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For as long as Chinese paintings and calligraphy have existed, there are
various reasons that forgeries have been generated. To establish friendship and
social network, the act of writing or painting on behalf of the other is widely
employed in the art circle; furthermore, forgeries were also produced due to
their intrinsic economic value. To identify and authenticate a genuine work we
need effective techniques to distinguish it from the spurious. In the past, the
judgment of an experienced connoisseur was based ultimately on his personal
experience of viewing works of art. Such experience, however, cannot be fully
articulated since it relies, in part, on an intuitive sense about the work. More
scientific methods and systematic inquiry constitute an indispensable part of
identification and authentication.

The identification of the period and authorship of a selected work of art forms
the two major goals of connoisseurship. Both require a critical judgment about
style, which is, in turn, determined by the subject matter, composition, artistic
conception and the brush mode employed by the artist. As it is difficult to
simulate customized physical movement of the artist, the brush mode is
considered the most reliable aspect in this evaluative process. Supplementing
this judgment are rather more objective methods and a further systematic
inquiry which includes the close scrutiny of the different physical aspects of the
work of art, namely the seals, inscriptions, colophons, mounting formats and
the type of paper or silk used. These supplement the subjectivity of the
evaluation of brushwork.
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Seals have been used in China as evidence of certification or identification
since the Warring States period (465 - 221B.C.). They were not used on
paintings and calligraphy until the Tang dynasty (618 - 907), and only
became popular in the Song dynasty (960 - 1279). Basically, there are two
types of seals on paintings and calligraphy:

(1) Artist’s seals:
This kind of seal serves as a signature by the artist. It may consist of the
artist's name, studio name, or bear a motto, favorite sayings or individual
symbols (Fig. 1);

{2) Collectors’ and Connoisseurs’ seals:
Collectors or connoisseurs used to stamp their seals on paintings and
calligraphy to record their viewing or collection of the works. These kind
of seals provide a history of the artwork as it was handed down or acquired
through time (Fig. 2). :

Most artists, collectors and connoisseurs have more than one seal. Therefore,
their practice of using seals, as well as the shape and style of lettering of these
seals, are very important in authenticating paintings and calligraphy.
However, some seals are subsequently acquired, whether legitimately or
otherwise, by those other than the original owners and may be used to mislead
or deceive. This explains why there are fake paintings with authentic seal
impressions.
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Emperor Qianlong of the Qing dynasty (1644 - 1911) was fond of stamping a number of seals
on the surface of the paintings and calligraphy of his cellection. Sometimes they were even
stamped on prominent positions so that the beauty of the works may be hindered. Some seals are
so big that people called them the “bean curd” seals.
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An artist often writes an inscription on a painting or calligraphy on its
completion. The inscription may consist of the artist's name, date and location
of execution, the subject of the painting or calligraphy or even the age and
native place of the artist (Fig. 3).

Paintings and calligraphy before the Five Dynasties (907 - 960) did not bear
any inscriptions, while artists of the Northern Song dynasty (960 - 1127)
used to hide their signatures in obscure places in the paintings. It was not
until the Yuan dynasty (1279 - 1368) that scholar artists began to write
multiple inscriptions describing the background of the painting, their thoughts
or even poems in eye-catching areas of the paintings. From the Ming dynasty
(1368 - 1644) onwards, it became fashionable for artists to add their aliases
and native places in their inscriptions.

Many artists such as the Song Emperor Huizong, Dong Qichang, Wang Meng,
the Qing Emperor Qianlong and Jin Nong employed “ghost painters”. They
signed and wrote inscriptions on paintings done by their students, friends or
officials. This practice, which has existed throughout, increases the difficulty of
authentication.
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Fig.4 A colophon by the Qing collector Gao Shigi

Colophons have various kinds of formats. They may be written on different
parts of a painting or calligraphy, such as on a title label, frontispiece,
separate colophon paper or even in the blank areas of the painting itself. In
general, colophons are written by:

(1) an artist after the inscription;
(2) the artist’s contemporaries;
(3) people of the later generations (Fig. 4).

The subject matter of colophons is boundless. Most people write colophons to
praise the artist or the work itself and to record the process of creation or
ownership. Colophons are essential for authentication as they provide a great
deal of information about the artwork. In addition, the certification of the
colophons can minimize the risk of authenticating a fake painting or
calligraphy. Colophons written by friends of the artist or renown connoisseurs
are relatively trustworthy.

The Qing Emperor Qianlong was fond of collecting and writing colophons on works in his
collection but he was net proficient in authentication. On LTCquITTHl] a copy m the famous lmm
handscroll Dwelling in the Fuchun Mountains by H i i 3

“stem-branch” is a cyclic numeral system of 60 combinations of the two basic cycles, the ten
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There are four major mounting formats for Chinese paintings and calligraphy:

(1) Albums in various forms: “the pushing open an awning form” (tuipeng
shi), “butterfly form” (hudie shi) and “accordion form” (jingzhe shi).
An album usually comprises an even number of leaves;

(2) Fans, both round (flat) fan and folding fans;
(3) Hanging scrolls (Fig. 5);
(4) Handscrolls (Fig. 6).
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Fig. 6  Mounting format of a handscroll
Mounting formats and techniques have varied from time to time and evolved
through dynasties. For example, there is no “frontispiece” in the format of
handscrolls before the Ming dynasty. Hence, if a “frontispiece” is dated before
Ming, it must be forgery. There are different mounting materials, patterns on
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Fig. 7 Chengxin Tang paper (a replica of Qing dynasty)

Silk and paper are the special media of Chinese painting and calligraphy.
Various kinds of silk and paper have been produced through the dynasties. For
example, linen was popular in the Tang dynasty, Chengxin Tang paper in the
Five Dynasties (replica in Qing dynasty, Fig. 7), and wax-polished paper in the
Northern Song. The quality of silk also varied so that silk of the Song is far
more delicate than that of the Yuan. In general, silk was commonly used prior
to and during the Song dynasty, while paper was frequently preferred in the
Ming and Qing dynasties. Therefore, if the medium used is inconsistent with
the date of a work, its authenticity is doubtful.



e bOBUE R

BEUABRETA#HEFR
BUBEEAZEEZ (1011 - 1993) £HFE T Z24HEHET >
I8 M ER BB THEAEMEERRKE - £
AN EEEHH HEETENRAEZRAAAONES -
1945 EH —RAMRAABHNEYE  UEHOERTHAEHMNE
BoFHTHRREENTEFRT TART AT mE S E - £I1F0
AXKIES KB EHA B - EEHRNFAT A B R EHD A
i WBRTFRTEAEENRE - EEAZH L2
B AREERENSFEE . FEEREHAZ—BRENAET
PRAEHABK - KEBEUAMFFHAELERELHHT
HmEMEMCEN —BEVER T ENEE(RTALE) - E
ABERERXPN B EFENIUFUET2HETRE -

B R+ &
RN KR KB X (1811-1889) ¥ (CAEAEER)
RO RR A EEA TR BAE AR FH - Y

THSRFAREBEEMEL TR ACRAERALTNEE

t=HEowEl - STHELNE -EX B -BT -8
#oBME-BE -BIN AFREA -HLAHFT EEST 4R

HAEB MERDER  SHFBEZTRELEZHBFZEE -

RERMATUEANTAHUBATEETENER - G HEER LA
FWERETHEIARST M T - AFESTHEHERER
WEE ERULARE EEET HERDELEHAHEE

TRANRERE  ER ST REZNMEREEH LG

ERBEAEANAE DLEZEFBH - ELEEFHFLHAS M
FRBEHAMABERME -

(ERLEE) BEER %

(EALEEY RAaRERAALYE (1260-1354) BH=FrM A
TRGEE  EPHETEALUMNESL - EHERERTW
FANBRAEYBRERERF P RRBH 2 wEADE HE4A M
BANGSALETHAKEZ P FEEHELBEARAEEM—H -
BAECHRELARBEZR bR ERFIEERKEFHEH L E
Ehx— B BHRARNN —HL2UBY > BEEHE RS —
BRI HER > BRYELE (RLE) - B THE T2 (EAWL
BEE) AARAHA —E—BFHWHRA TRAEFEEERANTHEE
THEBZF MAKBERZBUBERE AE LS KA —HK
e AT EERKAER  EAEE AR
TEERE —BATNEFEE TR UAREGTER Bk
R o

ITazm (HFEFE)

(HRFRE) EEH2 (4 303-4 361) wErsk BEHER
[(RTE—TEF|-E#EH HEEIRZ2ME R PR KA E
BRENRUNEFEEABRA T L ABHTIKARE - BEAE
FUHRATR2NEZ R EHE SRV HELTHZHER - H
B (HMTHFE) ERAFE Z2REH T EERL 28
HHES  BREAFRERZHE FELRDEFLBOHA £
BRANGEELR  ARRBLELENEE S L FELELXE
B K (REFE) Bk - BAZHAEHHABERNERS
ERAETERT  Bolth R EMR CHTFH) HEEE - ik
ERETEHAAR - Ewf - WHERASBREE TENE
BRAZEEREDABET SR QhAEH (HWEFHE) BF
R E AR -

WEEFH [ Z4F ]

wEZF (1711 - 1799) F¥EMERBLRNEE > B tbt
PEBEUERKAAER LERS > EREARTAYEELRY
FOEEFERLREASAMNEE - —KRBUBE=ERREH
MO EEN SR THEA RN R - R EBEEZ
BHEZRAREEE  PAMBORERMATHNEERLA [
ZHAE] REMGEHAEZHZR -FE [Z6/] > BmEH=ZHH
HHEZE M TRAERHZWERERE - & [Z4] 4R
REIRZEBEANER  HERZH (RERER) - THZA
TIRZH (CPRW) MERZRETHMN (AR - — KA
fBrE-MERRTEHMN (HEM) REEEENERELIEN
AR HFEAFESR HRE-HERYE —ERLE -2 2R
AeENCoREE > b Zfe kB R RERLAE-

(R E | mEHE

RABEFREEH AL CRLEZ LN I T T RN E &
Moo ZRABE ERUA-—MBEHNRBEHXH > AREKREF
Mf& (1906-1967) FREEMFHR T FREL RN —HDE
MEEHTH ARRIOETHREZS - BADERE WAEH
FAWHB TREMXHEGRERFLR - B EREE > S#
AHHE > BERXAREA—BTE > BABHERLE N &
AR E BRFEN [RALE] TRAFEREE T HERY
WAL o s FAFERRA [RILE] v &M fl
ABERALTERE DR LR (HEREL) SHEAIRERER
PERERBEEN (RALR |- FAENERATARNEAT
BAMBREERAEEN) TREBASFEE A ERER (R
FRETRZIXY -



ANECDOTES ON COLLECTING

Deeds of Low Chuck-tiew, Master of the Xubaizhai
Collection

Low Chuck-tiew (1911 - 1993) , a famous collector in Hong Kong,
donated his Xubaizhai Collection to the Hong Kong Museum of Art in
1989. As an art lover, he valued the safety of works of art more than
his life. In 1945, massive carpet-bombing by the Allied forces on
Japanese troops caused a fierce fire that burned down Low Chuck-tiew’s
house in Singapore. While everyone fled to safety during the air raid,
Low rushed into his burning house to emerge firmly holding a long
wooden box in his arms. While people thought that the box must have
contained something of great value, they found that it was simply a
scroll painting by the Qing dynasty monk painter, Shitao. The security
of works of art produced by masters of the past is assured by such
actions of collectors like Low.

Fourteen “Don’ts” for Collectors by Gu Wenbin

In his Record of Collection of Guoyun Lou, the Qing dynasty Suzhou
collector Gu Wenbin (1811 - 1889) listed fourteen things that we
should shun from doing in collecting or viewing Chinese paintings and
calligraphy. For example, Gu considered the environment important
and pointed out that conditions such as cloudy weather and dirty
floors, should be avoided, and paintings should not be viewed in the
vicinity of oil lamps and wine. He also thought that impressing seals
and colophons of low artistic value would ruin the original work,
Certain criteria are related to collectors’ choice or taste. In his view,
collectors should strike a balance between the popularity and artistic
value of the producer of the works of art, between the number of
paintings and calligraphy works in the collection. Most important of
all, he reminded collectors not to be concerned about monetary reward
in collecting.

The Vicissitudes of the Painting Dwelling in the Fuchun
Mountains

Dwelling in the Fuchun Mountains is a handscroll painting by the Yuan
dynasty painter Huang Gongwang (1269 - 1354) who worked on it for
over three years. Subsequently, the painting came into the possession of
an early Qing dynasty collector called Wu Hongyu. He valued the
painting very much and wanted to be buried with it. Fortunately, one
of his distant relatives saved it from the fire pot. The partly damaged
painting was then cut into two pieces. The front part which was
scorched by fire was repaired and remounted. The remaining part was
later transferred to the Qianlong Emperor’s imperial collection.
However a problem arose. Two identical versions - one genuine and one
fake - were acquired one after another. The emperor wrongly identified
the genuine version as a fake and wrote many inscriptions on it. It is
perhaps fortunate that the genuine work escaped from being filled with
the inscriptions and seals of the emperor.

The Destiny of Wang Xizhi’s Calligraphy Work Preface to
the Orchid Pavilion Gathering

Wang Xizhi (ca.303 - ca.361) was a great calligrapher during the Jin

dynasty. His famous manuscript, Preface to the Orchid Pavilion Gathering,
acclaimed as the greatest calligraphy in running script, remained in
Wang's family until it was passed to the monk Biancai in the early
Tang dynasty. At the time, Emperor Taizong was very fond of Wang's
work and it was said that the emperor had unsuccessfully ordered the
monk Biancai to surrender the manuscript Preface to the Orchid Pavilion
Gathering to him. The emperor then sent Xiao Yi, the Investigating
Censor, to contact the monk in the guise of a well-educated gentleman.
As their friendship developed, Xiao Yi finally succeeded in gaining
access to Wang Xizhi's work. When the emperor acquired the
long-desired work, he asked several talented calligraphers to make
copies of the manuscript and it was said that he ordered the genuine
version to be buried with him. Today, the genuine manuscript no longer
exists; different versions are but copies of the original.

Emperor Qianlong’s Sanxi Tang (Hall of Three Rarities)

An art lover and connoisseur, Emperor Qianlong (1711 - 1799) was
fond of collecting antiques. Like Emperor Taizong of the Tang dynasty,
he was particularly fond of calligraphy works by Wang Xizhi, the
greatest calligrapher of all ages. On one occasion, he acquired three
manuscripts by Wang Xizhi and other members of his family. They are
the works of the father and son masters, Wang Xizhi’'s Kuaixue Shiging
Tie (The Clearing after Snow Letter) and Wang Xianzhi’'s Zhongqiu Tie
(Mid-Autumn Letter), while the third is Beyuan Tie (Letter to Boyuan)
by Wang Xun (a rvelative of Wang Xizhi). Overjoyed, the emperor
converted one of the halls of Yangxin Dian (Hall of Mental Cultivation)
into Sanxi Tang (meaning “Hall of Three Rarities”) to store exclusively
the three manuscripts. It is now commonly believed that only Wang
Xun's Boyuan Tie is a genuine work of the Jin dynasty, and the other
two are copies. They are kept separately in the two Palace Museums of
Beijing and Taipei respectively.

Dongbeihuo (Works from Manchuria) and Hong Kong

Liulichang has been famous for antique shops in Beijing since the
Qianlong period of the Qing dynasty. It was also one of the places where
the so-called Dongbeihuo (works from Manchuria) after World War II
were sold. The Dongbeihuo is directly linked with the last emperor, Puyi
(1906 - 1967). After the downfall of the Qing dynasty, the last
emperor, who was free to move around, smuggled a large number of old
books, Chinese paintings and calligraphy works out of the Forbidden
City. During the war, he sought protection from the Japanese and
stored the treasures in Changchun in Jilin province which formerly
belonged to Manchuria. However, the defeat of the Japanese became a
curse for the treasures. They were gradually dispersed in the antique
shops in the northeastern region including Liulichang, and some found
their way to Hong Kong. For example, the famous The Xiao and Xiang
Rivers by an anonymous artist of the Five Dynasties, now in the
collection of the Beijing Palace Museum, was one of the works in the
Dongbeihuo which was acquired in Hong Kong by an overseas collector.
Low Chuck-tiew, donor of his Xubaizhai Collection to the Hong Kong
Museum of Art, attempted to save the Dongbeihuo from being dispersed
through Hong Kong. He managed to acquire the Tang dynasty
Avadana-sutra scroll, which is now in the collection of Hong Kong
Museum of Art.



