qu Ding 屈鼎), 288n23
Sun Sihao 孫四皓, 22
Suniang 蘇娘 (Madam Su), 119. See also

Su Hui
Supplement on the Famous Painters of the 

Five Dynasties (Wudai minghua buyi 
五代名畫補遗; comp. Liu Daochun 
劉道醇), 22, 273, 289n8

Suzuki, Kei 鈴木敬, 222

T
Taihang, Mount 太行山, 22
Taihu 太湖 rocks, 185, 191, 201, 252, 

255
Taizong 太宗, Song Emperor (r. 976–

997) (Zhao Kuangyi 趙匡義), 275, 
276

Taizu 太祖, Song Emperor (r. 960–
976) (Zhao Kuangyin 趙匡胤), 
143, 163, 275; portrait of, 142, 
143–44

Tang 唐 dynasty: after the An Lushan 
Rebellion, 179; court life, 40; 
decentralization, 270; painting 
genres, 263; tombs, 102, 124. See 
also Southern Tang

Tang Hou 湯垕, 284n60
Tang’an, Princess 唐安公主 (762–784), 

tomb and mural, 252, 253
Tanyuan Treaty, 289n4
taodai绦帶 (silk cord), 35
Tejaprabhā Buddha (Chisheng guangfo 
熾盛光佛) and the Five Planets, 48, 
48–49

temple murals, 271, 274, 276
Temple of the Great Compassionate 

Sage (Da Shengci Si大聖慈寺), 271, 
276

Ten Kingdoms, 29, 98, 269, 275
“tent mounting” (tuipeng zhuang
推篷裝), 59, 283n32

tenth-  century Chinese painting: 
centers of, 28–29, 270; formats, 
subjects, and styles, 27, 178; issues 
of provenance, 26; mobility of 
painters, 161–64; textual accounts 
by scholar-  officials, 21–22, 23; 
traditional scholarship, 20; as 
transformation, 268–74; visual 
sources, 20

“three distances” (sanyuan三遠) 
concept, 198

tiangan天杆, 35
Tianfu 天復 era, 182
Tianzi 天子 (Son of Heaven), 155
Tiao’er tu挑耳圖, or Man Cleaning His 

Ear, 91. See also Collating Texts
tigers, 23
tiqian題簽 (title label), 35
tomb murals, 26, 36, 98, 124, 182; 

depicting screens and painted 
hangings, 26, 37, 42, 43, 45, 52, 
54, 57, 200, 247, 247; female musi-
cians, 124, 124; landscapes, 194; 
Northern Han tomb 961 (Taiyuan), 
168, 169; of females, 45, 164, 252. 
See also under Baoshan tombs; 
Cui, Madam, tomb of; flower-   and-
bird paintings; landscape screens; 
painted screens; Wang Chuzhi, 
tomb of; Yemaotai Tomb 7; Zhen-
shun, Empress

tombs, 62, 102; stone chamber, 102, 
285n21. See also tomb murals

tu zhou圖軸, 220
twelve signs of the zodiac, 185, 187
Two Jin 兩晉, 96

U
Upper Capital 上都/上京, 23, 100, 105, 

143

V
Viśa' Saṃbhava, King (Li Shengtian 
李聖天, d. 966), portrait at Dun-
huang, 154–55, 154

W
Wang, C.C., 24
Wang Ai 王靄 (10th–11th century), 106, 

161, 272, 289n4; biography of, 143–
44; Portrait of Emperor Taizu of the 
Song (attrib.), 142, 143–44; portrait 
of Han Xizai, 143, 144

Wang Changling 王昌齡 (698–757), 146
Wang Chuzhi 王處直 (862–923), 182, 

183. See also Wang Chuzhi, tomb of
Wang Chuzhi, tomb of, 26, 28, 50, 182–

83; armored guardian, 185, 185; 
bas-  relief carvings, 132, 133, 185, 
191–94, 192–93; comparison with 
tomb of Madame Cui, 194; cranes, 
187; decorative program, 185, 191–
94, 259–62, 270; epitaph, 183, 188, 
263, 264, 264–65; figures making 
chashou gesture, 168, 168; flower-
  and-  bird imagery, 243–44, 245, 
249, 255, 255, 259; front chamber, 
51, 185–88, 186, 196; front cham-
ber murals, 184–85, 244, 252, 262; 
gendered spaces, 259–62, 261; 
landscape imagery, 188, 188, 194, 
195, 196, 203–6, 205, 210, 211, 238, 
259, 261, 262, 264, 277, 288n7; line 
drawing of rear chamber decora-
tion, 190, 194; mural simulating 
landscape screen, 191, 195, 196, 
198, 203, 204–5; murals surround-
ing coffin bed, 244, 255–56, 262; 

painted murals with female fig-
ures, 132, 133; plan diagrams, 183, 
262; rear chamber murals, 191, 262; 
screen simulations, 191, 206, 243–
44, 245, 247, 252, 255; twelve signs 
of the zodiac, 185, 187; west alcove, 
206, 259, 260

Wang Daozhen 王道真 (10th–11th 
century), 276

Wang Gongshu 王公淑 (d. 848), tomb 
of, 102; mural simulating flower-
  and-  bird screen, 254, 255

Wang Jian 王建 (r. 907–918), 161; 
sculpted portrait of, 150, 151

Wang Qihan 王齐翰 (act. ca. 960–975), 
85, 91, 264. See also Collating Texts

Wang Qihan miaobi王齊翰妙筆 (marvel-
ous brush of Wang Qihan), 91

Wang Renshou 王仁壽 (10th century), 
143

Wang Shen 王詵 (ca. 1036–after 1104), 
91; Looking in a Mirror by an Orna-
mental Box (Xiulong xiaojing tu繡櫳
曉鏡圖) (attrib.), 206, 206–7

Wang Wei 王維 (701–761; alt. 699–
759), 23; Secrets of Painting (Huaxue 
mijue畫學秘訣) (attrib.), 67–68; 
Wangchuan Villa (Wangchuan tu
輞川圖), 34

Wang Wenkang 王文康, collection of, 
23

Wang Zhongru 王仲孺, 51
Wangmucun 王母村. See Cui, Madam, 

tomb of
Wei 韋 family tomb (Nanliwangcun, 

Shaanxi), 37
Wei Xian 衛賢 (act. 937–978): Lofty 

Scholar: Liang Boluan (Gaoshi tujuan, 
高士圖卷), 52, 52, 59, 59, 66, 222, 
239, 239; Noble Scholars (Gaoshi tu
高士圖), 51–52
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weizhi duanzhuang, pian luo zhengsu
位置端莊，駢羅整肅 (dignified, 
orderly, and solemn arrangement), 
244

Wen Tong 文同 (1018–1079), 94
white parrot of Longshan, 116–19, 

286n35
Whitfield, Roderick, 282n17
Wu, Han Emperor 漢武帝, 105; detail 

of, 105
Wu Daozi 吳道子, 263, 271
Wu Liang Shrine 武梁祠 (Jiaxing), 32
wu mu屋木 (architecture), 273
Wu Yugui 吳玉貴, 165, 285–86n34
Wu Zetian 武則天 (624–705), 45, 

286n34, 286n36
Wudai Shiguo 五代十國 (Five Dynasties 

and Ten Kingdoms), 14, 15, 28
Wuxing 吳興 (Zhejiang province), 220

X
Xia Wenyan 夏文彥 (act. 14th century), 

on Night Entertainment, 284n60
Xianbei 鮮卑, 102
Xiangguo Temple 相國寺 (Kaifeng), 276
Xie He 謝赫 (479–502), 67
xie xing寫形 (depicting form), 94
xie yi寫意 (expressing mind), 94
Xie Zhiliu 謝稚柳, 132
Xining 熙寧, era, 268
xiu za tu修雜圖 (repairing miscella-

neous pictures), 271
Xizhou 西州 tombs, 45
Xizong 僖宗 (r. 873–888), 270
xu虛 (emptiness), 224
Xu Bangda 徐邦達, 146, 222, 283n32
Xu Xi 徐熙 (886–975), 85, 244, 250
Xuanhe huapu宣和畫譜 (Catalogue of 

Paintings in the Xuanhe Era), 20, 51, 
97, 273, 281n12; authorship, 284n8; 
on Brocade Palindrome, 123; on Gu 

Hongzhong, 72; on Ruan Gao, 135–
37; on Wang Ai, 143

Xuanhe zhuang宣和裝 (Xuanhe style 
mounting), 59

Xuanzong 玄宗 (Minghuang 明皇; 
r. 713–756), 116, 270; court of, 43; 
principal consort of, 45

Xue Yongnian 薛永年, 55
Xueyi Nü雪衣女 (White-  Robed Girl; 

also Xueyi Niang雪衣娘), 116
xumi zuo須彌座 (Sumeru seat), 180

Y
Yan Liben 閻立本 (ca. 600–673): The 

Thirteen Emperors (Lidai diwang tu
歷代帝王圖) (attrib.), 34, 71; Thirteen 
Emperors detail, 70

Yan Su 燕肅, 277
Yan Wengui 燕文貴 (10th–11th 

century), 220, 222, 252. See also 
Buildings Among Mountains and 
Streams

Yang Guifei 楊貴妃 (Yang Yuhuan 
楊玉環/Yang Taizhen 楊太真), 116, 
123, 124, 256, 286n34

Yang Guifei Teaching the Parrot (Xie 
Taizhen jiao yingwu tu寫太真教
鹦鹉圖 and Feizi jiao yingwu tu
妃子教鹦鹉圖), 123

Yang Renkai 楊仁愷, 65, 66, 250, 
281n22

Yanshi 偃師 (Henan province), 232
Yanyun, Sixteen Prefectures of 燕雲
十六州, 98–99

Yelü Abaoji 耶律阿保機 (872–926), 98, 
101, 110, 140

Yelü Bei 耶律倍 (Li Zanhua 李贊華) 
(ca. 899–937), 110; Archer and Horse
(Sheqi tu射騎圖), 110, 110; Guo 
Ruoxu on, 285n31; portrait of, 
110, 114

Yelü 耶律 clan, 101
Yelü Deguang 耶律德光 (Taizong 太宗, 

r. 927–947), 140
Yelü Longxu 耶律隆緒 (Shengzong 
聖宗, r. 982–1031), 62, 140; Mauso-
leum of Eternal Celebration, 141, 
141

Yelü Longyun 耶律隆運 (941–1011), 
portrait of, 140

Yelü Xian 耶律賢 (Jingzong 景宗, 
r. 969–982), 140

Yemaotai 葉茂臺 Tomb 7 (Liaoning 
province), 62–63; dating of, 65–66; 
silk scrolls, 26, 64–65, 65–67, 68, 
220, 259; wooden coffin chamber, 
62–65, 63. See also Bamboo, Spar-
rows, and Two Hares; Chess Party 
in Deep Mountains

yi意 (mind), 94
yi逸 (unconventional), 273
Yi Yuanji 易元吉, 277
Yin 陰 family of Dunhuang, 287n65
Yin Jinan 尹吉男, 19
yingtang影堂 (shadow halls), 140, 156
Yingwu Zhong 鸚鵡塚 (Tomb of the 

Parrot), 116
Yiwujun 義武軍 Circuit, 182
yong da chuangshang rao ping用大床
上繞屏 (mount them to surround 
a large bed or couch), 209

Yongling 永陵 (Mausoleum of Eternity; 
tomb of Wang Jian), 150, 151

Yongqing Ling 永慶陵 (Mausoleum of 
Eternal Celebration), 141; detail of 
mural, 141

Yongxi 雍熙 era, 275
Young Lady Yin (Xiao niangzi Yinshi
小娘子陰氏), 156

Young Lady Zonghua (Xiao niangzi 
Zonghua小娘子宗花), 156

Yu Hui 余輝, 166, 284n48

Yu Lingzi 于陵子, 51
Yuan Gu 原穀, 231; filial story of, 231
Yutang 玉堂 (Jade Hall), 276–77

Z
Zhai, Lady 翟氏, 156
Zhan Jingfeng 詹景鳳 (1532–1602), 195; 

Master Dongtu’s Profound Overview 
(Dongtu xuanlan東圖玄覽), 195

Zhan Ziqian 展子虔, Spring Outing
(Youchun tu遊春圖) (attrib.), 
288n18

Zhang Cheng 張澂 (d. 1143), 128
Zhang Daqian 張大千 (1899–1983), 

forgeries by, 24
Zhang Nanben 張南本 (late 9th–early 

10th century), 58
Zhang Xuan 張萱 (713–755), 123; Court 

Ladies Preparing Newly Woven Silk 
(Daolian tu搗練圖), 34, 34, 71, 123; 
Spring Outing of the Lady of the State 
of Guo (Guoguo furen youchun tu虢國
夫人遊春圖), 123; style of, 128

Zhang Xuan–Zhou Fang tradition, 
123, 124, 126, 137. See also Zhang 
Xuan; Zhou Fang

Zhang Xunliao 張勛燎 (b. 1934), 150
Zhang Yanyuan 張彥遠 (815–877), 56, 

58, 263, 273; on mounting methods, 
34, 273; on painting genres, 272; 
Record of Famous Paintings of Succes-
sive Dynasties (Lidai minghua ji歷代
名畫記), 56–57, 58, 66, 123, 268, 274

Zhang Zao 張藻 (8th century), 57
Zhang Zeduan 張擇端 (1085–1145), 

Along the River During the Qingming 
Festival (Qingming shanghe tu清明上
河圖), 79, 96

Zhang Zhihui 張志輝, 206, 209
Zhao Gan 趙幹 (act. ca. 961–975), 78; 

Early Snow on the River (Jiangxing 
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chuxue tu江行初雪圖), 76, 78–79, 
78–84, 85, 96, 216; Traveling Along 
a River (Jiangxing tu江行圖), 78

Zhao Kuangyi 趙匡義 (Song Taizong 
太宗), 275, 276

Zhao Kuangyin 趙匡胤 (Song Taizu 
太祖), 275, 289n4; as emperor, 143, 
163; portrait of, 142, 143–44

Zhao Yigong 趙逸公, tomb of (Anyang, 
Henan), simulated tripartite 
screen, 200, 201–3, 201, 255

zheng Liao征遼 (campaigning against 
the Liao), 164–66

zhenhua幀畫 banners, 46, 50
zhenshen真身 (true body), 150
Zhenshun, Empress 貞順皇后 (699–

737) (Wu Hui Fei 武惠妃), 44, 45; 
tomb mural, 52, 57, 195, 234, 235, 
235, 238

Zhenzhou 鎮州, 179
Zhi hua shou知畫手 (Principal Painter), 

271
Zhou Fang 周昉 (730–800), 23, 24, 123, 

263; Court Ladies with Fans (Wan-
shan shinü tu紈扇仕女圖) (attrib.), 
123; Ladies Adorning Their Hair with 
Flowers (Zanhua shinü tu簪花仕女圖) 
(attrib.), 115, 132; Playing the Qin 
and Tasting Tea (Tiaoqin chuoming tu
調琴啜茗圖) (attrib.), 123; style of, 
126, 128. See also Zhang Xuan–Zhou 
Fang tradition

Zhou jia yang周家樣 (Zhou School 
samples), 123

Zhou Mi 周密, 284n60
Zhou Wenju 周文矩 (act. 940–975), 23, 

85, 166; Guo Ruoxu on, 23; Literary 
Gathering (Wenyuan tu文苑圖), 146, 
146–47; Playing Chess by a Double 
Screen (Chongping huiqi tu重屏會
棋圖), 85, 87; portraiture, 144; 

Scholars of the Liuli Hall (Liulitang 
renwu tu琉璃堂人物圖), 146; version 
of Night Entertainment of Han Xizai, 
89, 284n60; Zhou Mi on, 284n60. 
See also Double Screen; In the Palace

Zhu Jingxuan 朱景玄, 263, 273; Records 
of Famous Paintings of the Tang 
Dynasty (Tangchao minghua lu 唐朝
名畫錄), 272–73, 274

zhu wei主位 (host position), 188, 252
Zhu Wen 朱溫 (852–912), 182
zhuang tang hua裝堂花 (flowers to deck 

out a hall), 244, 247
zhuangtang zhebi裝堂遮壁 (decorate a 

hall and conceal walls), 244
zi li yi jia guifan自立一家規範 (founded 

a school with rules of his own), 220
Zidanku 子彈庫 tombs (Changsha), 

Man Riding a Dragon, 45, 46
zou shou走獸 (animals), 273
zuo座 (measure word for set), 57
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